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Abstract

Hogarth’s Progress: “Modern Moral Subjects” in the Work of David Hockney,
Lubaina Himid and Paula Regexamines three late twentieth-century, British
appropriations of William Hogarth’s narrative series. Hogarth is best knovthefor
paintings and engravings that he termed “modern moral subjects,” exemplified b
satirical series such d%ie Harlot's Progres$1732) andrheRake’s Progres§1733-5).
These cautionary yet humorous tales evince a period of great social, paaaadmic
and cultural transformation in England, a time of profound change wrought by colonial
enterprise, an increasingly powerful middle class, and a heightened pidréest in
moral questioning. Recent scholarship on Hogarth has increasingly focused on the
artist’s diverse representations of eighteenth-century London life, his ousnerages of
servants of African descent, French dancing masters and Italian cadtratirprisingly,
for many contemporary artists, Hogarth’s narratives provide a complex tesuyalate

for a host of present-day issues regarding race, gender, sexuality amdindgntity.

The dissertation will investigate how Hogarthian re-workings bytaiflavid
Hockney in the early 1960s; Lubaina Himid in the mid-1980s; and Paula Rego in 1999-
2000, modify and/or expound upon narratives of gender and sexuality that are already
present in the eighteenth century artist’s narrative series. The threenpomnary works
examined here engage with two works by Hogavthrriage-a-la-Mode(1745), which
chronicles the doomed union of an Earl’'s son and the daughter of a wealthy merchant,

who sells her in marriage to obtain a higher social standingllaa&Rake’s Progress



Rakerecounts the tale of Tom Rakewell, a merchant’s son whose exuberant spending and
moral decay, aided by a procession of effeminate French dancing masistigites and

criminals, leads to his final residence, the madhouse “Bedlam.”

| will first examine David Hockney's early 1960s "Rake’s Progress",iasef
16 etchings loosely based on the artist’s first visit to the United States, diomsé his
own personal narrative into Hogarth’s tale of moral decline. | will then inagstibe
work of Lubaina Himid, who initiated a Black women artists’ movement in 1980s
London. In 1986, Himid produced a large-scale installation en#lEdshionable
Marriage. The work employs Scene 4 of HogartNarriage-a-la-Modeseries to
critique the racist and sexist policies of the London art world during this perraadly-i
will discuss the work of Paula Rego, best known for her large-scale paintings of
emotionally-charged domestic scenes. Rego has also re-worked Holyethage,
employing the earlier series to critique arranged marriages in Ineg Rartugal. Rego’s
triptych entitledAfter Hogarth: Betrothal; Lessons; Wrek999-2001), like much of her
work, reveals the psychological anxieties and ambiguities of gendeomnslatnd, in a
broader sense, human interaction. For Hockney, Himid and Rego, Hogarth’s
contradictory evocations of eighteenth century London society provide a comglex vi
template for a host of contemporary issues such as race, gender, serdaiigyianal

identity.

Also critical to this study is the relationship between the three contemporary

artists. Hogarth is present as the key driving factor in all three workdsgeababe



considered is the role that Hockney, as a critical figure in late twetgitury art,

played in the construction of both Himid and Rego’s later works.

Although Hogarth’'s work has been appropriated by a wealth of artists fiem t
eighteenth through twentieth centuries for a wide variety of uses, thistaissewill
examine how three relatively recent quotations employ Hogarth as am“all
subversion,” while simultaneously making use of Hogarth’s stature within theskgl
historical canon. | am proposing that these later uses of Hogarth, mahycbfexplored
various configurations of race, gender and sexuality, evolved from a key elemeeninhe
within the artist’'s work, a form of “ambiguous narrativity” that yet soavelappeared to

crystallize issues of moral questioning as central ideological theme.
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INTRODUCTION

Hogarth’s Ghost: Art and Appropriation

William Hogarth (1697-1764), the canonical eighteenth century English painter
and printmaker known for his satirical narrative series, is as relevantaedaywas in
his own time" His work continues to influence contemporary literature, visual art and
political satire. For example, his work plays a significant role in thatmagrthrusts of
two recent novels by the American author David Eids.the realm of visual art,
Hogarth’s narrative series have been re-worked by contemporary admtthfioughout
the world, including British artists Jake and Dinos Chapman, Lubaina Himid, David
Hockney, Peter Howson, Paula Rego, Yinka Shonibare, the British-born and now US-
based artist Sue Coe, German artist Jorg Immendorf, and South African dliteh W

Kentridge.

This dissertation, entitleHogarth’s Progress: “Modern Moral Subjects” in the
Work of David Hockney, Lubaina Himid and Paula Reg@amines selected late
twentieth-century appropriations of Hogarth’s narrative series amdtigates how
Hogarthian re-workings by artists David Hockney (b. 1937) in the early 1960s and mid-
1970s, Lubaina Himid (b. 1954) in the mid-1980s, and Paula Rego (b. 1935) in 1999-

2000, engage with narratives of race, gender, sexuality and class in ataygit&

! It should be noted here that Hogarth has only loeesidered part of the British art canon since the
publication of Ronald’s Paulson’s pioneering woéks will be discussed later in this chapter, Paulso
began his research in the 1950s and, beginnineii®60s, produced a prolific body of publications
Hogarth and eighteenth-century British culture.

2 See David LissA Conspiracy of PapeiNew York: Random House, 2000) and LissSpectacle of
Corruption (New York: Random House, 2004).



anticipated in the eighteenth century artist’s narrative series. éxéthine, above all,
how Hogarth has served as a form of “subversive ally” for these artistficav his
“modern moral subjects” have informed their works. Yet, the artists are lirykietio
use of Hogarth as an ideological partner in the development of satirtciesi of social

mores in each artist’s distinct time and place.

| am also proposing that these later uses of Hogarth evolved from a key element
inherent within the artist’s work, a form of ambiguous narrativity that neveshe
crystallized issues of moral questioning as a central ideological thevileargue that
the multi-layered, ambiguous quality of his narratives made his work appear much more
accessible. This factor, coupled with an increasing recognition of his wadnik wie
realms of fine arand popular culture, has consistently drawn artists, including authors

and filmmakers, to his art in recent years.

The contemporary works examined here consider two works by Hogarth:
Marriage-A-la-Modeg(1745), comprised of six paintings and a subsequent set of
engravings ané Rake’s Progresgight paintings completed in 1734, and eight
engravings produced in the 1730s and 484&rriage chronicles the doomed union of an
Earl’s son and the daughter of a wealthy merchant, who sells her in maor@gein a
higher social standingRakerecounts the tale of Tom Rakewell, a merchant’s son whose
exuberant spending and moral decay, aided by a procession of French danang, mast
prostitutes and criminals, leads to his final residence, the madhouse “Bedtiam.

Chapter One, | will discuss narrative structure in these two serieq)gptaeim in context



with similarly-themed works from the seventeenth and eighteenth centuries, both in
Britain, France and elsewhere. Placing these works in context provides a fourfolati
those socio-political and cultural aspects of Hogarth’s works that havedinedtas a

kind of inspirational “trigger” for the three contemporary artists.

In Chapter Two, | will examine David Hockney’s early 19&ake’s Progressa
series of 16 etchings loosely based on the artist’s first visit to the Unétsb San
insertion of his own personal narrative into Hogarth’s tale of moral decline. Hockney’s
series utilized Hogarth’'Rakeas a framework for exploring his own identity as a young
gay artist. This print series resulted in increasing notoriety forrtise. alts popularity
led to an invitation to design the sets at the Glyndebourne Opera House for Sttavinsky
1947 operaThe Rake’s Progresbased loosely on Hogarth’s engravings, with libretto

by W.H. Auden and Chester Kallman.

Chapter Three will focus on the work of Lubaina Himid, who initiated a Black
women artists’ movement in 1980s London. In 1986, Himid produced a biting yet
humorous large-scale installation entitidrashionable Marriage.The work employs
Scene Four of Hogarthidarriage-A-la-Modeseries to critique both the world political
stage and the racist and sexist policies of the London art world during tlaid Jeri
Replacing figures from Hogarth’s earlier scene that depicts a de@eitintess and her
lover, Himid populated her 1980s setting with those of topical interest such agélarga

Thatcher and Ronald Reagan. This chapter will largely explore a cigural within

% Himid also cemented and reinforced her relatignshiHogarth’s earlier series by using the literal
English translation foMarriage-a-la-Modefor the title of her work.
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Himid’s Marriage, a young girl seated on a suitcase who has replaced Hogarth’s youthful
male servant of African descent. Himid’s young girl signifies a disgoaf African

diasporic movement that links a late twentieth century “Black Britishseggree to the
post-World War Il mass migratiormsdan even earlier Black presence in eighteenth

century England.

Finally, I will discuss the work of Paula Rego, best known for large-scale
paintings of tension-filled domestic scenes and menacing re-workingssefynunymes
and folk tales. Rego has also re-worked Hogaltéasriage, employing the earlier series
to critique the practice of arranged marriages in her native Portugal iB40e and
1950s. She couples these concerns with a reference to the heightened materiaésm of
Thatcher era in the 1980s, while simultaneously drawing from the temporal foaknefw
late 1990s England. Rego’s triptych entithdter Hogarth: Betrothal; Lessons; Wreck
(1999-2001), like much of her work, reveals the psychological anxieties and anglsiguiti
of gender relations and, in a broader sense, human interaction. She has largely been
associated with School of London artists, although she was not part of the firsophase
figurative painters that included R. B. Kitaj, Frank Auerbach, Francis Baoaren

Freud, Leon Kossoff, Euan Uglow and othérs.

* The “School of London” was a phrase initially ussdKitaj in the catalogue for the exhibition the
organized entitledhe Human ClayThe exhibitionopened at The Hayward Gallery in London in 1976.
The term referred to artists working in 1970s Endlavho, like Kitaj, produced figurative work duriiag
period marked by the prominence of abstractione Fibman Clay included the work of 48 London-based
artists including Colin Self, William Roberts anitRard Carline. For further discussion of the Suhud
London, see Tim WilcoxXThe Pursuit of the Real: British Figurative Pairgifrom Sickert to Bacon
(London: Lund Humphries and Manchester City Artl&as, 1990).
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This dissertation highlights Hogarth’s continuing relevance and the roleref sat
in addressing serious social and political issues characterizing conteyrigeraSpecial
attention will be paid to the history of his critical reception and how that has shaped
artists’ responses. In particular, | will discuss how his growing populzai shifted
perceptions of the artist from a proponent of moral didacticism to the role of a

progressive, socially-relevant artist-activist figure.

The dissertation will investigate how Hogarthian re-workings by Hockueyid
and Rego expound upon narratives already introduced in the eighteenth century artist’s
graphic imagery and accompanying text. Since the eighteenth century, Hogantk’
has been appropriated by a wealth of artists, from the plagiarized copies groduce
Hogarth'’s time, primarily for commercial gain, to William PowdiitiFs 1889Road to
Ruinseries of moral instruction, a work largely drawn fromRake’s Progress
narrative, to the 1945 film starring Rex Harrison entifieRake’s Progresgigure 1)°
This project, however, will examine how more recent quotations employ verbal and
visual texts to support a variety of narrative readings and discuss whathj@gaan art
historical icon, may represent for late twentieth-century artistsarticplar, | will
illustrate how a number of these artists employed Hogarth as subvergjwehali

simultaneously making use of Hogarth’s stature within the English astibedtcanon.

® In the U.S., the name of the film had to be charigdotorious Gentlemafor marketing purposes due to
American unfamiliarity with the term “rake” as sifjar of a man who engages in pleasure-seeking,
irresponsible behavior. The British film was diext by Sidney Gilliat and charted the experiendes o
wealthy English troublemaker who is sent to Southefica as punishment, rejects plantation life, then
becomes a race car driver. His drunken revelgssltin the death of his father, but he is thewved’ by
dying as a hero during World War Il. See the failog texts for details on the film: Marcia Landgitish
Genres: Cinema and Society, 1930-19B€inceton, NJ: Princeton University Press, 1991) Bosley
Crowther, review oA Rake’s Progresslirected by Sidney Gilliatyew York TimedNovember 14, 1946.
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Also critical to this study is the relationship between the three contemporary
artists. Hogarth is present as the key driving factor within all three warkalso to be
considered is the role that Hockney, as a significant figure in late tivengatury
British art, played in the construction of both Himid and Rego’s later works dHias
discussed her study of Hockney’s work after viewing his work in London in the 1980s,
and it is clear that stylistically Himid owes much to Hockney’s 1970s and 1988s imor
her sweeping brushstrokes and incorporation of water (figure 2) and in her udetlodittex
references Hockney’s Pop-inflected 1960s imagery, includiige’s ProgresS$ Paula
Rego also shares with Hockney a School of London focus on the figurative in works like
The Danceof 1988 (figure 3). These symbiotic artistic relationships will be explored in

subsequent chapters.

Among the many questions this dissertation poses are: What did it mean for each
artist to evoke Hogarth? For example, what did Hogarth (and his narrate® ser
represent for a gay, male English art student from northern, industrial Bradford who
produces his owRake’s Progresgprint series while at the Royal College of Art in the

early 1960s? What did a lesbian artist of English and Tanzanian heritage, who identifies

® On the left side oAct One, No Mapfom theRevengeseries, Himid includes a detail of a stage from “a
Hockney set design.” (Lubaina Himid, interview hyttaor, Preston, Lancashire, England, August 11,
2010).

" The English are genetically a melding of groug #ettled in the region, including Angles, Saxdhges
as well as the later Vikings and Normans. By astirthe term “British’ refers to national identity
particular citizens of the United Kingdom, the IsfeMan, one of the Channel Islands or one of thédh
overseas territories such as Bermuda, British Yitgiands, Saint Helena, the Cayman Islands, titessBr
Indian Ocean and their descendants, for exampteistBcitizenship and nationality are acquired, fo
example, by birth in the United Kingdom or from desst from British nationals. For further clarifimn,
see Jeremy Paxmahhe English: A Portrait of a Peoplgondon: Penguin Books, 1999); Krishan Kumar,
The Making of English National Identi(Cambridge, UK: Cambridge University Press, 20@B) Robert
J. C. YoungThe Idea of English EthnicifOxford, UK and Malder, MA: Blackwell Publishing008).



as a “Black woman artist” and studied theater design and art in 1980s London find in
Hogarth that spoke to her identify®vhat did Hogarth signify for a Portuguese-born,
feminist artist who attended the Slade School of Fine Art yet continued tonadere
Portugal’s socio-political and cultural histories in her work while regidirEngland for

lengthy periods of time?

Why have these artists chosen Hogarth in particular to interrogateotiad:
guestions of their own respective times and places? And, in examining Hogartle's entir
career, it might be pertinent to ask: Is a critique of contemporary nydraditmost
significant or recognizable driving force in Hogarth’s work? Has thematf Hogarth
as a figure of subversion been the central force that has drawn contgngptisss to the
eighteenth-century figure? If so, it is significant to note that each oftibts &xamined
here produced work in the aftermath of various social, political and cultural movements
that transformed everyday life in the late twentieth certuye these contemporary
works a form of art historical homage to Hogarth, or are they laogelgerned with
social critique through a satirical lens, aims that would make Hogartl#neus
collaborative partner? Do any of these works critique Hogarth and assoeisppects of

British national history and identity that he appears to signify?

8 For example, Himid has written of how “As Black mven artists in the Black triangle in the twentieth
century, we must continue the processs of gathaniugre-using” in a discussion about cultural retenin
Lubaina Himid, “Fragments,Feminist Art New#® (1988), 8-9.

° Albeit, these movements were largely initiatedhia US: civil rights, gay rights, the women’s mo\ear
the street-action demonstrations of AIDS policytpstors, while the images discussed were produrced i
London. While these movements first developedhélWnited States, their impact was certainly felt
internationally, particularly in cosmopolitan urbareas like London.



Additionally, what was it aboua Rake’s ProgresandMarriage-A-la-Modein
particular that drew Hockney, Himid and Rego, as opposed to their choosing, for
example, Hogarth'slarlot’s Progressor Industry and Idlene€s® Himid’'s 1986
installation was produced in London soon after the early 1980s race-based riots. The
period was certainly ripe for a pointed consideration of the role of black servants in
Hogarth’s time in the midst of questions about African and Afro-Caribbean imroigrati
and settlement in Britai. Significantly, Himid chose to appropriate Scene Four of
Marriage, also calledrhe Countess’s Morning Leve®f all the scenes from the
narrative series that Hogarth produced, Himid selected the sole image thdgdtwaio
servants of African descent and a slew of foreign “others” (the ContineetatlFand

Italians) as a framework for her highly political examination of 1980s London.

In this dissertation, | am proposing that the artists employed Hogaath as
“subversive ally,” forging partnerships with him that asked critical quesébaost race,
gender, class and sexuality. For Hockney, Himid and Rego, Hogarthradiotary
evocations of eighteenth century London society provided a complex visual template for
a host of contemporary issues concerning identity: issues which, apararengender

and sexuality, deployed nationality as well within the matrix of arttsincerns.

191t is my contention thatlarlot, even in its very title, was too much of a hottbntin its critique of
women, and might be seen as anti-feminist, andthigatentral theme dfidustry and Idlenessvork ethic,
was not enough of a concern for these late twdntientury artists.

™ Himid’s work was produced in mid-1980s London}jaféer a period marked by a series of disturbances
largely caused by heightened levels of unemployraadttensions between police forces, Asian, Afro-
Caribbean and English communities. These occueseimclude the “Brixton Riots” of April 1981 in
London, the 1981 and 1985 “Handsworth riots” innBimgham, and the “Toxteth riots” in Liverpool in
1981. For further details on these disturbancss Peter FryefStaying Power: The History of Black
People in Britain(London: Pluto Press, 1984) and Tessa Blacks®inikhu Parekh and Peter Sanders,
Race Relations in BritaiLondon and NY: Routledge, 1998).
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William Hogarth began his career as an apprentice to a silver-plagevengnd,
by 1720, had established his own business producing trade-cards, bills, engraved book
plates and painting portraits. During this period, he worked for the print-sellgr Phi
Overton, producing political satires. After a period of time producing faporalaits
for the wealthy, Hogarth returned to scenes of everyday life in 1751, producityg hig

lucrative works such &eer StreetGin LaneandThe Four Stages of Cruelty

In the 1730s, he began the paintings and engravings for which he would become
most well-known, “modern moral subjects” suchlTag Harlot's Progressf 1732
(figure 4),The Rake’s Progreg4733-35), andndustry and Idlenesdl747). These
satirical yet serious narratives evince a period of major transfiomiatBritain, changes
marked by the social and economic effects of British colonial enterprisecraasingly
powerful middle class, and an overarching interest in charting the country’s mora

direction, defining it against that of France, for example.

As Hogarth wrote of these works, “Subjects | considered as writers do. My
picture was my stage and men and women my actbdr$tiese satirical narratives, also
called “comic history paintings,” convey the evolving urban spectacle of Londbe i
early part of the century, a city irrevocably transformed by the sftddBritain’s
commercial enterprise. Hogarth’s dramatic processions of errant apgesentinerable

country maidens, servants of African and Asian descent, quack doctors and French

12 william Hogarth and Joseph Burke, ddhe Analysis of Beauty, With the Rejected PasSagesthe
Manuscript Drafts and Autobiographical Notgi955; repr., Oxford: The Clarendon Press), 209.
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dancing masters provided a caustic yet sympathetic juxtaposition ohdigoantry,
native and “foreigner’, and wealth and abject poverty. Above all, Hogarth’smanyi
tales evinced the consequences of moral decay with a surfeit of wit, and cotheeyed

profound transformations wrought by modernity in eighteenth-century England.

Despite producing a broad range of portraits and other works, Hogarth has
become most closely associated with “modern moral subjects” and other workg tisat
on themes of morality in a symbolically rich and complex manner. As Peter Wamer
suggested, “Hogarth worked...in a satirical tradition that combined Protestastiabhr
moral principles with the critical and pessimistic views of love and loversagedrby
such classical writers as Juvenal and Ovid. In addition, he integrated into his
iconography the popular bawdy satires that shaped the "‘mentalite’ of his €laye, His
engravings associate the sexual drive with disorder, animal lust, scatdkmnmacy
and even criminality*® One example of such worksEsithusiasm Delineatefigure
5). Set in an eighteenth-century London church, the print depicts a frenzied congregation
aroused by an over-zealous sermon. At the pulpit is a lecturer suggestive of prominent
Methodist preacher George Whitefield, whose followers were largely drawn f
England’s rural and urban proletarians, a class seen as particularly sledepti
witchcraft, superstition and “dubious” spirituality. Most significantly, samembers
of the congregation use statues of the Christ-figure as erotic objectsstthdéhers
gnaw with pointed voracity on these figures, highlighting the barbaricaetig

fanaticism characterizing the scene.

13 Hans-Peter Wagner, “Eroticism in Graphic Art: T&se of William Hogarth,” itStudies in Eighteenth-
Century Culture21 (1991): 53.
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Enthusiasm Delineatad a satire on Methodism (and Catholicism), religious
fanaticism in general, and a critique of the widespread English tasteritinéntal
works of art during this periot. The print also includes a pipe-smoking Turkish figure,
seen peering through a window in amazement at the “savagery” of the English
Methodists. Hogarth often employed “foreign” figures, including Black sesy#o act
as observers, a subtle critique of the “alien” practices of native-born English
populations:> This print reveals aspects of why Hogarth’s narrative art has long drawn
attention, in large part due to its uses of satire and subversive narrativeso loluiestis

its narrative and pictorial complexit§.

Hogarth as “Subversive Ally”

Hogarth has been used in the twentieth century in two primary ways: as a tool for

exploring art as subversive tactic, and as a template for a broad rangatigEbre

expansive “ambiguous narratives.” The notion of Hogarth as an ally in subversion is

14 See the following texts for eighteenth-century Estgliews on Methodism and Catholicism: Albert M.
Lyles, Methodism Mocked: The Satiric Reaction to Methodisthe Eighteenth Centuiy.ondon:

Epworth Press, 1960); Anthony Armstrofidie Church in England, Methodists and Society, 17880
(London: University of London Press, 1973); ArnéldDallimore, George Whitefield: The Life and Times
of the Great Evangelist of the Eighteenth-Centwyital 2 vols. (Edinburgh: Banner of Truth Trust,
1970-80); and James Downdyhe Eighteenth-Century Pulpit: A Study of the Sesraf Butler, Berkeley,
Secker, Sterne, Whitefield and Wegl@yford: Oxford University Press, 1969).

!> Examples include thiarlot’s Progressscene with a servant of African descent whosefaoipression

reveals the harlot’s deceit (a man hiding behireddoor when her patron unexpectedly appears), and

Scene Four oMarriage-a-la-Mode, in which the young, seated child in the foregrpoints to a horned
deer statuette, denoting the cuckoldry that wasmitg in the household.

'8 For a detailed analysis of the primary, anti-Melisband other themes and complex pictorial synsiooli
found inEnthusiasm Delineatedee Bernd Krysmanski, “We See A Ghost: Hogafaire on Methodists
and ConnoisseursArt Bulletin 80 (June 1998): 292-310.
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exemplified by the works examined here by Himid, Hockney and Rego. Hogarth and his
work have come to represent a notion of inherent transgression, despite tlse artist’
persistent upper-level associations and aspirations. Hogarth produced numeraiis portr
and conversation pieces of London’s successful businessmen and other civic ératlers
their families, his Biblical scenes such as those produced for the Foundling Haxspita

St. Barts, and his 1757 appointment as Serjeant-Painter to thé’Kitmwever, these

works and/or periods in his career appear to have been of little interdst tiwdatieth

century artists who have quoted from Hogarth.

Why have contemporary artists been drawn to his socially and politicalagedg
satires rather than his other forms of work? Perhaps the answer lies in thrsaérpl
from the Nigerian-born British artist Yinka Shonibare, who complBliedy of Victorian
Dandy(figure 6), a photographic re-working Bhke’s Progress Shonibare noted that:

What | like about Hogarth...is his subversive streak: the fact that he parodied the
aristocracy, and his cheeky relationship to power...I chose Hogarth for his social
commentary and the political aspect of his work. He had a very interesting
relationship to authority. My series is a commentary on our times, but ibis als
about daring to parody the establishment—which was something Hogarth was
very good at. 2

" The Serjeant-Painter was a position of heightestetis and was financially profitable as well. By t
eighteenth-century, it was associated with thetpajrand gilding of all of the King's residencesaches
and other sites and garnered more than 1,000 pgerdgar. Hogarth assumed the position in 1784, a
retained it until his death in 1757. For additibdetails on the Serjeant-painter’s position ghéeenth-
century England, see “The Serjeant-Painterhg Burlington Magazine for Connoisse@#, no. 493

(April, 1944): 80-82; Ellis WaterhousPainting in Britain, 1530-17904" ed. (New Haven: Yale
University Press, 1994) and Jenny Uglddagarth: A Life and a WorldLondon: Faber and Faber Limited,
1997), 597-598.

18 paula Rego, Jake Chapman and Yinka Shonibare, Aftist’s Progress: Hogarth’s Legacy in the
Twenty-first Century, The GuardianJanuary 13, 2007.
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For the British playwright Nick Dear, who based a late 1980s play on Hogarth’s
life and milieu, Hogarth is a fellow “man of the people,” united in a critique of the
wealthy. Dear writes in the introduction to the play that he could feel “Hogatking
beside [him]” as he wrote the play, incensed that the only ones able to afford a drink on

the Bank in present-day England would be those wearing business suits.

This view of Hogarth as “man of the people” persists, despite the fact that, as
Jenny Uglow has written, Hogarth’s entire career was marked by oppadatisinpts
to achieve a more financially profitable and socially ascendant staturetimief®
Uglow’s text aptly documents the artist’'s incessant attempts to gaeptacice within
those aristocratic worlds that he documented in his commissioned porttagigeally
critiqued in his graphic works. Andrew Graham-Dixon’s 19&%v Yorkereview of
Uglow’s biography concludes that “Hogarth was in many respects a man dividetk Whi
he made his name as an artist who burlesqued the high traditions of Renaissance and
post-Renaissance art—a low-life Raphael, chronicling the deeds of crooks and whores
and drunks rather than hymning the saints—he also dreamed of graduating to the grand

fal

manner himself* Ronald Paulson has also written of the overarching perception of

Hogarth as largely the producer of narrative series, noting that,

19 Nick Dear,The Art of Success; and In the Ruins: Two Playibly Dear(London: Methuen), 1989, 1.
Dear was referring to “The Bank,” the South Band&aaof London on the southern bank of the River
Thames near Waterloo Station, the site of majaucall institutions such as The National Theatre tied
Hayward Gallery. During the 1970s and 1980s, & W site of major commercial development plans
which were, largely, successfully opposed by amramunity groups.

2 See Jenny UglovHogarth: A Life and a WorlgLondon: Farrar, Strauss and Giroux, 1997).

2L Andrew Graham-Dixon, “Hogarth’s Progress: WhatMest Famous Artist in England Really Wanted,”
The New YorkemDecember 15, 1997, pp. 142-151.
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Most historians of English art place Hogarth in the transition period between the

reign of foreign (Lely and Kneller) and clumsy native artists and fieeofi the

great Reynolds and Gainsborough. But this is to see him strictly in terms of

portraiture and then to oversimplify. He’s a much more significant figure than

such a generalization allows...My tendency has been to see the so-called "comi

history paintings’ as the central fact of his career, with portraits andwitrks a

secondary concef.

In short, despite his portraiture and Biblical narratives executed in a style
reminiscent of Rembrandt and Raphael, Hogarth’'s narrative, satirical amerksost

prominently viewed as representative of Hogarth’s entire oetvre.

| am proposing that this association with Hogarth as principally a figure of
subversion has to do with the specific circumstance of each artist’s time gpldc
biographical history. For late twentieth-century artists, the narrs¢iies have proved
to be much moresefulat social critique than Hogarth’s portraits and Biblical scenes.
For example, Himid’$ashionable Marriagavas produced not long after a rash of race-
based riots throughout England, during widespread criticism of Margareh€&hatc
conservative government, and during the heyday of the Black British filmmaking
workshops?* Himid’s re-working also appeared during a time when works by Black

British artists, primarily male, had been given prominence. During theaviade 1980s

2 Ronald Paulsortogarth: His Life, Art and Timed/ol.1 (New Brunswick: Rutgers University Press,
1991), xvii.

2 |n fact, the notion of Hogarth as serious paimtas only considered valid by the early 1970s wit t
Tate exhibition that provided a new look at Hogarftmintings. Before that project, and before Bails
extensive, ecyclopedic scholarship on Hogarthllegiin with his 1966atalogue raisonnef Hogarth’s
graphic works, Hogarth had been largely viewed a#tg, albeit skillful caricaturist whose livelyasirical
prints nonetheless skillfully illuminated the unseg side of early to mid-eighteenth century Londiée

24 sankofa and Black Audio Film Collective were exdespf organized groups of filmmakers of African,
Asian and Caribbean descent who operated in Lopdararily during the 1980s. See Coco Fustoyung
British and Black: The Work of Sankofa and Blackliaurilm Collective(Buffalo:
Hallwalls/Contemporary Arts Center, 1988) for fuathiliscussion on these organizations.
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and early 1990s, Himid, along with Rotimi Fani-Kayode, Sunil Gupta, Ingrid Pollard,
Mumtaz Karimjee and, by the mid-1990s, Ajamu, produced works that actively

challenged narrow representations of Black or Asian British subjeciivity.

This notion of work that challenged, or provoked, or interrogated perceived
societal ideas and practices is at the root of defining exaatifHockney, Himid and
Rego employed Hogarth’s subversive tactics. To begin, it may be helpfudrtorex
how the concept of subversion has been defined, and to explore its potential application
in art-making practice. According to the Concise Oxford English Dictyorlae verb
“subvert” may be defined in the following way: “to undermine the power and authority of
an established system or institutidf.’And, in terms of subversion and art-making in
particular, Carol Becker has written of subversion as a way of exaministg'asénse of
social responsibility or their strategies for social critique, dredhsis examined how
artistic freedom facilitates this partnership between artistic ariicabbommitments.
Both uses of the terms related to subversion evoke an aim for social critique, or an
opposition to a larger social, cultural or political system. The followingtenswill

examine how Hockney, Himid and Rego produced Hogarth-inspired appropriations in a

% See the following texts for a discussion of Bl&kish lesbian and gay image-making produced dyrin
the 1980s and 1990s: David A. Bailey, lan Bauconh @onia Boyce, edsShades of Black: Assembling
Black Arts in 1980s BritaifDurham, N.C.: Duke University Press, 2005); Te3stin and Jean Fraser,
eds.,Stolen GlanceflLondon: Pandora, 1991); Tessa Boffin and Sunpt@iEcstatic Antibodies:
Resisting the AIDS Mythologliondon: Oram Rivers Press, 1990); and Amanda,@&udizThe Film Art of
Isaac Julien(fAnnandale-on-Hudson, NY: Center for Curatorialds#s, 2000).

% Catherine Soanes and Angus Stevenson, @dagise Oxford English Dictionaig.ondon: Oxford
University Press, 2008).

" See the following texts: Carol Becker, €the Subversive Imagination: Artists, Society and
ResponsibilityLondon: Routledge, 1994) and Carol Becker, Swsipgsthe Spectacle: Global
Transformation and the Changing Politics of Artrfhbam, Md.: Rowman and Littlefield Publishers, Inc.,
2002).
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deliberate manner, in order to present an artistic form of social critiqtiecflected their
own respective interests. As will be shown, these include the open expression of
difference regarding sexual identity, a critique of war and of comniigrdi@aven global
politics in the 1980s, and challenges to patriarchal roles. Hogarth has beenrednfig
here as an eighteenth-century template that handily accommodatethale late-

twentieth century concerns.

As Bernadette Fort and Angela Rosenthal have observed of Hogarth, “Whether he
pictures a shrimp girl, an actress, a wealthy female patron, a fashicoahless...a gin-
addicted woman...a gouty and impotent earl, his effeminate son, or a dissolute rake,
Hogarth’'s work explores the human character in a strikingly modern manner,
emphasizing the multiple construction of identities and situating his examination a
heart of the most controversial contemporary social, political, and religiousdétiat
Clearly, in the late twentieth century, artists were grappling witilaimssues of identity
politics regarding race, gender, religion and sexual orientation in the wake of the
transformational events of progressive social movements (including posétoloni

initiatives) that took place after World War II.

Fort and Rosenthal further state that Hogarth’s works discuss contemporary
concerns such as “consumption and commercialization in an expanding global market

chronic disease of both bodies and societies, and the construction, performance and

8 Bernadette Fort and Angela Rosenthal, “The AnalgsiDifference,” inThe Other Hogarth: Aesthetics
of Difference eds. Bernadette Fort and Angela Rosenthal (Ranc@rinceton University Press, 2001), 5.
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masking of identity.* Their remarks clearly imply that Hogarth's themes represent a
pronounced linkage with late twentieth century concerns, specifically gesed@ality
and race. This study will focus on gender and sexuality, two “modern moral stibject
that link all three artists that are included in this examination, and resedlhey have
been complicated by other factors such as race, class and shifting sdgalitical

tides.

A brief, introductory essay by John Summerson for a 1967 exhibition
encapsulates the lure of Hogarth’s work. Summerson begins his essay with thedollow
text,

At the Soane Museum in London, HogartRake's ProgresandElection

cycles...are exhibited together in the same small room. They bring more people,
more enquiries and more requests for photographs and slides than anything else in

the museum. Hogarth is, as he has always been, enormously popular—not

popular by virtue of fashion or of the sort of status-giving which appreciation of

the more majestic old masters involves, but just simply and intrinsically and

absolutely downright popular. He is completely and immediately accessible t

anyone with eyes...He is entertaining. He is frank. He is tim&less.

In one paragraph, Summerson has referenced those qualities which seem to
distinguish Hogarth’s work: accessibility, entertainment value and an iemiguth-

telling that results in a sense of relevance and vitality, a kind of freshned®rtln s

Hogarth’s work continues to be viewed as “familiar.”

Perhaps Hogarth is considered “new” because of his bold and overt critique of the

wealthy and powerful, or at least his willingness to reveal cracks in the idtssfas

2 bid.

%0 Sir John SummersoMorals and Mime: The Essential HogarRichmond: Virginia Museum, 1967), 5.
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signifier of moral behavioral tendencies. In Hogarth, artists and schotzoargered an
individual who did not arise from an aristocratic background yet sometimes abiarate
those circles; functioning as a kind of outsider. He also represents an artist giio fou
for his rights as an artist, evidenced by his efforts that led to the 1734 Copyright Ac
Hogarth revealed the similarities between the (mis)behavior of théhwetde middling
ranks and the urban poor, critiquing these groups in equal measure. He has also now
succeeded, three centuries later, in bringing graphic art to the level ofdfitigihile
simultaneously lampooning everyone along the way. Hogarth’s narratnagacterized

by immense wit and humor, reflected the social and political fissuresdretaeious
groups in a changing England; qualities that may be particularly useful ftongubern

artists.

Hogarth’s contemporary relevance may also have to do with his association with
Englishness, a factor that may have drawn artists to interrogate noti@ughantic”
English identity. Hogarth has long been viewed as an artist characterizedumaanf
“quintessential Englishness,” as exemplified by Ross Watson in the venydiegyraph
of his introduction for a 1971 catalogue exhibition of Hogarth works. Watson wrées t

“It would be difficult to find a more essentially English artist than Htg#?

31 The 1734 Engraving Copyright Act, also called Htigia Act, was an act of Parliament passed to
provide protection for engravers’ works. The aeswrompted after urging from Hogarth, who lamented
the piracy of his print series by artists who cdgies work and also from print-sellers who usedvinisk
without the payment of royalties. Discussionsh&f history of the Copyright Act may be found in Mar
Rose, “Technology and Copyright in 1735: The EngravAct,” The Information Societ1, no. 1 (2005):
63-66.

32 Ross Watson, “Introduction\V. Hogarth: A Selection of Paintings from the Ctilen of Mr. and Mrs.
Paul Mellon (Washington, D.C.: National Gallery of Art), 197.
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Why has Hogarth been inextricably linked with the notion of an English identity,
as though the mere invocation of his name denotes a sentimentalized image of an entire
nation? It may have to do with the linkage of eighteenth-century England and/or
Victorian England as periods that exemplified a nostalgic view of Englandthér
reason may lie in the subject matter of Hogarth’s works, a number of whicjueriti
Catholicism through nationalist undertones and others that represent mordizgzhera
critiques of non-English culture€alais Gate(figure 7) was completed after Hogarth’s
arrest and deportation from Calais, as recounted iAutisbiographical Notes tale that
may have been embellished as a result of anti-French and anti-Scot serdimiagtshe
period after the defeat of the Jacobite Rising of 1745, often called the Fget}* In
fact, numerous print series by Hogarth critique French and Italian culauteutarly the
English craze for Italian castrati, French dancing masters antatia® masqueradé.
Hogarth feminized both the French and the Italians in worksMiéeiage-A-la-Mode,
countering these representations against the notion of the plain-speakireptbvep(and

simplistically masculine) Englishman.

Yet, Hogarth’s nationalism was highly ambiguous: he employed French

engravers, sought to emulate Dutch masters, and traveled to Francetatidéeasthe

% Hogarth notably provided an additional title foetengraved version of the painting, namin@ the
Roast Beef of Old England reference to a patriotic song composed by gonaictance of Hogarth, the
vocalist Richard Leveridge (1670-1758), as noteRabin SimonHogarth, France and British Art: The
Rise of the Arts in I8century Britain(London: Paul Holberton Publishing and Hogarth A2G07), 11.

34 Henry Fielding’s first published work was a 172&poentitledThe Masquerad#hat critiqued the
amusements and their presumed harmful effectseBtitish national character. For more detail fo t
reception of the masquerade in England, see Tasgi&€Masquerade and Civilizatiorthe
Carnivalesque in Eighteenth-Century English Cultarel Fiction(Stanford, CA: Stanford University
Press, 1986) and Peter Stallybrass and Allon WHite,Politics and Poetics of Transgressitthaca:
Cornell University Press, 1986), 80-124.
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aforementionealais Gatedepicts Hogarth about to be arrested at left (the French side),
while just below him, we see four elderly Catholic women, who are, of course, also
positioned on the French half of the work. The women, with crosses around their necks,
marvel at the underside of a stingray, where they envision the face of ChristthHoga
would later describe this crossroads at Calais Gate, one side of which wasdc:agld

the other, France. He wrote that he was appalled that there existed, so gedtyraphica
close to Dover (England), a “farcical pomp of war, parade of religion, and Bustle w

very little business in short poverty slavery and Insolence with an aftectzti

politeness..*® Hogarth’s remarks reflected a concerted effort to mark cultural
distinctions between the British and the French, with an overtly criticaés#rthe

French as affected and pretentious.

Hogarth’s “Ambiguous Narrativity”

In its complex interplay between indeterminate pictorial and textual lgegua
Hogarth’s work projects an air of timely relevance, an idea aptly borne out by the
countless artists (and authors) who have found creative sustenance in the artistigspa
and print series. Hogarth endowed his figures, as well as his inanimate ohcts, w
complex meaning, an “ambiguous narrativity” that has drawn generationssts tt

Hogarth’'s “modern moral subjects.”

% william Hogarth,Hogarth’s Works: With life and Anecdotal Descripisoof His PicturegLondon:
Luyster Brothers, 1874), 301.
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The question becomes: How does Hogarth use narrative in his work? Mieke Bal
defines narrative as “logically and chronologically-related eventsii’ events defined as
“transitions from one state to another stafe Fogarth’s uses of narrative include titles
for series and for scenes within the series, descriptive text outliningttbesain various
scenes, contemporaneous literary and visual texts that Hogarth refers to in his chose
subject matter, and the visual language comprising the actions and physiogofoimées
main characters in each scene. Richard Meyer, in his attempt to estabhiahr&tiee
complexity of Hogarth’s often under-valugdlustry and ldlenesseries (figure 8),
discusses how Hogarth depicted an “uneven division of narrative labor” between the two
apprentices, Goodchild and Idie.Meyer notes how Goodchild, the apprentice of
“virtue” is,

...securely situated within the architecture of his frames. He fits alowsidil,

within the structures and strictures of bourgeois culture, within his loom-worker’s

station, within his overseer’s alcove, within his election carriage. With no hope of

compositional problem or instability, Goodchild becomes little more than a cipher
of his cultural conformity and gradual job promotions. Idle, by contrast, slips out
of his loom worker’s station or is positioned on tipped-up casket lids and
collapsing beds. He is situated precariously within the space of his scenes and
seems always to be moving out of that space. lIdle, it would seem, cannot be fixed
within any stable “architecture” of narrative.

Meyer is proposing that the pictorial relationship between protagonist and

corresponding space assists in the development of the narrative, and also “metaphoriz

the narrative,” an example of which is seen in the first frame of the sehes Wom

% Mieke Bal,Narratology: Introduction to the Theory of Narragitrans. Christine van Boheemen
(Toronto: University of Toronto Press, 1985), 5.

37 Meyer, Richard, “The Narrative Progress of Hogarthdustry and Idleness(M.A. Thesis, University
of California at Berkeley, 1990), 15.

* Ibid.
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Idle is “falling out of his loom-worker’s station because he cannot be contaireed by

stable moment of story’®

Other narrative vehicles employed by Hogarth include the pictorial sysnioli
accompanying primary scenes within each frame such as paintings on e wall
placement of inanimate objects (such as curtains and decorative obje@s), fac
expressions, gestures of servants, and the revelatory actions of household petss In t
of human figures, he used gesture, physiognomy, bodily comportment, dress, and skin
lesions, for example, to express humor, underlying truths and/or social critique in his
satirical works. As Peter Wagner has proposed,
...the bodies in Hogarth’s paintings and engravings constitute fascinating
sites/sights of meaning-making...Creating indeterminacy rather ittesoh f
meaning, these signs are made up of visual and verbal crossings that combine and
conflate such sign systems as natural body movements (walking, dancing,
gesturing) and artificial, theatrical, and rhetorical gestures antltss (i.e.,
theatrical poses), deaf sign language, and the representation of the passions and
physiognomy as applied in history painting and portraitlire.
For example, as Wagner has documented, Hogarth has used several kinds of facial
and other bodily markings to signify warts (traditionally associated wiithes), beauty
spots and/or symptoms of disease, particularly venereal. An example includes the

syphilitic bowed legs seen on the quack doctor in Scend/afage-A-la-Mode(figure

9).* In the aforementione@in Lane(figure 10), the urban poor are likened to the level

% bid., 16.

“0 peter Wagner, “Spotting the Symptoms: Hogarthiadi8s as Sites of Semantic Ambiguity,” in
Bernadette Fort and Angela Rosentfi&le Other Hogarth: Aesthetics of Differer(@inceton, N.J.:
Princeton University Press, 2001), 102-3.

“'bid, 108.
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of canines or other beasts. In this scene of utter barbarity induced by the liquid
intoxicant, a dog and a grubby individual of indeterminate gender gnaw the same bone
with equal voracity. Hogarth has again employed physiognomic principles in his
evocation of savagery, rendering the human consumer in this pair with heavyngcowl

features.

Artists have also been drawn to Hogarth’s narrative series becausg of the
inherent engagement with morality. As mentioned above, the American author David
Liss’s novels prominently feature Hogarth'’s printQiConspiracy of Papg2000) and
its sequelA Spectacle of Corruptiof2004), works of historical fiction set in early
eighteenth century London. Both trace the circuitous urban navigations of Jewish boxe
turned-detective Benjamin Weaver, culminating in well-researched inagaf fiction
that accurately illuminate London’s criminal underworld. These complex andnsety
engaging novels chronicle the crude, self-serving schemes of a divdregmalgicians,
dockworkers, informers, prostitutes, assassins, priests, spies and merchagtthauri

period.

In the case of Liss’A Spectacle of CorruptigiHogarth’sA Scene from the
Beggar’'s Opergfigure 11) embellishes the front cover jacket design, while the character
of Macheath from the scene adorns the jacket binder iffagegarth’s dramatic
rendering depicts a pivotal moment from John Gay'’s play, first performed in 1728 at

John Rich’s Lincoln’s Inn Fields. Gay's narrative was initially envisicaed satire on

*2The book was designed by Carole Lowenstein, wjtitket design by Beck Stvan.
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Italian opera. It became the most well-known and commercially succtesdtdical
production of the period and its narrative included a series of dubious characters se
dramatic music, an implicit linkage between those considered vulgar and thosd aiew
refined. From 1729 through 1730, Hogarth produced six painted versions of this scene
from the celebrated opefa.Here, the central, defiant figure of Macheath, restrained and
manacled, with crossed arms and impudent smirk, is positioned literally at the afest
bidding war in Newgate prison. His two “wives,” Polly Peachum and Lucy Lockit, kneel

before their respective fathers, vigorously pleading for the highwagmelease.

Additionally, in A Conspiracy of PapeHogarth’s engraving and etching of 1724
entitledThe Bad Taste of the Town (Masquerades and Opexastire on the English
preference for “foreign’ entertainmenitsfeatured in the book’s frontispiece. Liss’s
invocation of Hogarth is far more than mere marketing embellishment @ tioyels.

The American author has skillfully crafted two novels that profoundly draw freiousa
narratives set forth in Hogarth’s eighteenth century paintings and erggakiis two

books evinced many of the transformative economic changes that are refenenced i
Hogarth'’s prints: the establishment of the Bank of England in 1694, the rise of the East
India Companies in the seventeenth and eighteenth centuries, the disastrossfetfiiect

1720 South Sea Bubble (chronicled by Hogarth in his print called the South Sea Scheme),
and the ever-increasing power of French, Dutch and Jewish moneyed men, brokers and

jobbers from 1710-1721, a group that may be described as the non-landed fifealthy.

3 The paintings are held in the collections of thaeYCenter for British Art (with one version houssd
the Lewis Walpole Library in Farmingham); the Natb Gallery of Art in Washington, DC; Tate Britain;
and the Birmingham Museum and Art Gallery in Britai

* The factor that is considered “new” is the nomdled foundations of their wealth.
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Hogarth’s early career was marked by one of the most significant eventdah gcial,
political and economic history: the further establishment and formalization ofdtern

stock exchang&

Yet far beyond a mere focus on the rise of trade, what is also evident and
compelling in Liss’s novels are a set of narratives that are intritysezal thematically
Hogarthian in their ruminations on “right” and “wrong” behavior. Both Liss and
Hogarth’s tales document the general public’s ongoing fascination with—and
participation in—clandestine, below-the-board social, political, cultural, fiahacd
personal activities. These texts represent a form of primer documertdsegy‘tinsavory”
activities that unsurprisingly thrived and flourished despite an overarchiraj soci
appearanceof moral piety. Both sets of characters participated in these traasggre,
ably functioning within a period marked by varying forms of moral instruction, as
evinced by popular culture, fine art and other media: paintings, broadshegtsl sati

prints, plays, church sermons and legal directf%et Hogarth’s time, these varying

“5 The stock exchange began its history iff &&ntury France, whemurtiers de changéow viewed as
the first stockbrokers), managed the debts of aljuial groups on behalf of banks. Other precezlent
include the meetings of late thirteenth-century owdity traders in Bruges, and the work of mid?13
century Venetian bankers who began to trade inmorent securities. In the early seventeenth cgntur
the Dutch East India Company became the first compaissue stocks and bonds. And, in 1688, the
trading of stocks began on a London stock exchanga.the history of the stock exchange, see RoGald
Michie, The London Stock Exchange: A Hist@@xford, UK: Oxford University Press, 2001) and\Bark
Smith, A History of the Global Stock Exchange: From AntciRome to the Silicon VallgZhicago: The
University of Chicago Press, 2004).

“6 See Lawrence E. Kleighaftesbury and the Culture of Politeness: Moralddurse and Cultural
Politics in Early Eighteenth-Century Englai@ambridge: Cambridge University Press, 1994)ryer
Castle Masquerade and Civilization: The Carnivalesque ighteenth-Century English Culture and
Literature (Los Angeles: Stanford University Press, 1986).
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texts served to promulgate a litany of didactic ideas about how to live one’s life,

undeterred by moral turpitude.

Hogarth is also present in a reissued selection of excerptdHaons’s List of
Covent Garden Ladieshe eighteenth century best-selling guide to the names and
varying “specialties” of London’s coterie of prostitufésDuring its heyday, from
approximately 1757-179%arris’s was the quintessential accoutrement for gentlemen of
pleasuré’® Brief visual details from Hogarth’s prints, particularly those involved with
sexual intrigue, punctuate the text alongside those prosaic entries thabhexvattties”
of individuals like Ms. Sc-tt, who “is amorous to the greatest degree, and has courage
enough not to be afraid of the largest and the strongest man that ever dpem wethe

cause of love®®

The book includes a virtual catalogue of Hogarth’'s sexually-driven graphic
scenes: the adulterous Countess and her lover, the lawyer Silvertongue, frofnoplate
Marriage-A-la-Mode and a man of African descent fondling an English maid’s breast in
Noon (The Four Times of Daff)gure 12). Also included is a scene frdrhe Harlot’s
Progress(1732), in which a Jewish merchant and his mistress, the former prostitute Moll
Hackaboutboth sit while Moll's other lover flees via the aid of servants (figure 4).

These and other excerpted scenes appear throughout the book’s encyclopedic entri

“" See Hallie Rubenholdarris’ List of Covent-Garden Ladies: Sex in theyGh Georgian Britain
(Stroud, Gloucestershire, England: Tempus Publishimited, 2005).

8 bid., 13.
4% bid., 40.
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Clearly, Hogarth’s tableaux have been chosen as the most fitting summahan of t
London world frequented by these “covent-garden ladies” and their “catlsristomers,
an illicit, flourishing realm of sexual intrigue. Hogarth’s Moll Hackabout appguite
cozy alongside Miss W-I-n from Jamaica, a “wanton cyprian female” waoriot boast
a complexion delicately fair” but is pronounced “spitefully loving” and an “enchgntin

goddess of whim>

Both Hogarth’s appearancekfarris’s List and also in Liss, with narratives
punctuated by scenes from Hogarth’s work, hint at what has made the artig&t'sowor
compelling for artists from Hogarth’s own time through the present: a compendium of
clandestine activity far more richly nuanced and intriguing than those wodftisrpd
and promoted by the instruments of high art as well as popular culture. Much like the
satirical tales penned by John Dryden, Henry Fielding, Alexander Pope, Jonatfian S
Hogarth’s graphic works and other eighteenth century English written andl teisisa
Liss was entirely cognizant of preciseWat characteristic would spice up his novel, and
render, for his audience, an immensely readable tale: namely, vicainGethe
American author’s two fictional interventions emerged at the very beginning of the
twenty-first century, at a time when forensic and other police crimeadrarare in the
midst of ever-increasing popularity in both the U.S., where Liss’s novel wHsmwiand

in Britain, the setting for Liss’s narrative.

*Y RubenholdHarris’ List, p. 108-9.

> For texts that examine the cultural impact of fisie crime dramas, see Richard Spafleevision and
the Drama of Crime: Moral Tales and the Place oin@r in Public Life(London: Open University Press,
1992); Katherine Ramslan@ihe CSI EffectBerkeley: The University of Berkeley Press, 2QG8)d
Michael Allen,Reading CSI: Crime TV Under the Microscdpendon: Tauris, 2007).
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In the U.S.CSI: Crime Scene Investigatian its numerous localized civic
settings andlaw & Orderare quite popular. In Britaifire in the BloodPrime Suspect
and the Inspector Morse series have been highly-watched shows. In additiorgahistori
novels with detective-based themes by novelists Caleb Carr, Sheri HolmanraRddrs
also emerged during the 1990s, and appear to have influSpeetaclef Corruption
andA Conspiracy of PaperLiss’s texts (and their popularity) appear to draw from (and
engage with) all of these detective-driven narratives, fully expounding upon bdth wor
produced in his own time and on Hogarth'’s earlier themes of urban corruption, and

political and mercantilist intrigue.

Liss has employed the notion of Hogarth as a template for exploring the mora
dilemmas that characterized the period. That these novels, with their themes of
corruption at every layer of society, were produced in the late twentieth iy tivesanty-
first century is even more significant; they provided evidence of Hogamtlalsring
topicality and relevance, in this case for a contemporary American autrty 280
years after the artist's death. Further, Ligd®spiracy the first of the two related
novels, was published soon after the rise in negative publicity surrounding the mid-1990s
trading improprieties in the U.S. Their appearance, along with the visual works
influenced by Hogarth, reveal just how fitting Hogarth is for examining theswadre
contemporary life. Hogarth’s ghost, with paint-brush, burin and a keen sense of irony in

hand, courses through all of these contemporary works.
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Scholarly Interpretations of Hogarth’s Work Since the Eighteenth-Cetury

Just as Hogarth’s work, career and motivations may be considered ambiguous, so
have the views of Hogarth by scholars in the years after his death. Hegestk’has
been extensively interpreted by various scholars from the eighteenth danbugh the
present, and prevailing strands of critical inquiry have left their own indefiigrint on
the reception of Hogarth’s oeuvre. Much scholarship exists on Hogarth’s work]yan ea
example of which is the important work of John Ireland, whose two-volume commentary
in 1790 appeared &fogarth lllustrated®? Ireland added a third volume in 1798 that
revealed his construction of a biographical narrative drawn from his study ofthlega
archival papers. John Nichols gathered a selection of quotes that resulted in
Biographical Anecdotes of William Hogarth781). Later, in 1833, his son, J.B. Nichols,
publishedAnecdotes of William Hogarthvith the addition oéssays by Charles Lamb,
William Hazlitt and others® The fairly recent translations of the late eighteenth-century

discussions of Hogarth by German scholar George C. Lichtenberg also prodweatha w

®2 SeeJohn IrelandHogarth lllustrated. By John Ireland....Pub: Junel¥91, by J. & J. Boydell,
Cheapside, & at the Shakespeare Gallery Pall M&hn Ireland A Supplement to Hogarth lllustrated:
Compiled from his original Manuscripts, in the Pession of John Ireland. London: Published, March
1798, for the Author, No. 3, Poets’ Corner, andestfand Johrreland,Hogarth lllustrated(London:
George Routledge and Sons, 1884).

®3 3. B. Nichols’s writings on Hogarth include: J.Bichbls, ed. Anecdotes of William Hogarth, Written by
Himself: with Essays on his Life and genius, and Critidson his Works, selected from Walpole, Gilpin,
J. Ireland, Lamb, Phillips, and others. To whidle added a Catalogue of his Prints; Account ofithei
Variations, and principle Copies; Lists of Paintg)ydrawings, etc(London, J.B. Nichols and Son, 1833).
The work was reprinted by Cornmarket Press of Londdl970.
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of information about how critics outside of England viewed his worReter Wagner

has described them as “the first semiotic ekphrasis of Hogarth’s.ptints

Numerous key texts from the 1940s through the 1960s presented more critical
examinations of Hogarth and his social and cultural milieu. These texts iticud®rk
of Frederick Antal, a Marxist Hungarian scholar who produced importantdexts
Hogarth’s work®® Ronald Paulson, a highly regarded scholar on Hogarth in his own
right, has noted that “Of critical works on Hogarth, the only serious and sustainsd one
Frederick Antal’'sHogarth and His Place in European At962). Antal’'s book, despite
its rigid Marxist framework, its unrestrained adulation of Hogarth, andiédessness
with regard to fact, is a valuable critical work and a mine of insight&’B. Beckett's
Hogarth published in 1949, completed an important, first catalogue of Hogarth’s

paintings with plate2® A.P. Oppe’sThe Drawings of William Hogartbf 1948 has been

>4 George C. Lichtenberg’s commentaries, entiflée World of Hogarth: Lichtenburg’s Commentaries on
Hogarth’s Engravingswere translated from German with an Introducbgrinnes and Gustav Herdan and
published by Houghton Mifflin in 1966. See FredkrBurwick, “The Hermeneutics of Lichtenberg’'s
Interpretation of Hogarth,” ihessing YearbogK. 9 (1987), 167-91 for a discussion of Lichtenbetext,
which Burwick refers to as “the first sustaineceatpt in literature not simply to describe a picturet to
enter into it completely and recreate it in languétg8).

%5 peter Wagner, “Spotting the Symptoms: Hogarthiadi8s as Sites of Semantic Ambiguity,” in
Bernadette Fort and Angela Rosentfi&le Other Hogarth: Aesthetics of Differer(@inceton, N.J.:
Princeton University Press, 2001), 102.

°6 Antal's writings on Hogarth include a review of @peThe Drawings of William Hogarth The review
was published in thArt Bulletin 31, no. 4 (Dec. 1949): 332-334. Other texts ineltidogarth and His
Borrowings.” Art Bulletin 29 (1947): 36-48; “The Moral Purpose of Hogarthis,” Journal of the
Warburg and Courtauld Institute¥ol. 15, no. %, (1952): 169-19Fogarth and his Place in European Art
(London: Routledge and Kegan Paul), 1962.

®" Ronald Paulsortjogarth: His Life, Art and Time&/ol. 1 (New Brunswick: Rutgers University Press,
1991), xvii.

°8 Beckett's texts on Hogarth include: Hogarth (LondRoutledge and Kegan Paul), 1949; “Famous
Hogarths in America,Art in America36, no. 4 (October 1948): 159-192; “Hogarth ardanRrandt,”

30



described by Paulson &m excellent, though now outdated, catalogue of the drawings,

with plates.®®

Ronald Paulson’s groundbreaking work began in the 1950s, when he began
tracing the first writings that referenced, critiqued and/or celetttdbgarth’s work. As
Paulson documented, the first writings on Hogarth appeared before his death in 1764.
The first texts were written to be read in tandem with pirated copies of thisri
Though unauthorized, as Paulson observed, they provide a wealth of information about

how Hogarth’s contemporaries viewed the prfiits.

When Paulson began working on Hogarth in the 1950s, the artist had been largely
viewed as an English painter of modest talents and an engraver of evegdey sf
London life®? During Paulson’s early research, he found only low-quality reproductions
of engravings. After Paulson began intensive study on Hogarth, and aftengetieti
there was no catalogue of the artist’s prints, he began tokogarth’s Graphic Works

the first comprehensive examination of Hogarth’s numerous print series.

Burlington Magazin®1 (1949): 198-201; “Hogarth’s Early Paintingl1l,27-28: Hogarth v. Morris,The
Burlington Magazin®0, no. 541 (Apr., 1948): 100-101; Beckett, R‘Blogarth’s Early Painting: Il
1727-28: The Gaols Inquiry;The Burlington Magazin@0, no. 545 (August 1948): 222, 224-226.

%9 See AP. Oppé€lhe Drawings of William HogartfLondon and New York: Phaidon Press, 1948) and

Ronald Paulsortlogarth: His Life, Art and Timed/ol. 1 (New Brunswick: Rutgers University Press,
1991), 29.

0 paulson (1991), 24.

®1 As Paulson notes, the only one Hogarth may hathoened was of th&lectionprints.

%2 See Dale Keiger, “A Scholar’'s Progresighns Hopkins Magazir&2, no. 5 (November, 2000). Keiger
notes that before Paulson began his studies, “Hogad been consigned to a back shelf, as an Bnglis
portrait painter of no great significance, and agraver with a taste for the common life observedhe
streets of London.”
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When Paulson submitted the book to the University of Illinois Press, he was told
that “I can see doing this for Rembrandt or Durer, but not Hogarth...l can see no reason
for publishing it.®® Indeed, until Paulson’s scholarship, Hogarth had not been viewed as
a figure of major art historical relevance. Paulson’s early researadsgromvolved
perusal of newspapers from Hogarth’s lifetime, searching for Hogatlvertisements
for print subscriptions. His efforts eventually led to the long-overdue dating afroum
engraving$* In addition to his dating of the engravings, Paulson also discovered that
Hogarth's family resided in an area called “the Rules,” technicallygb&ileet Street
prison, after Hogarth’s father was imprisoned for his debts from a failéskeloduse
venture® For Paulson, Uglow and others, this factor may have impacted his continual

interrogation of issues of cla%.

Late twentieth-century scholarship on Hogarth has increasingly examined
individual works by Hogarth in terms of class, gender, race, sexuality and d#ted re
areas of study. David Dabydeen was the first to make a concertedeéranine
Hogarth’s representations of racial difference with the groundbreakinggaiéed c

Hogarth’s Blacks: Images of Blacks in Eighteenth-Century Englisf Aihe book

% Dale Keiger, “A Scholar’s Progressldhns Hopkins Magazir&?2, no. 5 (November, 2000).
% Ibid.
® |bid.

% See Chapter One of Jenny Uglddggarth: A Life and a WorlgLondon: Faber and Faber Limited,
1997).

%7 See David Dabydeehjogarth’s Blacks: Images of Blacks in EighteentintDey English Art
(Manchester: Manchester University Press, 1987).
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appeared to herald a relatively recent, late twentieth-century shift irassipl on

Hogarth, a heightened focus on identity politics and interdisciplinary studiesabhat w

later encapsulated by the publicatioriTbe Other Hogarth: Aesthetics of Differenne

2001, which examined a compendium of approaches to Hogarth’s work. As the book’s
editors, Bernadette Fort and Angela Rosenthal have succinctly observed, “Instead of
privileging the biographical, museographic, art-historical, sociohistpacéterary-

semiotic approache¥he Other Hogartldraws on all of these while foregrounding the
insights of cultural history and late twentieth-century theories of gemderace.” In

other words, the text drew from eighteenth, nineteenth and early twentieth century
Hogarth scholarship that largely involved biographies, general introductions and
compilations of text on distinct media such as graphic works or paintings, then combined
this body of scholarship with more recent concerns such as visual signs and theories of
narrative, race, gender and sexuality in Hogarth’s Worne example of the included
essays is Christine Kiaer’'s examination of Hogar8tielling Actresses Dressing in a

Barn. For Kiaer, this print evokes a feminist reading that had been largely unexplored in

previous scholarship on the wotk.

% Bernadette Fort and Angela Rosenthal, “The AnalgsBifference,” inThe Other Hogarth: Aesthetics
of Difference(Princeton, N.J.: Princeton University Press, 20@1)

%9 See Christina Kiaer, “Professional Femininity ingarth’sStrolling Actresses Dressing in a Barriti

Bernadette Fort and Angela Rosenthal, €dse, Other Hogarth: Aesthetics of Differer(@inceton, N.J.:
Princeton University Press, 2001).
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Uses of Hogarth in Twentieth-Century Art

Recent scholarship on Hogarth, likee Other Hogarthhas increasingly focused
on the artist’s diverse representations of eighteenth-century London, his numerous
images of servants of African descent, French dancing masters agual ¢edirati.
Likewise, many contemporary artists have re-worked Hogarth, drawindeavariety of
uses from Hogarth’s narratives that evoke numerous identity-based issunekiohg
currency. As outlined in the earlier section of this chapter, this dissemnali@sk: Why
Hogarth? How has Hogarth’s work been employed by contemporary artists amsavrite
One usage involves the aforementioned idea of Hogarth as a kind of ally in subversion.
For the English feminist author Rebecca West and the New Zealand-boicapolit
cartoonist David Low, HogarthRakeprompted, in 1934A Modern Rake’s Progress
(figure 13): a lengthy, 12-chapter narrative about an Englishman namecdeGebrg the
1930s. West and Low’s “Modern Rake” involves a young bank clerk who inherits a
fortune after an American relative is murdered by bootleggers outside of €hidath
new financial circumstances, George hires an interior decorator, buyk &ywicasso,
gambles at casinos, becomes a film producer, and then a boxing promoter. Theenarrati
updates Hogarth’'Rakein a humorous critique of capitalism, urban society life and the

excessive whims of celebrity in the early twentieth-cenfliry.

" David Low'sModernRake’s Progresdrawings were originally published Rall Mall Magazine. See
Rebecca West and David LoWwhe Modern Rake’s Progrefisondon: Hutchinson, 1934). For a
discussion of the work’s narrative themes in thetext of West's creativeeuvre see Carl Rollysorhe
Literary Legacy of Rebecca W¢kincoln, NE: iUniverse, 2007).
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Other thematic and artistic uses of Hogarth range from Hockney’'s 1961
exploration of his own coming-out process as a gay man to Himid’s view of Hogarth as
an ally in the satirical critique of authority figures, namely the congeevpblicies
wrought by Margaret Thatcher and Ronald Reagan. Paula Rego’s fenimmjaeanf
social mores in her native Portugal was also highly distinct, and diffenedidoth

Hockney and Rego’s uses of Hogarth.

In terms of scholarship on re-workings of Hogarth, texts examining dhegts
have quoted from Hogarth’s narrative series include David Kunzle's 1966 antiiche i
Journal of the Warburg and Courtauld InstitutéBlagiaries by Memory of thRake’s
Progress’ and Richard Martin’s article in the December 1987 issubrtsf Magazine,
“David Hockney and William Hogarth: The Rake Redivivus (Twice) in the Twéntie
Century.” In addition, numerous projects examining Hogarth’s works were pdsent
and/or published in 1997 in Britain and the U.S., celebrating the tercentenary of
Hogarth’s birth. Among these projects wiésgarth and His Times: Serious Comedy
(1997), a British Museum exhibition and catalogue curated by David Bindman. The
exhibition included a section which discussed Hogarth’s influence on eighteenth,
nineteenth and twentieth century artists such as George Cruikshank, Williarh Fdtve
and David Hockney. Other offerings included The Victoria and Albert Musel®9%
showHogarth After Hogarth: A Legacy of Inspirati@md The Sir John Soane’s Museum

exhibition and catalogué, Rake’s Progress: From Hogarth to Hockréy more recent

" See the following aforementioned texts that dis@rsistic appropriations of Hogarth: David Kunzle
“Plagiaries by Memory of the Rake’s Progreskiurnal of the Warburg and Courtauld Institutes 29

(1966): 311-48; Richard Martin, “David Hockney afillliam Hogarth: The Rake Redivivus (Twice) in
the Twentieth Century Arts Magazine?2, no. 4 (December 1987): 28-33; David Bindntdmgarth and
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text was Bernadette Fort’s essay on Lubaina Hinltsriage installation entitled
“Lubaina Himid’sA Fashionable MarriageA Post-Colonial Hogarthian "'Dumb Show,”
published in the previously-discussElde Other Hogarth: The Aesthetics of Difference
As mentioned before, the essays charted the ways that new scholarship on Hogarth
reflects art history’s intrinsically interdisciplinary naturettwits pronounced focus on

psychoanalysis, identity politics and other strategies for reading visuatiai’?

Yet an extensive examination of Hogarth re-workings that have emieoged
post-WW Il Britain in particular has never been undertaken. This disseltaaarin-
depth examination of how three British artists have employed Hogarth’sivesr
explore the multivalent issues surrounding identity politics and a host of other itedoret
positions. They demonstrate that the overarching idea of Hogarth as a popurestds
an artist/defender of plain-speaking, unpretentious “Englishness” (a notionlgeted
by scholarship as well as within the realm of popular culture), is the prinaaryhat

Hogarth has been employed most recently.

In an attempt to unpack Hogarth’s cultural currency, | will outline several
prominent themes found in Hogarth’s narrative series: upward mobility @l-soci
climbing efforts Marriage-A-La-Modg, the benefits of a heightened work ethic
(Industry and Idlene$sthe ill effects of prostitution and “sexual miscondygtarlot’s

ProgressandRake’s Progress}he linkage of over-consumption of foreign goods and

His Times: Serious Comedlyondon: British Museum, 19973nd Christopher Woodward and Robin
Simon, eds.A Rake's Progress: from Hogarth to Hockifegndon: Sir John Soane Museum, 1997).

2 See Bernadette Fort and Angela Rosenthal, €tle.Other Hogarth: Aesthetics of Differer{@inceton,
N.J.: Princeton University Press, 2001).
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culture with immoral behavioMarriage andRake, political corruption Electionseries
of 1754) and a critique of violent behavior and criminality in genditaFour Stages of
Cruelty). Other concerns found in Hogarth’s oeuvre include the merits of British
patriotism or nationalismMarriage-A-La-ModeandRake’s Progregsthe ravages of
alcoholism Gin Lang, gambling, and the rising numbers of illegitimate children in the
city, also linked to the rising rate of venereal disease transmission in Londgartlits
series also critiqued those religions that were considered intringncad£nglish such as

Methodism and Catholicism, and larger questions of virtue vs. pleasure-seekangheh

These transformations that occurred in Hogarth’s time anticipate tHendesd
faced by late twentieth century artists and scholars. Many of Hogiadh'atives may be
viewed as precursors to selected social and political issues of the latetiiveentury:
psychoanalytic theory, multiculturalism, gender studies, critiques of dste art
historical canon, theories of race and representation and global civilaights
independence initiatives in the U.S., France, Northern Ireland, and in variousnAfric
countries beginning in the 1960s. Correspondingly, scholars such as David Dabydee
Christine Kiaer, Sean Shesgreen and others have focused on new interpretations of
Hogarth and his work that incorporate a shifting social and cultural landscagamas
Grantham Turner has commented, “The moralistic reading of Hogarththéogeth the

associated tendency to attach unitary, determinate meanings to his iméagéstade—
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has partly given way to a greater sense of his ambiglfitifhere is, to put it quite

simply, more than one way to read a Hogarth narrative.

Hogarth’s work squarely fits into postmodernist dialogues about race, gender,
sexuality and national identity. They bring additional resonance from thgiage; it is
significant that they were produced nearly three centuries ago. Contemptsisyase
drawn to them (and Hogarth) for their relevance in art history but alsodioretiduring
presence. They bring a sense of timeliness as well as eternal aigrefiand profundity

to the contemporary works.

Issues of migration and diaspora, for example, have been critical for late
twentieth-century artists. Some have been drawn to Hogarth and his documentation of
eighteenth-century London in transformation, with references to the presesergadfts
of African descent? Paula Rego’s re-working of Hogarth engages with the concept of a
Portuguesand African diaspora in her version bfarriage, whichreferences Afro-
Portuguese descendants in Brazil, the result of unions between Portugueserhagsiness

and Brazilian women of African descent.

An additional reason for the interest in Hogarth may involve hisengagemant wit

the Western canon. Critical to postmodernism (and to twentieth-century mencer

3 Turner, James Grantham, “ A Wanton Kind of ChaBésplay as Procurement Harlot’s Progress
and its Reception,” in Bernadette Fort and Angedaddithal.The Other Hogarth: Aesthetics of Difference

(Princeton, N.J.: Princeton University Press, 2068)

" Hogarth’s work also incorporates migration frammal England, Ireland, Scotland and Wales into
London.
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general) is a critique of the Western canon. Hogarth borrowed extgrisoral Durer,
Raphael, Rembrandt, Rubens, Steen, Van Dyck and others while simultaneously
critiquing their works as “foreign.” An example includes his incorporation of
Correggio’s highly erotic paintingupiter and lo(c. 1532), depicting a nymph swooning
in the cloudlike paws of Jupiter. He placed the image on the wall in Scene Four of
Marriage-a-la Mode a pointed critique of English “art connoisseurs” and their craze for
such “non-English” works. Robin Simon has stated that “Hogarth is the fineéshB

artist to deploy a rich repertoire of visual cross-reference...althoungid itong been
customary in European art; and the ability to do so was specifically inculcated in t
training of the Academie Royale, where an artist was expected to dishiesy
compositions a learned acquaintance with previous exampldskewise, many
contemporary artists have undertaken extensive re-workings of canonicaloivarks

For example, Himid has re-worked Picasso and Tissot, Hockney has consistently
referenced Picasso in his work, and Kentridge has drawn from the work of Goya, Francis

Bacon, Max Beckmann and others.

In relation to Hogarth, twentieth century artists appear to have largelyddon
two seminal works by Hogarth more than oth&tse Rake’s ProgressndMarriage-A-
la-Mode As discussed previously, David Hocknelgake’s Progresdocumentedhe

artist’s first visit to the United States and an emergent sexual identigyarfist also

5 Simon, 3. Also, see the following texts regarding Hogarthincappropriations: Frederick Antal,
“Hogarth and His BorrowingsArt Bulletin 29 (1947): 36-48; R. B. Beckett, “Hogarth and Reamnblt,”
Burlington Magazin®1 (1949): 198-201David Alexander, Ellen D’Oench and Christopher \WWhéds.
Rembrandt in Eighteenth-Century Englaiidew Haven: Yale Center for British Art, 1983);daBernd
Krysmanski, “We See A Ghost: Hogarth's Satire ortiMeists and Connoisseurgt Bulletin 80 (June
1998): 292-310.
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completed a selection of preparatory drawings, models, video components and other
materials that document his set designs for the 1975 operatic produciibe Bake’s

Progressat the Glyndebourne Festival Opera.

OtherRakere-workings include the Nigerian-born British artist Yinka
Shonibare’s aforemention&lary of a Victorian Dandyfigure 6), a photographic series
featuring the artist as Rake and an ensemble cast of characters,ilaigdéia Rake’s
gradual decline. Although Shonibare set his scenes in the late nineteenth-century
Victorian period, the work draws from Hogarth'’s eighteenth-century talet Y
Shonibare’Rakecomplicated the narrative by depicting himself, a Nigerian man, as the
Rake figure, and also played upon the gendered complexities of the “Victorian"dand
By casting his own body as the Rake, Shonibare has, in essence, magnifiegl die rol
Hogarth's black servants, endowing them with even greater significance vahin t

central narrativé’

Chris Ofili’'s series of paintings entitlddonkey Magic, Sex, Money and Drugs
(1999) also employs the narrative of the Rake. Ofili’'s humorous s#miericles the
spiraling decline of a rhesus monkey, a simian Rake who is addicted to the baser
pleasures of modern life. Ofili is best known for his controversial, artfuslfted and

conceptually-based works that appear to have been largely drawn from a 1970s

8 A key, fairly recent text for discussion of thendg figure is Susan Fillen-Yeh, efbandies: Fashion
and Finesse in Art and Cultuf@lY: New York University Press, 2001).

" For further discussion of Shonibare’s oeuvre, setRl Kent et alYinka Shonibare, MBEMunich,
London and New York: Prestel, 2008).
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psychedelic aesthetic. He gained international attention in 1999 during the Brooklyn
Museum presentation &ensation: Young British Artists from the Saatchi Collectidn
the time, his painting of a Virgin Mary of African descent, replete with spladre
elephant dung and photos of female genitalia culled from pornographic magazines,
ignited a firestorm of controversy. Often included as a member of the YBAs(Y
British Artists), Ofili was born in Manchester, England to Nigerian paamds

completed his studies at Chelsea School of Art and the Royal Collegedf Art.

In British filmmaker Isaac Julien’¢agabondigfigure 14), a six-minute double
film/video installation, the central “vagabond” character is a Rake figwasvn from
Hogarth’s painted version dihe Rake’s Progresgart of the permanent collection at Sir
John Soane’s Museum in London. Set in the Soane Museum, the film critiques the
collecting practices of figures like Soane, the prominent English architetta(dent
collector) who specialized in Neo-Classical architecture duringateesighteenth and
early nineteenth centuries. Julien’s film also references the eigitesmiury black
presence in England, briefly focusing on the two black female servants depicte
Hogarth’sRakeandElectionseries of paintings, both part of the Soane Museum
collection. Isaac Julien is a leading international film and video artistemiosk has
often involved themes of race, gender, sexuality and masculine identity. nBBavsndon

in 1960, he studied at St. Martin’s School of Art, where he studied painting and fine art

8 See David Adjaye, Thelma Golden, Okwui EnwezogleChris Ofili (New York: Rizzoli, 2009) for
discussion of how his work has reflected Zimbabweare painting, blaxploitation films, popular
magazine clippings, Christian religious iconograpdnyd 1970s “Black Velvet paintings.” For details
the YBAs, see Capri Rosenbeiidie Meaning of Sensation: Young British Artistthien NinetiegPhD
diss., Duke University, 2008).
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film. He was also a key member of the 1980s British workshop movement, founding
Sankofa Film and Video Collective in 1984. He is perhaps best known for a film called
Looking for Langstor§1989), a lush, dreamlike rumination on Langston Hughes, the

Harlem Renaissance poet, and the role of gay culture in 1920s Harlem.

To a lesser extent, artists have also re-worked Hogdniiistry and Idleness
tale of two apprentices, Francis Goodchild and Tom Idle, with two vastly diferi
approaches to the work ethic. The renowned South African artist Williamidgatr
produced his owindustry and Idlenesfigure 15), a set of eight etchings in response to
Hogarth's earlier work. Kentidge's series compares an ever-toiling tdaorer to the
pleasure-seeking excesses of a wealthy white South African whospréxssiens lead to

his eventual declin®

Hogarth’sFour Stages of Crueltya chronicle of the misdeeds of a criminal called
Tom Nero, has also been the subject of artistic appropriation. Kentridg#aeted a
response to HogarthGruelty series calleddreams of Europe triptych from 1984-5.
Sue Coe’sThe Pit(figure 16) is another work that quotes from Hogarkosir Stages of
Cruelty. Born in England and educated at the Royal College of Art in London, Coe has
lived in the United States since 1972. Soon after her arrival, she began work as an

illustrator for the op-ed pages ©he New York TimesShe is best known for

" His award-winning films includ@he Long Road to Mazatlgfi999),Frantz Fanon: Black Skin, White
Mask(1996) androung Soul Rebe(8991). For further discussion of Julien’s woske David Frankel,
ed., The Film Art of Isaac JuliefAnnandale-on-Hudson, NY: Bard Center for CuratioBtudies, 2000).

8 Kentridge’s engagement with Hogarth’s themesssuised in Carolyn Christov-Bakargiev, &tdlilliam
Kentridge(Rivoli, Italy: Museo d’Arte Contempraneo, 2004).
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meticulously-constructed works on paper, many focused on critiques of AIDSepplici
labor and sweatshop conditions, apartheid, skinhead culture, and war. Coe is the author of
several books includingow to Commit Suicide in South AfrifE983), about the death

of Steven Biko and other student organizers in South African prisons. More recent
books, entitledead Meat(1995) andPit’s Letter(2000), reveal her extensively-
researched critique of animal treatment in industrial settings. @desseries, comprised
of thirty drawings, employ HogarthGruelty series to relate the journey of a young man,
Pat Watson, who develops a capacity for abusive behavior. Watson (named after the
scientist who discovered DNA) emerges from a troubled family life, becomes
increasingly cruel, and later becomes a scientist and vivisector, one wbiorzerf
operations on living beings. Coe’s tragic tale of Watson and his companion, a pit bull

named Pit, is executed in the artist’s straightforward, Expressionigeést

British political cartoonists Steve Bell and Martin Rowson have also re-dorke
Hogarth’s aforementione@in Lane(figure 10), part of a set that includes the companion
print calledBeer Street. Hogarth’'s two works document the relatively positive effects
of beer drinking rather than the over-consumption of gin. The urban poor are likened to
canines or other beasts@n Lane Hogarth has again employed physiognomic
principles in his evocation of savagery. The human consumer in this pair is rendered
with heavy, scowling features nearly identical to those performing a @istibact in

the aforementioneBnthusiasm Delineated

81 See Sue Co®it’s Letter(NY: Four Walls Eight Windows, 2000) and for dission of her work, see
Mary Slowik, “The Ethics of Audience Positioningtime Paintings of Leon Golub and the Prints of Sue
Coe,”Narrative 16, no. 3 (January 2008): 373-389.
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Steve Bell'sFree the Spirit, Fund the Par{§igure 17) is a response to the
disclosure that Britain’s Conservative party was partially funded by aniep that
produced alcohol. Bell's image employs a Smirnoff ad bottle and a humorous image o
an inebriated and infantilized John Major, transposed onto Hog&th’sane Bell was
born in London in 1951 and moved to North Yorkshire with his family in 1968, studying
art in Middlesborough and Leeds. He became a freelance cartoonist in 1977. Since
1981, he has drawn the “If...” strip the Guardiatf?* Rowson’sCocaine Landfigure
18) also uses the earlier work to satirically document the perils oftagdoehavior.
Rowson was born in England in 1959, and his work appears frequeithg iGuardian,
The Times, The Daily Magind other publications. He has published several books
includingThe Waste Lan{lL990) andlristram Shandyall produced in an angular style

that is reminiscent of the work of British cartoonist and illustrator RonaldeSéa

Each artist that | have discussed uses Hogarth to reveal as much alvout thei
contemporary moment as they do about Hogarth’s milieu. Due to the thematic and

symbolic complexity of Hogarth’s narratives, the works examined in this stdy

82 Bell's 1996 cartoon entitlefihe Roast Beef of Old England, After Calais Gat&Milliam Hogarthtakes
a satirical look at the furor over mad cow disedseng the mid-1990s. Steve Bell has won numerous
awards for his work, including the British Pressakds Cartoonist of the Year (2002) and the Politica
Studies Association Best Political Satire Awardd20 Bell was the subject of major retrospectiokbis
work at Sussex University (1996) and at The BarbiCantre in London (1999). For additional detaits
Steve Bell and Martin Rowson’s work in the contekgraphic satire in Britain since the eighteenth
century, see Mark BillsSThe Art of Satire: London in Caricatufeondon: Philip Wilson Publishers, 2006)
and Tim Batchelor, Cedar Lewisohn and Martin MyrdRede Brittania: British Comic ArfLondon: Tate
Publishing, 2010).

8 n 2001, he was appointed the first Cartoonistreate by London Mayor Ken Livingstone. See Martin

Rowson,The Waste Lan{l.ondon: Picador, 1999) and Martin Rowsdhg Life and Opinions of Tristram
Shandy, GentlemaiNY: The Overlook Press, 1997).
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Hockney, Himid and Rego refer to Hogarth’s time yet also involve criticaliuoiern
guestions of late twentieth-century morality, including women'’s righgscies of
enslavement, sexual orientation, and issues of excessive material consumpton. Thi
dissertation will move us closer to determining why Hogarth’s narratiniess produced
in the early to mid-eighteenth century, have nonetheless held increasiray tepamnance
within the social, cultural and political transformations that have charadeait and life

in Post-World War Il Britain.
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CHAPTER 1

Hogarth’s “Ambiguous Narrativity”: A Rake’s Progressind Marriage-A-la-Mode

Hogarth’'sA Rake’s ProgresandMarriage-A-la-Mode two narrative series
reworked by the contemporary artists discussed here, are significamiuoreer of
reasons. Firstly, they examine the ambiguities of moral behavior in geimaluding
ideas regarding work ethic and sexual behavior. Secondly, they offer evidence of key
social transformations occurring in early to mid-eighteenth-centuriakdgincluding
war between England and France, and the presence of an emergent middiedcthsg
propensity for over-consumption, luxury and exce®sher changes documented by
these narratives include the mass migration of populations from rural arbascityt
and evolving ideas about the role (and empowerment) of women. As discussed in the
previous chapteA Rake’s Progresdarriage-A-la-Modeand other “modern moral
series” reflected the influence of sixteenth and seventeenth-ceetury scenes from the

Netherlands and FranéeLike the earlier genre scenes, Hogarth’s narratives blurred the

! This particular form of materialism often involvédte desire for French and Italian goods and cailtur
imports, despite the appearance of xenophobiceteids within the nation. The following texts pide/
background on the social correlation between luang morality: David Solkin, “The Excessive Jew in
The Harlot's Progress,” in David Bindman, Fredéigee and Peter Wagner, edfogarth: Representing
Nature’s MachinegManchester and New York: Manchester UniversitysBy 2001 and Maxine Berg and
Elizabeth Egerl_uxury in the Eighteenth Centu(idampshire, UK: Palgrave McMillan, 2007).

2 For discussion of the relationship between Hogamtiork and that of the seventeenth-century engigs/i

of Abraham Bosse (1602-76), see Sarah Maza, “Mgeria the French and English Manners: Hogarth and
Abraham Bosse,” in Bernadette Fort and Angela RibséThe Other Hogarth: Aesthetics of Difference
(Princeton, N.J.: Princeton University Press, 20Q2p-211.
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perception of behavioral boundaries between various social classes, implidatirtheal

moral turmoil of their respective timés.

This chapter begins with a brief overview of the narrative themes inclodexth
series, then a formal analysisRdke’s Progresdollowed by a discussion of the genesis
of the rake in literary and other forms of representation and prominent themes found in
Hogarth's rake narrative. The next section will provide the same structuredisifiaty
Marriage-A-la-Mode The final section of this chapter is an examination of the larger
social, cultural and political implications of both series. In examiAifpke’'s Progress
andMarriage-A-la-Mode it becomes clear that each engages with similar themes of
subversion, a factor that may certainly have impacted contemporary’ aistted
selection of these particular series for their own explorations of igamtit moral

responsibility.

Both A Rake’s ProgresandMarriage-A-la-Modetake on an overarching theme:
the satirical critique of pleasure at the expense of moral responsibitier K2y themes
include the following: nationalism, as represented in Hogarth’s critique ofnijlesk

taste for the French-derived masquerade, the Italian opera and Old MaStartinental

% Nanette Salomon and other scholars have attritauetbstantial part of Hogarth’s “modern moral
subjects’ to the print culture of the Netherlands$he sixteenth and seventeenth centuries. Sockswby
Netherlandish artists like Adraan van Ostade andefxdBrouwer, encompassed what are now referred to
as ‘genre scenes’, including a large number ohketamagesltfordeeltjg and “merry company’ vignettes
(geselscha)p popular with an emergent and increasingly weattiddle class. “Merry company’ scenes
often depicted both the lower and upper classeagatyjin activities ranging from excessive drinking
card-playing, much like Hogarth’s brothel and gaimdplscenes. See the following texts for broad
overviews of sixteenth and seventeenth centuryticaporks from the Netherlands: Svetlana Alpditse
Art of Describing: Dutch Art in the 7Century(Chicago: University of Chicago Press, 1983); Ntne
SalomonWilliam Hogarth’s Industry and Idleness: A Moraldrhe and its Histor{Staten Island, NY:
College of Staten Island, 2001); and Nanette Salp®bifting Priorities: Gender and Genre in"17
Century Dutch PaintingStanford, CA: Stanford University, 2004).
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paintings. Additional themes found in both series include the emergence of an
increasingly powerful middle class, and a critique of morally-hypoatibehavior in this
group and within the larger groups that comprised polite society. The seoies als
included a critique of promiscuous sexual behavior and the desire for foreign
entertainments and luxury items. Simultaneously, they also evincedera dharitable
endeavors like hospitals and orphanages. Also present is the development of, and
representation of, London as a quintessentially modern city. Here, in Hogarth’s work,
that modernity is configured in one way by the city’s ever-evolving and diverse
populations, punctuated by new arrivals from rural areas in England, Irelandngcot

and Wales. In addition, London was the site of migration, whether by force or otherwise

by African and Asian descendants arriving from British colonial outposts.

A Rake’s Progress

A Rake’s Progressonsists of eight scenes. Hogarth began the series in 1734
with oil on canvas works, each measuring 24 2" x 29 %.". Later, in June of 1735, he
completed a series of eight etchings and engravings, each approximately 14” x 16”
These prints were completed, in part, with the assistance of French er@gesast Jean-
Baptiste Scotin (1690-after 1755)The paintings are executed in Hogarth’s signature
style, informed by the genre-focused narratives and complex compssfitme Dutch
masters coupled with the curvaceous, linear qualities of the Rococo. Hsgenttative

series, both in paint and in the print medium, revealed a much more pointed concern with

* For additional details on Hogarth’s use of Freanbravers, see Robin Simdtggarth, France and
British Art: The Rise of the Arts in ¥&entury Britain(London: Paul Holberton Publishing and Hogarth
Arts, 2007).
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articulating narrative complexity through pictorial symbolism and the broadessive

gestures of his “characters” in each scene.

Hogarth’'sRake’s Progresscompleted in the 1730s, continued the earlier success
of his first narrative serie3he Harlot's Progress While Harlot drew 1,240
subscriptions at the cost of one guinea eRetke’s Progresgvas also popular and drew
a wealth of subscriptions from “persons of fashion and ArtistEte series charts the
moral decline of a merchant’s son, Tom Rakewell, whose reckless behaviggtéatil
by a cast of foreign tastemakers, gamblers and prostitutes, is an old, pldossary the
least. The narrative examined the following themes: nationalism as defingeblsyof a
fixed British masculinity, often measured against feminized represmsrgatf French
masculinity; the performance of polite social behavior; a critique of over-cqugum

gambling and sexual liberties, and the privileging of a Protestant wodk ethi

Precedents for Hogarth'’s rake figure have been traced and well-documented in
scores of texts by Ronald Paulson, Frederick Antal, David Kunzle, Mark Haildett a
others® Scholars have related the rake to Fieldifigisn Jone$1729), The Temple Beau

(1730), John Bunyan'she Life and Death of Mr. Badm#h680), the 1717 poem called

® Bindman, David.Hogarth and His Times: Serious Comédtipndon: British Museum, 1997), 30.

® These texts include Catherine Riding, “The Haalod Rake,” in Mark Hallett and Christine Ridingsed
Hogarth (London: Tate Publishing, 2006); David Bindman &wmbtt Wilcox, ed.;Among the Whores and
Thieves’: William Hogarth and the Beggar's OpghNew Haven and Farmington, 1997); Mita Choudhury,
Interculturalism and Resistance in the London Teedt660-1800: Identity, Performance, Empire
(Lewisburg, Pa.: Bucknell University Press/Londa £ranbury, NJ: Associated University Presses,
2000); Frederic Ogee, edhe Dumb Show: Image and Society in the Works iikviHogarth (Oxford:
Voltaire Foundation, 1997); Frederick Antal, “Hotlaand His Borrowings,Art Bulletin 29 (1947), 36-48;
Bindman, David,Hogarth and His Times: Serious Cometgndon: British Museum, 1997; and Andrew
StevensHogarth and the Shows of LonddMadison, WI: Elvehjem Museum of Art, Universib§
Wisconsin-Madison, 1996).
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The Rake Reform’dnd John Vanbrugh's 1696 play entitlEae Relapse, or Virtue in
Danger’ A Rake’s Progress a key instance of Hogarth's relationship with significant
theatrical narratives in his time, also evinced by his completion of six versiéns of

Beggar's Operd

In particular, Mark Hallett has closely investigated the theme of the rake in
Hogarth’s time and many of its social and cultural implications, noting that Hgyart
rake was a composite figure of male types that represented “deviant miasttiThese
included the “cit,” defined as “the aspirant bourgeois who sought to purchase genteel
status rather than (like the rake) to exhaust it,” a figure that was becommiagsingly
present in satire, theatrical comedies and commentary by the early*d TB@scit” was
characterized by “self-delusive dreams of social status” and “slavishcppdmon with
appearance and etiquetfe."The cit was also related to the “beau” or “fop,”

“distinguished by the effeminacy of his bearing and behavior...constantly portrayed

" See Frederick Antal, “The Moral Purpose of Hogar#rt,” Journal of the Warburg and Courtauld
Institutes15 (1952), 178 and Christine Riding, “The Harlodd&ake,” in Mark Hallett and Christine
Riding, eds.Hogarth (London: Tate Publishing, 2006).

8 For a succinct text that links Hogarth’s workslimling A Rake’s Progresswith related theatrical
productions of the period, see Andrew Stevétagarth and the Shows of Lond@viadison, WI: Elvehjem
Museum of Art, University of Wisconsin-Madison, B)9 Also see Richard M. Baum, “Hogarth and
Fielding as Social Critics Art Bulletin 16 (1934): 30-4@or examinations of the often semiotic linkage
between the artistic works of Hogarth and theditgmworks of Fielding.

° Mark Hallett, “Manly Satire: William Hogarth’d Rake’s Progressin Bernadette Fort and Angela
RosenthalThe Other Hogarth: Aesthetics of Differen@inceton, N.J.: Princeton University Press, 2001
146.

1 Ibid.

" bid.
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flitting through the public spaces of the capital, flirting with and imitagjegteel

females.??

The rake has also been frequently linked to the fop figure, associated with “the
visiting Italian opera singer arwstratoFarinelli, whose appeal among elite
Englishwomen was relentlessly dramatized as a shocking symptom of tinezédian of
British culture and the perversion of normative codes of sexual attratliofftiat was
primarily at stake was an increasing national anxiety over thesegegion of British
masculinity, and Hogarth’s narratives, despite their overarching humor,eefEés
serious, symptomatic reflection of these fears. Robin Simon has argued tratstoe
Britain after the Restoration, and during most of the eighteenth century, claéfigdl
themselves by reference to those of the nearest, and most sophisticated, neighbour
France...* Both series discussed in this chapter examine themes of nationalism, made

evident by Hogarth’s critique of the prominence of non-native traditions in iithgla

The narrative of the rake also relates to Hogarth’s 1i7distry and ldleness
print series that lauds the virtuous behavior of apprentice Francis Goodchild while
critiquing the irresponsible behavior of his counterpart Tom Idle. Agakereveals a
preoccupation with the moral contrast between sloth and industriousness that was, as

Nanette Salomon has pointed out, “a development of the late sixteenth century that

12 pid.
13 bid.

4 Robin SimonHogarth, France and British Art: The Rise of thesAin 18"-century Britain(London:
Paul Holberton Publishing and Hogarth Arts, 2067),
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became “more pronounced with the growing influence of a Protestant work &thtts
period, in Hogarth's time, reflected what G. J. Barker-Benfield has refer@sia new
“culture of sensibility,” defined as the “emergence of the public male spherejizing
process between the Protestant and French Revolutions. Men turned away from the
rough behavior sanctioned by the older order, where, at one extreme, the squire, parson,
farmer or tradesman had adhered to stringent codes of honor of each rank, wiele, at t
other extreme, they beat wives, molested women in public places and engagedah gene
vandalism and debauchery. Men’s manners were reformed in the interests @rcemm
Men cultivated politeness and sensibility in refurbished taverns and reestdblished
coffee-houses, new kinds of economic centers that encouraged trade, the exchange of
information and capital® The era was marked by an increasing focus on trade and on
new ways of networking for that purpose. This new environment was centered on public
sites, and almosequireda behavioral shift towards at least a modicum of public civility,

a factor which could ease the facilitation of business transactions.

The series begins with Scene One (figure 19), entitled “The Rake Taking

Possession of his Estat€.” Tom Rakewell has returned home from the university after

15 See Nanette Salomowilliam Hogarth’s Industry and Idleness: A Moraléfhe and its HistorgStaten
Island, NY: College of Staten Island, 2001).

6 See G. J. Barker-Benfiel@ihe Culture of Sensibility: Sex and Society in Eighth C. BritainChicago:
The University of Chicago Press, 1996).

Y The narrative details fok Rake’s Progressepresent my own readings of each scene, informeghrt,
by research from the following sources: George iChtenbergThe World Of Hogarth: Lichtenberg’s
Commentaries on Hogarth’s Engravindsans. Innes and Gustav Herdan (Boston: Houghftiftin,
1966; Ronald Paulsonlogarth: High Art and Low, 1732-175@0l. 2 (New Brunswick: Rutgers
University Press, 1992); Neil McWillianijogarth (London: Studio Editions, 1993); David Bindman,
Hogarth and His Times: Serious Comdtpndon: British Museum, 1997); Angela Rosenthdhfolding
Gender: Women and the “Secret” Sign Language o$ lrahlogarth’s Work,” in Bernadette Fort and
Angela RosenthalThe Other Hogarth: Aesthetics of Differe@&inceton, N.J.: Princeton University

52



the recent death of his father, a wealthy moneylender. He is being fit@déor suit.

Signs of his father’s hoarding of money are evident in the room. For example, the
servant who tacks mourning cloth to the wall has inadvertently uncovered a hidden store
of coins that were placed there by Tom’s miserly father. The parsimoniousdrebifavi
Tom'’s father is in direct contrast to the free-spending style of Tom, whessisebffers

a sprinkling of coins to a woman called Sarah Young and her mother. Tom is offering

the coins in lieu of marriage to Young, who is a servant that he has impregnated.

In Scene Two (figure 20), Rakewell conducts an aristocratic “morning,fevee
practice that the British elite drew from French court culture thaileshteeeping an
audience with tradesmen and other visitors while the wealthy individual réacties!f
or herself for the day’s activiti¢s. Here, Tom Rakewell is surrounded by a French
dancing master, a landscape gardener, a seated pianist, a jockey ane afcotieer
pretentious representatives associated with a “man of leisure.” Hggawinted critique
of the French dancing masters and the pianist set to play an Italian ope@ias well
as the practice of the morning levee, derived from French court culture, e\necgeyts
that Hogarth’'s work documented nationalist issues of his day. Scene Four, which will be
discussed shortly, also speaks to a critique of English over-consumption, a noteso-subt

linkage between the trappings of wealth and, as a consequence, immoral behavior.

Press, 2001); Peter Wagner, “Spotting the Symptétogarthian Bodies as Sites of Semantic Ambiguity,”
in Bernadette Fort and Angela Rosenthi&le Other Hogarth: Aesthetics of Differer(@inceton, N.J.:
Princeton University Press, 2001); Catherine Rjdiithe Harlot and Rake,” in Mark Hallett and Ching
Riding, eds.Hogarth (London: Tate Publishing, 2006) .

18 A discussion of French-derived cultural practittest were popular in London will be discussed later
this chapter.
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Polite society is also revealed in the significance of bodily comportment,
exemplified by the stance of the French dancing master who is positioned atythe ve
center of the scene. In particular, as Hogarth's series revealts dbtaut class could be
indicated by subtle nuances of dress, gesture and modified behavior. On a related note,
the activities of polite society often involved connoisseurship. Gail Kallins hed tidt
“After the fashion of seventeenth-century European princes whose collectifoms aift
displayed their cultural and financial superiority, the curious of eighte emtioiy
Britain became avid collectors of everything from fine art to pebBfe®uring this
period, members of polite society collected paintings from Continental schoaisl{Fre
Dutch and Italian), objects that were likely to be culled from requisitendTours’ of
Europe. Scene Two, with its incorporation of a large number of fine Old Mastengaint
and other luxury items, references this emphasis on collecting. As will bes#idcus
further in this chapter, polite behavior revolved around an appreciation of music,

performance and fine art, genres that are all represented in this scene.

Scene Two oRake’s Progresdepicts evidence of a key source of nationalistic
tension. In the scene, Tom has inherited a fortune from his bourgeois father, and seeks to
fashion an aristocratic persona for himself in London. Here, his French danateg ma
approaches him with a miniature violin, and there are references to Famitied room,

on the score that is positioned upright on the harpsichord and in an imageadttaéo

% Gail A. Kallins, The “Curious and Polite” World of William Hogarth*The Analysis of Beauty{PhD
diss., The University of Georgia, 1998), 66.
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musician on the print that lies on the fl8rAll represent figures and objects associated
with fashionable society, conveying an overall sense of pompous frivolity, to be r@ad in
critical way, as non-masculine primping or excessive grooming. Thesritgsihad

long been associated with French and Italian culture, and were not perceivenhsis intr
to British masculinity. Hogarth’s image warns of a potential loss ofsBr{&and

ostensibly less masculine) identity with the large-scale adaption efgfor

entertainments, a current of xenophobic thought that coursed through British fine art a
popular culture throughout the eighteenth century. This warning represented an

overarching fear: the loss of a distinct, sharply defined British identity.

Scene Three (figure 21) depicts Rakewell engaged in entertainment atsthe R
Tavern, a brothel/tavern in Drury Lane. Here, Hogarth drew from bordello (or
bordeeltje$ scenes in Netherlandish prints from the seventeenth century that had long
investigated gender relations through the lens of commerce and3desidrunken Tom
is being robbed by a sly prostitute who takes his watch and hands it to another woman
who stands behind him. Also at the table are a Chinese merchant who gropes at a
prostitute, a figure who echoes the man of African descent who cradlesatggrl’'s

breast in Hogarth’s “Noon” (figure 12) from the seridseFour Times of Day These

% See Elisabetta Avanzati, “The Unpublished SenesindHandel and the CastrafLondon: Handel
House Museum, 2006) for an example of the impattatibn castrato musicians in England in Hogarth’s
time.

% These artists included Jan Sanders van Hemess&50@-c. 1566), Hendrick Pot (c. 1585-1657), Gerri
van Honthorst (1592-1656) and Dirck van Baburerl§@5-1624). See Nanette Salom8hifting
Priorities: Gender and Genre in Seventeenth Cenfurich Painting(Stanford, CA: Stanford University
Press, 2004) for details on Netherlandish precedehiso see Wheelock and Sedtte Public and Private
in Dutch Culture of the Golden AgRlewark, DE: Univ of Delaware Press, 2000) forcdission of the

work of artists such as Joachim Benckelaer andMNe&messen.
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figures may represent Hogarth’s linkage of individuals of color, whetherrdeswa
otherwise, with a generalized atmosphere of chaos and debauchery. In effecthH

may be engaging with notions of the “primitive” and the “civilized,” a commortipeac

in European painting of this periétl. The Chinese merchant and his companion are
situated in the middle of two women engaged in a spitting contest. On the wall, Hogarth
has rendered portraits of Roman emperors who gaze over a scene that represents a

mockery of civilized behavior.

A Rake’s Progressxplored themes of sexual conduct in Scene Three. Here, Tom
is shown in a brothel, an activity that Hogarth clearly positions as crititiaétake’s
precipitous decline. Most significantly, the Rose Tavern scene presectyph@aous
display of drunks, prostitutes, gamblers and thieves. Together, they signifynaateilti
chaos that is underscored by the fact that participants are seen in vatesi®tt
undress, exemplified by the woman at left whose shoulder is exposed as she takes off her
shoe next to her discarded dress. Tom Idle, whose right leg is cocked up distractedly
against the table as his female companion deftly steals his watch. The woman
simultaneously fondles him beneath his loosened, billowy white shirt. Here, the
overarching message is that unbridled sexuality is a significant facter moad to moral

ruin.

2 For a discussion of Enlightenment-era ideas réggnéce and behavior, see the following: David
DabydeenHogarth’s Blacks: Images of Blacks in EighteentmitDey English Ar(Manchester:

Manchester University Press, 1987) and David BindrAae to Apollo: Aesthetics and the Idea of Race in
the Eighteenth-Centurffthaca, NY: Cornell University Press, 2002).
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In Scene Four (figure 22), the rake has been arrested and goes to court. The scene

is merely one of numerous references to crime and punishment in Hogarth’s work,
exemplified by narratives such as those fountltia Four Stages of Cruelof 17512
While Scene Four depicts Tom being arrested, he is saved from this fate Inytisara
young woman who is pregnant with his child. Young offers the bailiff her own money

that she has worked so diligently to obtain.

Again, this entire narrative revolves around the perceived benefits of a morally
driven work ethic, a theme that continues in Scene Five (figure 23). Here, Tom has
wasted his own money and, rather than work to support himself, he marries a wealthy,
much older woman. The scene takes place in Marylebone Old Church which is, as
Christine Riding has pointed out, “renowned for clandestine weddffigdm’s
deceitful marriage to the overly-eager, one-eyed heiress is bathed asarmef hazy
light in the decaying church. Tom'’s sly expression reveals his deceptivasimes
appears to gaze, in a lascivious way, at the idealized female servant whosatinange
bride’s gown. Meanwhile, in the background, another hint of the proceeding’s moral

disarray is taking place: Sarah Young’s mother is attempting to inteheigeremony,

BHogarth’s print series details the swift declinetuf sadistic criminal Tom Nero who has murdered a
woman and gained pleasure from torturing animalshé final scene, entitléthe Reward of Crueltyhief
and murderer Tom Nero has been hung at Tyburnwgslémd is now being dissected by students from the
Royal College of Physicians who appear involved form of cannibalistic ritual. The image is a
frightening one, particularly in light of the faittat Nero appears conscious and sentient in thetrofd
unbearable torture. One physician methodicallysty his entire hand into Nero’s chest, while stilbther
pulls his intestines into a waiting bucket on tleof. Still another carves his eyes from theirkeds.

Nero’s mouth is open, his teeth are bared, angpeas to cry out in utter torment. At the timeblic
dissection of dead prisoners was officially encgechas a deterrent to prospective criminals. Hbgar
appears to suggest that the tables have now tujustdss Nero inflicted harm upon the body of bibiga
murdered woman and the tortured animals, his owpareal presence is now aggressively under attack.
Again, Hogarth's narrative highlights the negatbemsequences of immoral behavior.

24 Christine Riding, “The Harlot and the Rake,” in Malallett and Christine Riding, ed$ipgarth
(London: Tate Publishing, 2006), 91.
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accompanied by Sarah and Tom’s child. As in many of Hogarth’s works, the multi-
layered scenes provide hints of what will soon come to pass, exemplified by the notion of

neglect that is conveyed by the cobwebbed donation box in the foreground.

In Scene Six (figure 24), Tom loses his fortune again in a chaotic gaming den. At
the same time, a night-watchman indicates that the building is on fire as ambks r
through the ceiling. Tom, kneeling on floor and gazing upward, blames God for his fate.
His wig has tumbled from his head, a signifier of his present undignified state, a
predicament echoed in the last and final scene, where he again appearslpbald whi
imprisoned at Bedlam. Scene Seven (figure 25) is set in the debtor’s prisdnltedle
Fleet, where his family is also imprisoned there with fiirT.om has written a play to
attempt to raise money; here, it is a discarded, useless object on the tatdémesi
This pronounced focus on material concerns is later picked up in Hockney’'s 1960s
Rake’s Progresprints, in which the Rake has ploughed through his inheritance by

drinking heavily and engaging in other pleasure-seeking behavior.

In the eighth and final scene (figure 26), set in Bethlehem Royal Hospital

(Bedlam),Tom is seen collapsed on the floor, again bald, half-covered in a rudimentary

% Here, Hogarth references his own biographicalildetais entire family was confined there when
Hogarth was a youth as a result of his father'ssieRonald Paulson discovered this detail abaut th
family’s temporary lodgings while conducting higlgaesearch on Hogarth. For further details, Bake
Keiger, “A Scholar’'s ProgressJohns Hopkins Magazin&lovember 2000.

% Christine Riding notes that the play is rolledngxt to a rejection letter from John Rich (1692-1)76
See Christine Riding, The Harlot and Rake,” in MEiklett and Christine Riding, ed$ipgarth (London:
Tate Publishing, 2006), 92. Rich was managereaiNiaw Theatre at Lincoln’s Inn Fields, then owned a
manager at The Theatre Royal at Covent Garden iteoimception in 1732 until his death. See Clive
Chapman, “Sir, It Will Not Do!: John Rich and Covésarden’s Early Years,The Musical Times 1230.
1678 (December 1982):831-833, 835.
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robe that covers his lower body. The ever-faithful Sarah Young kneels, weepidg, besi
him. The figure of Tom has now become completely infantilized. Together, he and
Sarah construct a complgietascene that represents the culminating stage in the
reversal of Tom’s fortune and social identity. Two significant and distinct mini
narratives are taking place in the scene: Tom and Sarah (the aforemepigtasdene),
and further back, a visiting wealthy woman, accompanied by a servant andsaegequ
Orientalized fan. Again, Hogarth reiterates the disastrous consequencddesisrand

immoral behavior through narrative sequence.

Hogarth'’s investigation of the mores of polite society is evident in his depiction of
the woman with fan in the final sceneR¥dike’s ProgressAngela Rosenthal has written
of the uses of fans by upper-class women in early eighteenth century Englandthadting
“Imported from Asia and soon mass-produced as printed fans in England duringythe ea
years of the eighteenth century, the handheld folding fan became a prerequisite
accoutrement for the woman of fashion. But the fan was more than just an addition to a
woman'’s armory of fashion accessories...From the age of ten or twelve, women of
fashion would not allow themselves to be seen in company without a fan. Indeed,
women’s hands appeared to be almost physically extended by this little “modish
machine,” as it was called, which functioned as a prosthetic extension extagge
bodily movement?” Hogarth’s inclusion of the wealthy woman who visits the
“unfortunates” melds the seemingly disparate realms of “high” and “low” euitur

London. Once again, the artist reveals the constantly dissolving boundariesnbsvee

" Angela Rosenthal, “Unfolding Gender: Women and“Secret” Sign Language of Fans in Hogarth's
Work,” in Bernadette Fort and Angela Rosenth&le Other Hogarth: Aesthetics of Differen&inceton,
N.J.: Princeton University Press, 2001), 122.
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various classes extant in the city of London. Hogarth implies that themtiesse
characters (and everyday activities) were never really at oppositefehdsspectrum.
Indeed, this point is further underscored by the fact that the woman is using her fan to

slyly gaze at the nudity of the deranged, crowned man in the next room.

The visiting wealthy woman also references a recreational pastithe aealthy,
visits to prisons, hospitals and other such public spaces to gawk at the “unfortunates.’
Such “slumming tours” represented a form of entertainment. As Hogarth ssjgbgese
tours of the “less fortunate” were often more about titillation and recreai@onatout
genuine concern. For many such visitors to Bedlam and other sites like the Foundling
Hospital, this was another outcome of the increasingly wealthy urban populations in
London, the new ‘middling class’ who sought greater class status and an attempt t
differentiate themselves from the impoverished or the criminal side of LorfdorAls
Christine Riding has noted of the scene, “Like prisons and other hospitals, Bedlam was
open to paying visitors and considered one of the sights of London...Within this scene an
aristocratic lady and her maid are standing towards the left, amused gustetisby the
antics of the unfortunate people around them. The final irony is that, while Tom had set
out to mimic the aristocratic lifestyle, he finishes by being one ohter@inments?®
Hogarth’s use of irony in this way, often combined with the use of visual puns, is a

significant component of each of his narrative sefles.

28 Christine Riding, The Harlot and Rake,” in Markllg& and Christine Riding, edsdogarth (London:
Tate Publishing, 2006), 93.

2 paulson has discussed Hogarth’s use of visual ipuRenald PaulsorEmblem and Expression:
Meaning in English Art of the Eighteenth Cent(itpndon: Thames and Hudson, 1975).
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Marriage-A-la-Mode
On April 2, 1743, Hogarth announced the impending availability of a series of engravings

calledMarriage-A-la-Mode

MR. HOGARTH intends to publish by Subscription, SIX PRINTS, from Copper-
Plates, engrav’'d by the best Masters in Paris, after his own Paintings;
representing a Variety of Modern Occurrences in High-Life, and call’d

MARRIAGE A-LA-MODE?

Hogarth’sMarriage-A-la-Mode(1745) is a series of six paintings (and, later,
engravings). Hogarth began the oil on canvas works in 1743 and completed them in
1745. Each painting measures approximately 27 ¥2” x 36”. Later, he completed a series
of six etched and engraved works, each measuring approximately 15" x 18 ¥4". The
prints were completed with the assistance of the French engravers Beanamd B596-

1762), Simon-Francois Ravenet (1706-1774) and Gerard Jean-Baptiste Scotin, who had

previously assisted Hogarth with tRake’s Progresgrints.

The series chronicles the doomed arranged union of an Earl’s son and the

daughter of a wealthy merchaht.The work’s themes included nationalism, the city of

%0 London Daily Post and General Advertisépril 2, 1743.

%1 In the above announcement, Hogarth noted thaaechosen six French engravers to complete
Marriage A-la-Mode:Bernard Baron (1696-1762) and Louis Gerard Sdetjaune(b. 1698), already
working in London. After his visit to Paris, hegaged Simon-Francois Ravenet (1706 -74) and also
Ravenet's former teacher, Le Bas. The two additiengravers that he named have never been deélyitiv
identified. See Robin Simohjogarth, France and British Art: The Rise of thestin 18™-century Britain
(London: Paul Holberton Publishing and Hogarth AR307).
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London as modern subject, and critiques of luxury and sexual abandon. Hogarth’s
narrative pointedly documents social issues such as venereal diseasegdamangges
for the sake of social elevation, and the impact of the Old Masters on Britchlriag

this period.

John Dryden’s play callellarriage-A-la-Mode: A Comedynitially performed in
1672, was a key precedent fdarriage-A-la-Mode* Also important were Samuel
Richardson’s novdPamela(1740),Fielding’sThe Modern Husban(l732), (which
critiqued the upper-society practice of marriage based on social aimggariiedgenre
scenes in French graphic art, particularly the work of Abraham Bdddallett has
called Richardson’®amelaa “modern, polite model of marriage and morali}. The
novel documents a young servant who marries the wealthy head of a household, a

significant theme in British discourse at this time.

Christine Riding has also pointed out the close relationship between Hogarth’s
development oMarriage-A-la-ModeandPamela noting that Hogarth’s narrative would

have certainly been informed by Pamela, “a literary phenomenon that wasl piraise

%2 Hogarth's title forMarriage-A-la-Modewas drawn from Dryden’s play. For further detasise

Christine Riding, “Marriage A-la-Mode,” in Mark Hatt and Christine Riding, eds$logarth (London:
Tate Publishing, 2006). The 1735 edition of Drydaviarriage-A-la-Modewas illustrated bgngravings
produced by the French printmaker Hubert-Franco@a/€ot (1669-1773), who had arrived in London in
1732 and soon gained notoriety for his etchingse Bobin Simorklogarth, France and British Affor
discussion of Gravelot's impact in London duringstperiod.

33 See footnote 2 in this chapter.
% Mark Hallett,Hogarth (London: Phaidon Press, 2000), 184. A luxuryiedibf Pamelawhich included
all four issues was published in 1742, with engrgsiby Francis Hayman and Hubert-Francois Gravelot.

For discussion of the impact Bamela see Terry Castle, “P/B: Pamela as Sexual Fi¢tiStydies in
English Literature, 1500-19002, no. 3(Summer, 1982): 469-489.
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vilified, pirated and parodied from the moment it first appear2dts themes of class,
marriage and virtuous behavior were conveyed through the voice of “an educated lady
maid who resists the sexual advances of, and finally reforms and marriesstioeratic
master.®® To further point out Hogarth’s dialogue with the work, Riding also observed
that Hogarth'’s final scene fdfarriage-A-la-Modereferences an illustration f®famela

by Gravelot that depicts the heroine receiving her baby from the nuisenolsurprise

that Hogarth chose to engage with major social discourses drawn from the highly
successfuPamela His “modern moral subjects” appear to have been designed to ensure

their accessibility, currency and marketability.

Riding has also written of “the ongoing debate on marriage and sexualtb#tics
thrived from the late seventeenth centutyli her discussion of Hogarth\arriage-A-
la-Mode Riding notes that this heightened emphasis on marriage and moral conduct was
largely due to the perceived promiscuity and immorality of contemporary saciéty
manifested itself in a wide range of printed material including conduct btheks (
eighteenth-century equivalent of etiquette or self-help books), moral tegatsels and
pictorial satires. In 1727, for example, Daniel Defoe published his provocatiledy tit
Conjugal Lewdness; or Matrimonial Whoredomhile the focus was impermissible
behavior (predominately sexual) within marriage, Defoe’s treatise—iemnandth

numerous contemporary commentaries—set out arguments against various forms of

% Christine Riding, “Marriage A-la-Mode,” in Mark Hatt and Christine Riding, edsdogarth (London:
Tate Publishing, 2006), 141.

%% |bid.

%" \bid., 141.
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“unsuitable marriages, such as marrying without love or for material coatsones,
marriages between people of unequal ages or social status, or marriages$yto s
family.”*® Hogarth certainly melded all of these issues of the day into his visuaiverr
of a doomed arranged marriage. And, pictorially (adanriage-A-la-Modeés levee
scene), it has long been noted that Hogarth’s imagery related to sceneady &itists
like Jean-Francois de Troy who had “produced numerous images of courtship,

convention and luxurious extravagance within Parisian society.”

In Scene One (figure 27), a marriage contract is being signed betweenltbe Ear
Squanderfield and the alderman, a wealthy merchant who closely examinesriagen
settlement® Squandefield points to a scroll that outlines his aristocratic ancesesili
Meanwhile, the future bride and groom sit, facing away from each other, below a wal

dotted with paintings of varying scale. The scene involves an arranged méoridige

sole purpose of gaining wealth and status, certainly a critique of tlsef@cas on social

3 |bid.
39 Mark Hallett,Hogarth (London: Phaidon Press, 2000), 183.

0 Hogarth often used puns in the names of charairtdris narrative series. In addition to the ftiues
“Earl of Squanderfield,” an additional example umbés Tom Idle of théndustry and Idlenesseries.

*1 For Marriage-A-la-Mode narrative sources, in addition to my own intetgtiens, include: George C.
Lichtenberg,The World Of Hogarth: Lichtenberg’s CommentariesHogarth’s Engravingstrans. Innes
and Gustav Herdan (Boston: Houghton Mifflin, 198&nald Paulsoriogarth: High Art and Low, 1732-
1750 vol. 2 (New Brunswick: Rutgers University Pre$892); Neil McWilliam,Hogarth (London: Studio
Editions, 1993); David Bindmamogarth and His Times: Serious Comdtpndon: British Museum,
1997); Bernadette Fort, “Lubaina HimidssFashionable MarriageA Post-Colonial Hogarthian "Dumb
Show,” in Bernadette Fort and Angela Rosenthas, gche Other Hogarth: Aesthetics of Difference
(Princeton, N.J.: Princeton University Press, 208Hra Maza and Sean Shesgreen, “Marriage in the
French and English Manners: Hogarth and Abrahans®&bin Bernadette Fort and Angela Rosenthal,
eds., The Other Hogarth: Aesthetics of Differer{€inceton: Princeton University Press, 2001),i<time
Riding, “Marriage A-la-Mode,” in Mark Hallett andh@istine Riding, edsHogarth (London: Tate
Publishing, 2006), David Solkin, “The Fetish Oviee f~ireplace: Disease as genius lodviarriage-A-la-
Mode” in Bernadette Fort and Angela Rosentfide Other Hogarth: Aesthetics of Differer(@inceton,
N.J.: Princeton University Press, 2001), 176-191.
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gain. The couple’s disjointed present state is also echoed by the two chained Hdegs in t
left foreground of the scene. One dog rests his haunches and looks away, while the other

appears to slumber nearby.

Scene One exemplifies the ways that Hogarth’s narrative series wfietroh
through an inter-play of textual and pictorial language that works on varying tdve
signification. For example, with the addition of graphic marginalia such asdlibli
passages (as in thedustry and ldlenesseries), or poetic verse, Hogarth employs an
additional element of narrative symbolism. Most often, he incorporates adferies
prominently-displayed paintings on the walls in his scenes. They provide, iniall the
dramatic symbolism, yet another layer of meaning. In Scene One, a walbiatdelc
with numerous scenes of Saint Sebastian and other martyrs, signifyingrtheialastate
of the unhappy youths who have been sacrificed for social gain. Also on view is a
centrally-placed oval representation of Medusa, a quotation from Caravagedisa
painting of 15972 The visage of the Greek Gorgon, adorned with a halo of flickering
shakes, is seen screaming in agony, anticipating the ensuing tragediefl teatainly
result from this ill-fated union. Hogarth’s insertion of this figure, one that warks i
tandem with the fatal signing of the contract, is an early narrative hint of thteeal

drama to come.

In Scene Two (figure 28), also call&tle Tete-a-Tetdoth the bride and groom
have just ended their separate nocturnal intrigues. The Earl has just returnexftbome

noon, while the Countess has entertained a male guest at home. A frustrated Methodist

“2 Caravaggio produced two versionsH#ad of the Medusan 1596 and 1597.
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servant holding a stack of unpaid bills departs from the room. An upturned chair and
violin lie in the left foreground segment of the scene, an indication that the Countess’s
lover has left in a hurry, probably after being alerted of the husband’s retura by t
yawning servant in the next room. Overseeing the entire scene is a pseudo-Rdman bus
with broken nose on the fireplace mantel, accompanied by a cluttered display of luxury

items: Buddhist and Classicized figures, glass jars and wtheichke$®

Also in Scene Two, Hogarth has included a motley assortment of unpaid bills, a
violin left on the floor after the morning levee, and a cluttered assemblagant¢lpece
collectibles. In this way, Hogarth constructed a scene that equates the pgtoosuh
“luxury” items with the implied immoral behavior of the newly married couple. As
Christine Riding has proposed, “If the aristocratMarriage A-la-Modeare presented as
hopeless dissolutes, the members of the middle classes do not fair (sic) anyTihette
thrifty alderman, dazzled by rank, sells his daughter into the Squanderfield ifahie
anticipation of her becoming a countess. The daughter is initially distrauglet at
prospect of this marriage but speedily abandons herself to the “pleasurg$l kifehand
follows her husband'’s lead in squandering money and conducting extramarital”affairs

Here, again, luxury and over-consumption has been equated with moral decline.

3 David Solkin examines the symbolism of househtdths in Hogarth’$Marriage-A-la-Modein David
Solkin, “The Fetish Over the Fireplace: Diseasgexsus loci inMarriage-A-la-Modeg” in Bernadette Fort
and Angela Rosenthalhe Other Hogarth: Aesthetics of Differer(@inceton, N.J.: Princeton University
Press, 2001), 176-191. Also see Lars Theggarth's China: Hogarth's Painting and Eighteer@entury
Ceramics(London: Merrell Holberton, 1997) for a thorougtaeination of Hogarth’s use of ceramics in
his scenes, as well as the later uses of Hogarlti@mes on global ceramic production.

* Christine Riding, “Marriage A-la-Mode,” in Mark Hatt and Christine Riding, edsdogarth (London:
Tate Publishing, 2006), 141.
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Scene Three (figure 28), also callBge Inspectiondepicts Lord Squanderfield in
the surgery of a shifty doctor who prescribes useless syphilis pills for the €gaontig
mistress. The underage young woman dabs at a sore on her mouth with a cloth towel.
She is accompanied by an irate older woman who may be either the girl’s motiee
procuress. As noted earlier, both the older woman and the doctor also suffer from
syphilis, as evidenced by the markings on their faces and the advanced crippletd state

the doctor.

Scene Four (figure 30) is calléd Toiletteor The Countess’ Morning Leveand
depicts the same form of scene as in Scene TRaké’'s ProgressAs mentioned
earlier, this urban practice of hosting visitors in the bedroom or boudoir of an atistocr
figure who prepares to begin the day was a practice derived from Frenchuttuet. cin
the scene, the Countess is having her hair done, conversing with her lover, Silvertongue
the lawyer while her husband is aw8yThe musical entertainment is presented by a
famouscastratoof the day and the walls include sexualized scenes while servants
provided refreshments. The images depicted on the wall largely echo theedodicd
pretentious nature of the proceedings below. At top left, above the flautist,nd-amha
waistcoat portrait of an English magistrétetis gesture, with its implications of fine
character and breeding, is repeated in a satirical way by the “hagdstire of the

feminized French dancing master below. Below the portrait is an imageethgpi

> The countess wears a protective white mantle edt@ver her shoulders, to ensure that her clottires
not become untidy.

“8 For discussion of the frequent depiction of thedhin-waistcoat gesture in eighteenth-century Shiti

portraiture, see Arline Meyer, “Re-dressing Claaksitatuary: The Eighteenth-Century “Hand-in-
Waistcoat” Portrait,’Art Bulletin 77 no. 1 (March 1995): 45-63.
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Nicole Barbizet's engraving of Michelangeldape of Ganymede. 1533), a narrative

in which Zeus, in the form of an eagle, abducts Ganymede because of his physical
attractivenes§’ At right, above the hairdresser, is an image of Corregdigter and

lo (companion to The Rape of Ganymetfe)t depicts the princess lo being seduced by
Zeus, who is disguised as a massive, grayish cloud to avoid the notice of his wife Juno
(or Hera in Greek). At right, above the reclining Silvertongue, is an image obtiled
Genesis tale of Lot, who is being seduced by his daughters. Hogarth’s vetsaseds

on a painting that is attributed to Caravaggio and engraved by Louis du Gé®rnier.

As in Rake’s ProgressHogarth links the English craze for Old Master paintings
to a precipitous decline in English culture. The following references ar@wanivi
scenes One and Four: Caravaggkdéad of Medusal.e Sueur'sMartyrdom of St
Lawrence Domenichino’sSt AgnesTitian’s Cain Slaying Abel, David Slaying Goliath,
The Drowning of Pharoah in the Red Sai Titus and the VultureGuido Reni’'sJudith
with the Head of Holofernes ar@brreggio’siupiter and 19 for example’® Hogarth
would have been exposed to such paintings (or reproductions of them) in the collections

of Dr. Mead, who “had over one hundred and fifty paintings and a collection of prints

" Ronald Paulson identifies the three non-porti@itshe wall in the scene in Ronald Paulson, “Neght.i
on Hogarth’s Graphic WorksThe Burlington Magazine 1090. 770 (May 1967), 285. Paulson notes that
Hogarth would have been able to view the Barbieesion in London.

“8 Two of the works are also briefly noted in ChristiRiding, “Marriage-A-la-Mode,” in Mark Hallett dn
Christine Riding, edsKogarth (London: Tate Publishing, 2006). Riding alsccdisses the image both on
the screen behind Silvertongue and the image odeberative plate in the basket of auction-hougeat®
on the floor.

*9 See Ronald Paulson, “New Light on Hogarth’s Graphibrks,” The Burlington Magazine 1090. 770
(May 1967), 285.

% See Robin Simon’slogarth, France and British Art: The Rise of thestin 18"-century Britainfor a
more comprehensive discussion of these works.
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that ran into thousands, including many after Caravaggid{e was also privy to the
collection of his father-in-law, Sir James Thornhill, which included works by or
attributed to Veronese, Annibale Carracci, Durer, Guido Reni, Rubens, Poussin and
others>? He was also acquainted with the major collection of Jonathan Richardson, a
friend of Thornhill, holdings that included works by Correggio, Parmigianino, Raphael,
Poussin, Annibale Carracci, Rubens, Van Dyck, and Rembtariis references to

these works, while certainly part of a critique, also reveals his faseinaith (and
reverence for) the Continental works. As has been documented, Hogarth fashioned a

large part of his work after the style of Old Master artists like Rembrandt.

Scene Four also references Hogarth’s anti-French ideas in hisasatiric
representation of the English preference for French dancing masterantFkignch
sentiment was also mirrored in works likalais Gate(1748-9), discussed earlier in the
Introduction,March to Finchleyof 1749-50 and\n Electionof 1754, which were more
driven by the religious ideas that he soughtdoveyrather than his own personal
religious concerns. Scene Four also depicts Hogarth's critique ahliafluences in
London, particularly Italian castrati figures and their appeal to Englishem, and the
masquerade. Indeed, both Hogarth and Fielding attended masquerades. Nonetheless,

Fielding'’s first published work, a poem call€de MasqueradéL728) represents a

*1Simon, 136. Dr. Richard Mead (1673-1754) was agliEh physician specializing in contagious
diseases.

%2 Simon, 136.

%% |bid.

** See Frederick Antal, “Hogarth and His Borrowingsrt Bulletin 29 (1947): 36-48 and Bernd
Krysmanski, “We See A Ghost: Hogarth's Satire ortiMéists and Connoisseurs&rt Bulletin 80 (June
1998): 292-310.
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blatant critique of the amusements, which were also viewed as immoral “foreign
entertainments™ Just as Hogarth critiqued French culture yet also revered it, so did
Fielding critique the masquerade yet also engage in its entertainmens cfitigues

were ambiguous, to say the least. The theme of the chaotic and uncivilized eaquieal
continues in Scene Five, in which the Countess and Silvertongue’s attendance at the
masquerade is evidenced by the admission ticket on the floor. The message afygears t
that the masquerade, with its connotations of masking, represents moral deception at

every turn.

The theme that involves a critique of sexuality without boundaries is also found in
Scene Four, where the atmosphere might best be summed up by the copy of Grebillon’
Le Sophahat lies next to Silvertongue on the sdfaThe highly popular and sensual
novel, translated into English in 1742, is a narrative of a man who has been transformed
into a couch. Set in an Eastern setting, it documents a young courtier whose soul in a
former life was condemned to be incorporated into various sofas in search of trueelove;
would not be reincarnated into a human body until a couple who were truly in love had
consummated their passion on "his" stfawith its graphic descriptions of sexual

activities and its placement, in Hogarth’s work, near the turbaned youth on the fi®or, it

% For an insightful treatment of critical ideas retiag the masquerade in England, see Terry Castle,
Masquerade and Civilizatiorthe Carnivalesque in Eighteenth-Century Englisht@aland Fiction
(Stanford, CA: Stanford University Press, 1986).

%6 Crebillon or Claude Prosper Jolyot (1674-1762) afench poet and dramatist.

" See Madeleine Dobi€oreign Bodies: Gender, Language and Culture inrfete Orientalism(Palo Alto,
CA: Stanford University Press, 2001) regardingdesxtch as Le Sopha and their impact in later years.
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clearly meant to encapsulate the general atmosphere of exoticism aredl isgpiual

liberties that are present in the room.

Also in Scene Four, the ethnic and cultural diversity of London in Hogarth'’s time
is on display. Most prominently, the work references the significant preseAtecai
descendants in Hogarth'’s time. Enslaved Africans (and Asians) were bought and sold
openly in Britain, especially in ports like Bristol and Liverpool. Most of these
populations arrived in England as the property of ship captains, plantation owners and
others, while still others arrived as stowaways, escaping plantagch lit 1596, Queen
Elizabeth I issued an edict and 1601 Royal Proclamation ordering the removatahAf
descendants, noting that there were far too many present in the area.ryReteas
estimated the net overall profits to British slave merchants on 2,500,000 Africans bought
and sold between 1630 and 1807 as 12 million pounds (half of which was earned between

1750 and 1790’

Scene Five (figure 31) is also call@de Bagnid® Here, the Earl has found his

wife with her lover, Silvertongue the lawyer, who escapes from the window in a

%8 After the American War of Independence, a smathber of African descendants who had been
promised freedom if they fought for Britain camethe United States. See Sylvia Fréyater from the
Rock(Princeton, NJ: Princeton University Press, 1988}iscussion of these populations.

% peter Fryer, Stayingower: The History of Black People in Britajhondon: Pluto Press, 1984), 36.

9 Bagniois an Italian term for bath or bath-house. Priothe twentieth-century, the tefmagniowas used
to reference prisons or bath-houses in Africa,otegiparts of Asia and in Italy and Turkey. In Emgl, the
term was initially used to reference coffee-houbes offered Turkish baths and then, after 1746y th
came to signify a site for the discrete rentingazfms, largely for prostitution. A nineteenth-aamt
examination of the prostitution-based nature ohbaiuses may be found in “Massage A La ModeTlire
British Medical Journall, no. 1893 (April 10, 1897): 934. For Britishidrpretation of concepts of Near
Eastern cultural influences in Hogarth's time, A@ita Damiani,Enlightened Observers: British Travelers
to the Near East, 1715-18%Beirut: The American University, 1979).
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nightgown after fatally wounding the Earl. The Countess is seen kneeling before h

dying husband, possibly begging for forgiveness. Scattered on the floor aralsate

from the masquerade, where the Countess and Silvertongue had spent the eveming befor
retiring to hired rooms to complete the evening’s festivities. In this way, Hoigapties

that the Countess’s entire marriage was a mere masquerade, a pertonimsorts.

The sixth and final scene is entitl&@tde Lady’s Deatlfigure 32). The Countess
is seen dying at the home of her father, the alderman. Her lover Silvertondhexehas
hanged at Tyburn for the murder of the Earl. She has discovered this fact from the
broadside that has now fallen at her feet and, as a result, she has consumed a glass of
poison to end her life. Further evidence of the Countess’s social decline may be aeen
merchant pulls a ring from her finger in an attempt to recoup some portion obtise de

that the Countess owes to him.

In the scene, a servant holds her child near to kiss the dying woman. The child
already reveals signs of the venereal disease that her mother has passeder face
is dotted with syphilitic facial spots and she has strapped, crippled legs \Repeer
has examined the countless numbers of individuals in Hogarth’s work who are depicted
with facial and other bodily marks or spots, observing that there are four distinstdbrm
marks in the artist’s work. These include warts or marks left by smallpos, @pot

patches that indicate venereal disease, (artificial) beauty marksaérical references to
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Old Master paintings, an example of which is “the allusion to Christ’s wound” on the

figure of the rake in the Bedlam scétle.

Thematic Linkages betweerA Rake’s Progresand Marriage-A-la-Mode

This section, “Thematic Linkages betwekiRake’s ProgresandMarriage-A-la-
Modeg” will examine the larger social and political issues by the two seriegseTlarger
issues include nationalism, over-consumption, an evolving spectacle of modernity in
London and a struggle over the shaping of morally-righteous behavior. By examining
these themes, this section will offer further background on the unique, inherenegualiti
that may have drawn Hockney, Himid and RegBa&ke’s ProgresandMarriage-A-la-

Mode Marriage-A-la-Mode like Rake’s Progressends on a tragic note that reiterates
Hogarth’s central themes in both works, that the pursuit of pleasure and luxury at the
expense of moral responsibility has the potential for devastating and poteatallly f
consequences. Both series include overarching themes of nationalism, luxury and over
consumption and the rise of an increasingly powerful middle class. Other thelads inc
the social transformations found in urban London, and a public concern with ambiguous
notions of morality. These related themes, marked by subversion and shiftingeslentit

are found in both series and may provide an explanation of their appeal to late twentieth-

century artists.

®1 peter Wagner, “Spotting the Symptoms: Hogarthiadi@oas Sites of Semantic Ambiguity,” in
Bernadette Fort and Angela Rosentfidle Other Hogarth: Aesthetics of Differen&inceton, N.J.:
Princeton University Press, 2001), 109-110.
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A New British Nation: Nationalism in Hogarth’s Time

Both A Rake’s ProgresandMarriage-A-la-Modewere produced during a time of
nationalistic tension as Britain sought to define itself, largely in oppositioratacér
despite, and partly due to, the increasing impact of French culture in the medropolit
areas of Britain. As Linda Colley argues in her groundbreakindgtéxins the 1707
Act of Union linking England and Wales with Scotland had the effect of uniting
Protestant Britain against a Catholic “other,” casting the eighteenthrgento an era of
discord between Britain and FrarféeSeveral of Hogarth’s scenarios denote this
nationalistic tension in works likélarch to Finchleywhich focused on the Jacobite
Rebellion, and the lampooning of French dancing masteealysis of Beautyand inA
Rake’s Progres8® In Calais Gate(figure 7), Hogarth represents the French as a cadre of
shifty fishwives and underfed servants accompanied by a corrupt and gluttonimus cler
His Election Seriess filled with references to England’s long-standing conflicts with
France. InCanvassing for Voteshe patriotic celebration of British victory at Portobello
that is signified by the two drinkers is coupled with the image of a ship’s figuredead,
British lion that consumes a French fleur-de-lis that is now being used asg Hea
inn’s landlady. These details were certainly of topical interest in 175fetied that

also saw the beginning of the Seven Years’ War. In addition, as discussed earlier,

%2 See Linda ColleyBritons: Forging the Nation, 1707-183Rew Haven: Yale University Press, 1992)
and Gerald Newmarhe Rise of English Nationalism, A Cultural Histd40-183QWeidenfeld &
Nicholson, 1987), particularly chapters 4, 6 and=or discussion of Hogarth’s contemporaries who
satirized political issues during the eighteenthtagy, also see Herbert M. AthertdPylitical Prints in the
Age of Hogarth: A Study of the Ideographic Repr&st@em of Politics(Oxford: Clarendon Press, 1974).

®3 |n March to Finchley Hogarth depicts a comical group of English sakligeparing to confront the
French-supported Jacobite army that had invadethRdgn 1745.
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Hogarth’s feminized depictions of French dancing mastedsalysis of BeaufyRake’s
ProgressandMarriage-A-la-Modewere meant to run counter to the notion of “plain-

speaking,’ non-affected English masculinity.

Hogarth’s lifetime was characterized by a period in which, as Robin Simon notes,
“The very nation was in the process of identifying itself,” after thed®ason in 1660
and the Glorious Revolution of 1688 which resulted in the deposition of James II, ending
consideration of a Roman Catholic natfSnin addition, in 1707, the kingdoms of
England and Scotland merged into a single, united Parliament of “GresahBim
London. Another major transformation during this period included the 1714 passing of
the British throne from the native-born Anne, the last monarch of the House of Btuart,
her German cousin, George | of the House of Hanover. During his reign, which laste
until 1727, the powers of the monarchy became largely ceremonial and Britain began the
modern system of Cabinet government, led by a Prime Minister. Signific&etbrge |
also faced the economically-disastrous South Sea Bubble in 1720 and became heavily
involved in establishing anti-Spanish leagues such as the 1717 “Triple Allaribe”
Great Britain, France and the United Provinces or the Dutch RefuBlicSimon also
observed, “The nation had to define itself in terms of deciding what ihatas much as
by recognizing what it was; by reaction — and that included the waging efantess

constant foreign wars — as much as by conscious choice; and it had to do so in literature

¢4 Robin SimonHogarth, France and British Art: The Rise of thesAin 18"-century Britain(London:
Paul Holberton Publishing and Hogarth Arts, 2067),

% bid.
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music, theatre, painting, architecture and sculpttfredence, the struggle to sharply
define British national identity was felt as much in political rule and irfara (for

example, his against the Spanish and the French) as it was in the culturalBarena
sought to define itself against the encroachment of foreign culture ysb s@light the

sophistication that was viewed as central to Continental culture.

It was necessary for Hogarth, despite his pro-English sentiments, to function as
artist in collaboration with French artists and French culture in eathyegigth century
London. For example, he was close friends with Jean-Andre Rouquet, the Swiss-born
French Huguenot painter of enamel portrait miniatures in London. Robin Simon has
pointed out that during the early phase of Hogarth’s career, the 1720s and 1730s, England
and France were at peace, a highly uncommon situ#tidiis factor made the
environment highly amenable to artistic interaction between the two countries, and
numerous French artists began living and working in England during this period. Jean
Andre Rouquet produced a 1755 publication calezsent State of the Arts in England
that favorably discussed Hogarth’s support for the Foundling Hospital as a sedarcas
contemporary British art. In addition, French rococo style was prominemniglar
from the 1720s, and its influence is quite evident in Hogarth’s paintings. For example,
Hogarth’s incorporation of undulating lines and S-curves, as well as the rocectotas

chinoiseriesare visible in Scene Two darriage-A-la-Mode™®

% Robin SimonHogarth, France and British Art: The Rise of thesAin 18"-century Britain(London:
Paul Holberton Publishing and Hogarth Arts, 2067),

57 bid., 13.

% The Rococo style of art and architecture emergem France in the eighteenth century and was fdymal
characterized by a highly dramatic profusion ofulating lines and shell-like curves. In Englartg t
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In 1720 Hogarth joined an academy administered by the Englishman John
Vanderbank and the French artist Louis Cheron, and Hogarth traveled to Fraeele to s
engravers foMarriage-A-la-Modein 1743. Hogarth’s aims in seeking specifically
French engravers was, as the artist himself acknowledged, to be “mord, skitife
French...®® In addition, he based some of his work on those produced by the French
engraver Callot, as pointed out by AntalHogarth also modeled his Captain Coram
portrait (figure 33), with its large scale and heightened grandeer,cabttemporary

French portraiture such as that produced by Hyacinthe Rigaud (figufe 34).

Jenny Uglow has written of the complexity of Hogarth’s position after 76& 1
establishment of a new British national identity marked by “Colleeogsyoung
aristocrats flocking back from the Grand Tour brought a cosmopolitan glossist Br
life, but the Continental wars also fostered a backward-looking nationalisim, wit
powerful doses of Francophobia and anti-Catholic prejudice. Europe seemed tothreate
old British freedoms and livelihoods: ‘No French bottle-makers! No lowering gésva

to 4d a Day and Garlick! shouted the mob. Hogarth often seems on the side of these

style spread through the work of visiting Frenciists like Hubert-Francois Gravelot, and its inflae
could be evidenced in painting, book illustratiorierior design and in many forms of popular cudtuFor
broad overviews of the impact of Rococo art, seehsiél LeveyRococo to Revolution: Major Trends in
Eighteenth Century PaintinfLondon and New York: Thames and Hudson, 1988)%ara D. Coffin,
Gail S. Davidson, Ellen Lupton et aRpcoco: The Continuing Curve, 1730-2q08: Assouline, 2008).

% Frederick Antal, “Hogarth and His Borrowing&rt Bulletin 29 (1947): 42.

1pid.

" Hyacinthe Rigaud (1659-1743) was a French paift€atalan origin who was best known for his
elegant and sumptuous Baroque portraits of ariatincsitters. See the aforementioned Robin Simon,

Hogarth, France and British Art: The Rise of thesAin 18"-century Britainfor further details of Rigaud’s
impact in England.
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placard-bearing ‘patriots’. When he began his career, foreigners dominateshtion

art scene, but by the late 1740s, largely through his efforts, there wagaizabte

British school. Yet his position was complex: in Paris he could behave like a xenophobic
lager lout but in London he worked with French rococo stylesidgarth possessed a
passionate desire to celebrate native ingenuity, yet also sought ¢ ttefle

sophistication that had long been associated with Continental culture. In so doing, he
sought to both achieve commercial success and also to elevate his stdine adiat

rather than continue to be viewed as a producer of crude, satirical sceneth Hogar
appears to have been much more concerned with building his career and establishing
himself financially, than he was in promoting every aspect of Britishir@jltvhether

“high” or “low.”

Nationalism has largely been referenced in Hogarth’s narrative asrgesritique
of the English desire for international artistic forms, as highlighted in batsserhis
included a desire for paintings produced beyond British shores, a factor thasowase
of immense displeasure for Hogarth, who would actively argue for the rightgioé-
born artists throughout his life. Robin Simon has outlined one aspect of the source of
Hogarth’s concerns, “English patrons persisted in tiresome prejudices...dtiey h
habitually relied, for much of the finest decorated painting and portraiture, upanfore
artists: from Holbein in the f6century, through Van Dyck and Rubens in th&, 13

Kneller who arrived in the latter fZentury...”

2 Jenny UglowHogarth: A Life and a Worl@London: Faber and Faber Limited, 1997), xiv.
3 bid., 9.
78



Yet, Hogarth’s narrative scenes represent much more theocstioglexity than
a mere critique of “foreign” tastes. His references to the Frenchedanorning levee,
the Italian opera, servants of African descent and Dutch and Italian paintang
marked by a decidedly celebratory spirit of internationalism. These sappesred to
reflect Hogarth’s utter delight in rendering these lively, symbolieadijnplex narratives.
It is no surprise that this rich evocation of a global culture of differensedeiily picked
up by Hockney, Himid and Rego in their own Hogarth-inspired appropriations in¢he lat
twentieth century. Hogarth’s “modern moral subjects,” laden with referencesial
constructs of national identity, class, race, and distinctions betweentferedgvopular

culture, literally begs for postmodernist interrogation.

Luxury and the Rise of the Middling Ranks

In fact, the desire for Continental culture characterized a large pthe of
emergent (and increasingly powerful) middle class that had begun to flourish just as
Hogarth began his narrative series. Many of Hogarth’s scenes refereiscagnouveau
riche population, a group often described as the “middling ranks.” Both series evince one
of the most significant and transformative changes that occurred ireegrtgenth
century England. This transformation was the rise of a new class, a non-atistocr
urban elite. They sought to possess at least a modicum of the power held by the
aristocracy, or the landed gentry. This “new wealthy,” while not powenfaligh to

shift the aristocracy out of its sphere of privilege, nonetheless createsiracsshift in
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the worlds of commerce and consumption in this period, a change that affected every

stratum of early eighteenth century English sociéty.

The middling ranks were initially comprised of those linked to the world of
commerce, an emerging commercial (though largely not professionallencidss in
eighteenth-century Englarfd. Their numbers included artisans, craftsmen, tavern
keepers and other tradesmen. By the late eighteenth century, many from thisgopulat
had acquired many of the basic characteristics of polite society, paytioyiaar
attention to refined dress, bodily carriage, and polite forms of conver$atRrO.

Bucholz and Newton Key have defined this class in contrast to the tradititateacy:
“Unlike the landed aristocracy, those in the middle of the social pyramid weyetnot
conscious of themselves as a separate class, and so not unified in pursuit of common
aims. Nevertheless, it could be argued that they were responsible for the nawstcdy
changes—and tensions—in English life between the Restoration and the first guarter
the eighteenth century. They were the government officials who ran tegthaar

military and naval officers who planned and executed them; the “monied men” who
financed them; the merchants who created the wealth and trade which supported and

grew by them; and the professional men who solved the disputes which arose out of the

" Numerous texts investigate the increasingly sigaift role of consumption in Hogarth’s time, indhugl
David DabydeeniHogarth, Walpole and Commercial Britajbondon: Hansib, 1987); Paul Langfo/l,
Polite and Commercial People: England 1727-178%ford, 1989); David H. SolkirRainting for Money:
The Visual Arts and the Public Sphere in Eighte€t¢intury EnglandNew Haven and London, 1993);
Bermingham, Ann and John Brewer,eflise Consumption of Culture 1600-1800: Image, Objeext
(London: Routledge, 1995); Terry Lovell, “Subjeei?owers? Consumption, the Reading Public and
Domestic Women in Early Eighteenth Century EnglamdAnn Bermingham and John Brewer, edshe
Consumption of Culture1600-1800: Image, Objeckt {leondon and New York: Routledge, 1995), 23-41.

5 See Margaret R. Hurithe Middling Sort: Commerce, Gender and the Fainilgngland, 1680-1780
(Berkeley: University of California Press, 1996).

"® Ibid.
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resulting new wealth. All benefitted from the expansion in the English economly whic
they helped to engineer.” Bucholz and Key highlight the pronounced linkage between
all of these social worlds that worked in tandem with, and directly impacted,nfiggla

rising economic strength.

Hogarth’s narrative series, many of which reference the over-consumption of
luxury items, focused on middle-class attempts at social climbing aritigalgeriod in
English history. Indeedy Rake’s ProgresandMarriage-A-la-Modeboth illuminated
the eighteenth-century discourse that proposed increased wealth and consuielgBon y
increasingly-immoral behavior. David Solkin has written of how Hogarth’s nagrat
series critiqued “the way in which a commercial society encourage®itgers to
pursue misguided and irrational fantasies of opulence and status. In so doing the
protagonists ruin themselves, physically as well as mentally, and faire¢be case of
the Rake) abdicate the responsibilities they rightly owe to their relatiofisRitling has
also commented on Daniel Defoe’s observation that “Our Luxury...is encreasediland wi
our Luxury, our Vices, and other Extravagances, our Lasciviousness, Sensuality, and, in a
Word, our Impudence, and with all these our Distemp@r§Hese dialogues signified,
quite simply, a war against excess in all its forms. This critique @ssxwas also waged

in the realm of religious belief, as reflected in Hogarth’s critique oflpxexpressive,

""Robert Buccholz and Newton Keyarly Modern England, 1485-1714: A Narrative HistgMalden,
MA and Oxford: Blackwell Publishing, Ltd., 2004).

8 David H. Solkin,Painting for Money: The Visual Arts and the PulSlighere in Eighteenth-Century
England(New Haven and London: Yale University Press, 3998.

" Christine Riding, “Marriage A-la-Mode,” in Mark Hatt and Christine Riding, edsdogarth (London:

Tate Publishing, 2006), 141. Riding referencesiéldbefoe,Conjugal Lewdness; or, Matrimonial
Whoredonm(London, 1727), 394-5.
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Methodist worship irCredulity, Superstition and Fanaticismiscussed in the previous

chapter®®

Modernity and the City of London

Hogarth’s examination of the middling ranks relates to another social
transformation that impacted Hogarth’'s development of Bd®ake’s Progresand
Marriage-A-la-Mode the ever-increasing migration of rural folk, whether wealthy or
impoverished, to the larger cities, of which London was the most heavily populated. In
Hogarth’s lifetime, the city of London grew from 575,000 to 700,000. The existing civil
laws were ineffective in dealing with this rising urbanity, and portgiech as London,
Bristol and Liverpool became overcrowded marketplaces (and tremendous sites of
criminality). These increasingly-populated urban areas came to bedvaswgroblematic
and synonymous with poverty. Accordingly, the English “poor laws” had been

developed to regulate both working and non-working impoverished commhities.

8 As discussed in the previous chapter, works@kedulity conveyed ideas that critiqued excess (and
passionate emotion) in regards to Methodism antidliaism and, in other aspects of contemporaryitife
London during this period.

81 See Anthony Brundag@he English Poor Laws, 1700-198%ew York: Palgrave, 2002) and Lynn
Hollen Lees,The Solidarities of Strangers: The English Poor kamd the People, 1700-194Bambridge
and New York: Cambridge University Press, 1998)details on the English poor laws. Examples ohsuc
laws include, in 1601, Elizabeth I's efforts to daine the poor relief acts to create a national Raov

Act. Poor law acts, for example, stated ti&ttirdy beggars” (those who could physically periorork

but chose not to) were to be undressed from thetwai beaten until bloodied, then returned torthaiive
parish or most recent place of residence. The PaarAct of 1601 outlined national guidelines foethid

of the ill, the disabled, the elderly and for yauth parishes, a poor rate was collected, a madthiat

raised the ire of those who were thus fiscally oesjible for those arriving from other parishes.e 123
Workhouse Test Act dictated that parishes wouldagarworkhouses for those impoverished individuals
who were able to work, and by the latter part efeéighteenth century, more than 2,000 workhouses we
in existence throughout the country.
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London held quite an alluring prospect for country maidens looking for work. An
increase in the city’s wealth meant that there was a greater need/éotseo ensure the
facilitation of increasingly affluent households. And, just as the city repezbte
chance for a better life, it also held an immense potential for danger, aserdgpdein the
first scene ofA Harlot's Progresgfigure 35). Lone, uninitiated women from rural areas
were just as likely to encounter female procurers for the trade of prostitattbaya

would potential employers from wealthy households.

According to historian M. Dorothy George, the vibrant, bustling spectacle of the
city of London reflected modernity in every way. An ongoing parade of urban dsvelle
(both transient and otherwise) included the influx of various groups into the city. Irish
laborers who provided work for much less than the English, arrived in increasing
numbers, as did women from Shropshire and Wales who traversed the streets selling
produce, sometimes returning to their homes with enough funds to last through the course
of the following wintef®? In terms of social perceptions, certain groups were considered
a threat to native-born populations in varying degrees. For example, the Irish pogulati
were met with heightened hostility due to an overarching belief that they wéalgbtes
from the Englisf#® On the other hand, George notes that the general public had a
favorable impression of the Shropshire maidens, with their “gay, healthy appearah
neat clothes® English populations also seemed to have a less critical impression of the

numerous black servants residing in London, and, as George observed, “The sympathy

82 See M. Dorothy Georgépndon Life in the Eighteenth Centufyew York: Capricorn Books, 1965).
8 This was in addition to their association witatilicism.

8 M. Dorothy Georgel.ondon Life in the Eighteenth Centufyew York: Capricorn Books, 1965), 141.
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was with the Negroe$™ This may have largely ben due to the fact that they were
considered Protestant. The relatively common presence of Black servants in gséicdom
space of wealthy English households represented merely one element mgritaeki

status and visible holdings of a gentleman or a ¥4dgimilar distinctions that marked
elevated status included ownership of a pet dog or monkey, conspicuous
“connoisseurship” in regards to the acquisition of art and home furnishings, and

instruction by French dancing masters.

The Brothel and the Foundling Hospital: Ambiguous Morality in Hogarth’s

Time

Hogarth’'sRake’s ProgresandMarriage-A-la-Modeare essentially narratives
that highlight the tension between human behavior that is deemed “sinful” and the socia
standard of that which is viewed as virtuous. On the other hand, at the opposite end was
behavior that was considered coarse or common. Polite society focused on vhé&amulti
of a particular aspect of social behavior: the conversation, or a function in which groups
of refined individuals could come together and entertain themselves while digplay
their own levels of sophistication and erudition. In 1720s England, an artistic genre

emerged called the “conversation piece,” a type of group portraitusa dizegely from

8 bid., 135.

8 For further details on servants as markers ofistatee David Dabydedrpgarth’s Blacks: Images of
Blacks in Eighteenth-Century English Akanchester: Manchester University Press, 198d).@atherine
Molineux, “Hogarth’s Fashionable Slaves: Moral Ggtion in Eighteenth-Century LondonELH, Vol.
72, No. 2, Summer 2005, 495-520.
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French source¥. As mentioned in the previous chapter, Hogarth produced many of such
works before beginning his “modern moral subjects.” Conversation itself requioeda

set aside for it, with specifically designed furniture that would ease disaygaintings

and prints on the walls that were not overly distracting, usually Old Mast&s \&od/or
copies of them. And, certainly, the following activities were essential:gamnes, the
drinking of tea (which only the wealthy could afford at the time), and an adonifati

fine art, literature and private, aristocratic theatrical performatices

Frederick Antal pointed out the ideological ambiguities of the age in his
discussion of the motivatiors§ many ofartists and writers who catered to, and profited
from, the “lewd” or salacious tastes of the period, noting that their imitatchglied,

“for profit motives, a great amount of “immoral” material, far surpasdagin the
originals...® In referring to the prurient interests that often accompanied the rage for
such materials, Antal suggested that the consumers of these products couly glabticl
a primary interest in promoting virtue rather than reveal their desirkdditillating

details of vice that were commonly present in Hogarth’s narrative sedesailar,

morally-instructive works by other artists.

87 See Mark Hallett, “Pictures of Urbanity: The Corsagion Piece,” in Mark Hallett and Christine Riglin
eds.,Hogarth (London: Tate Publishing, 2006).

8 For critical details on “polite” social behavisee Peter Earl@he Making of the English Middle Class:
Business, Society and Family Life in London 1663081Berkeley and Los Angeles: Methuen and the
University of California Press, 1989); JonathanrBand Christopher Brooks ed&he Middling Sort of
People. Culture, Society and Politics in Englan®@-51800(London: Palgrave Macmillan, 1994);
Margaret R. HuntThe Middling Sort: Commerce, Gender and the Familngland 1680-1780
(Berkeley, Los Angeles and London: The Universitalifornia Press, 1996); and Marjorie Morgan,
Manners, Morals and Class in Englarid74—-1858 New York: St. Martin’s Press, 1994).

8 Frederick Antal, “Hogarth and His Borrowinggtt Bulletin 29 (1947): 178.
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Christine Riding has also expanded on the ambiguous nature of public interest in
Hogarth’s work in his time, observing that both of Hogarth’s “Progress’ssegee
successful due to “prurience and voyeurism,” and that Hogarth’s attention to detail
presented his audience with a glimpse of “the seedier side of Londoti lifethe third
scene oHarlot’s Progresqfigure 36), Riding writes that Hogarth’s image of an
attractive young prostitute “seated on her bed in a state of undress, gazamghe
viewer, was clearly calculated to titillate his male viewers, a@sih included male
figures such as “a clergyman, a rake, a middle-class parvenu, a magestgabler and
two doctors, who collectively exploit and punish her, and fail to offer her protection or a
guiding hand.™ Here, Riding suggests that Hogarth’s representation of the harlot is a
sympathetic one, and thatHarlot’'s Progresgresents a fairly equitable critique of both

male and female figures.

Riding also states that the increasing popularity of biographies of proséihdes
directories for prostitutes highlight “the schizophrenic attitude towardgifutoon and
deviancy in general in the eighteenth centdtyClearly, conflicting ideological strands
regarding morality permeated the age. In order to properly examine thpagatk ideas,
we might ask, “What defined morally-responsible behavior in Hogarth’s tirdef2al
outlined the following morally-based ideas that were prominent in the agess‘sipen

assiduous work to ensure personal success,” a “need to resist temptation and

% Christine Riding, “Marriage A-la-Mode,” in Mark Hatt and Christine Riding, edd¢4ogarth(London:
Tate Publishing, 2006), 73.

1 bid.

%2 bid.
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vice...emphasis on good moral conduct,” and an increasing focus on “feeling and
humanitarianism? All of these themes are key to HogartRake's ProgresdMarriage-
A-la-Modeand the rest of his “modern moral subjects.” In Hogarth’s work, no singular

group is demonized, and he implicates all in these challenges.

Hogarth’s work suggests the fact that his era was, like any other, fraught with
ambiguous, gender-imbalanced and often hypocritical notions of morality. Ugkw h
written of the deluded self-righteousness of the wealthy despite the higblg vesalities
of poverty and the blurred boundaries between the classes. “The Quality could tell
themselves that excessive consumption or ‘luxury’ was almost a civic duty ngringi
prosperity to all...But as they rolled round street corners...in coaches padded weth vel
and leather,” they navigated around “a relentless sea of poor, of limbless begkeis
children, shouting hucksters, resentful labourers, pickpockets and thiévesglow
also observed the deceptiveness of a polite society that masked realitiesthedacts
that “baths were taken rarely and even the best wigs heldligddgarth’s narrative
series reflect this literal blurring of the spatial boundaries betwelrand poor,
exemplified by scenes of gambling, brothel and sexual intrigues wiheraee in a

carnivalesque atmosphere of licentious behavior.

Hogarth’s narrative series, as opposed to the portraits and conversation series,

% See Frederick Antal, “The Moral Purpose of Hogar#rt,” Journal of the Warburg and Courtauld
Institutes15, no. % (1952): 170.

% Jenny UglowHogarth: A Life and a WorlgLondon: Faber and Faber Limited, 1997), 173.

% bid.
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also reveal an ongoing tension in the sexual relations between men and women in his
time, certainly due to the disparities between the way that men and womemnas s
indiscretions were perceived as well as the overarching concerns welacthsocial
betterment that subsumed relationships. TextHé&melaappeared to demonize women
who functioned outside of perceived social roles and, as Uglow has remarked, “Men's
sexual misdemeanours were peccadilloes, women’s were grave sins. No lads forba
men to consort with prostitutes, but the prostitute herself was a criminal. A double
standard prevailed, in law and in lifé*Yet, in Hogarth’s choice of subject matter in his
narrative series, he appears to be equally critical of both men and women. He began his
modern moral subjects with Harlot’'s Progressa narrative of a woman in moral

decline, then followed it with series that primarily examined the fadkwktral male

protagonists.

The ambiguous nature of the “culture of sensibility” was also extended to the
era’s focus on philanthropy. In 1752, Fielding wrote that “Charity is in factehe
characteristic of the nation at this tinté."For wealthy Londoners, charity was meant to
indicate a form of religious virtue, despite the often dubious and inherently immoral
means of obtaining such wealth, exemplified by the transatlantic stalee tCharitable
activities, specifically for the non-aristocratic urban elite, repteskan opportunity to

fraternize with the aristocracy and broaden their own social networkss Hle@a

% bid., 180.

" Henry FieldingCovent Garden Journal 752.

88



means of deflecting attention away from self-serving, mercantitist aihile

simultaneously attempting to supervise plebeian morility.

Thomas Guy, an urban merchant and alderman, gained immense wealth from
selling his numerous stock shares just before the South Sea Bubble broke. Heeéhacilita
the opening of what is now called Guy’s Hospital in 1721, a period that saw the
establishment of a number of major hospitals in Lorfdén.1740, Fielding wrote that
“Amongst other species of charity, for which this age is justly celebrated,ithene
which shines forth in a very particular manner...the founding of hospif&imtieed,
many of those with excessive wealth sought the personal benefits that stexméukf
activeappearancef philanthropy, aims that resulted in the early 1700s establishment of
several hospitals in London and the appearance of the Foundling Hospital in 1741, one of

the most prominent charitable institutions in Hogarth’s tiffe.

% Martin Postle, “The Foundling Hospital and the Biepment of the Public Exhibition,” in Rhian Harris
and Robin Simon, ed€nlightened Self-Interest: The Foundling Hospitatiadogarth(London: Thomas
Coram Foundation for Children, 1997), 22.

% See David H. Solkir‘Samaritan or Scrooge? The Contested Image of ThdBugy in Eighteenth-
Century England,Art Bulletin 78 (September 1996), 467-84. Other institutidras bpened in London
during the eighteenth century included Westminfteyal London, Middlesex and St. George’s Hospitals

1% Henry Fielding,The Champion1740.

%1 The Foundling Hospital, established by Captainiiae Coram and granted a Royal charter in 1739,
opened in 1741 at a temporary location in Hattord€m. For text on the social role of charitablévéats
and the eighteenth-century establishment of hdspgae W.E. Alderman, “Shaftesbury and the Doetrin
of Benevolence in the eighteenth Century,” Traneastof the Wisconsin Academy of Sciencéds and
Letters XXVI, 1931; W.S. Lewis and R.M. William&rivate Charity in England, 1747-175Rew

Haven, 1938); Benedict Nicholsofhe Treasures of the Foundling Hospit@ixford: Clarendon Press,
1972); Michael Cohen, “Addison, Blake, Coram arel tlondon Foundling Hospital: Rhetoric as
Philanthropy and Art,Centennial Revie\84 no. 4 (1990): 540-566 and Rhian Harris and R&bdinon,

eds. Enlightened Self-Interest: The Foundling Hospitatialogarth(London: Thomas Coram Foundation
for Children, 1997).
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Hogarth participated in the frenzied emphasis on charity in London during this
time, serving as a Governor of St. Bartholomew’s Hospital and of Bedlam. Hésoas a
founding governor of the Foundling hospital, a lifelong subscriber, and produced several
works for the organization, as well as portraits of the urban elite that were idvolires
institution’s establishmeri?? Hogarth’s charitable efforts include the mas$ilases
Brought Before Pharoah’s Daughtéigure 37). Executed for the Court Room of the

hospital, the work reiterates the theme of concern for children’s wéffare.

Other charitable works that Hogarth produced during this period were Thel Brist
Altarpiece at the Church of Saint Mary Redcliffe in Bristol and the StsBospital
murals that featurefihe Pool of BethesdandThe Good Samaritatf* Jacopo Amigoni
(c. 1685-1752), a prominent Italian decorative painter was nearly appointed to paint the
North Wing stairwell at St. Barts Hospital before Hogarth’s involvemElogarth
offered to produce a painting at no charge, part of his efforts to ensure thatrkhe w
would be undertaken by an Englishman to highlight the abilities of native artibts in t
face of increasing patronage of non-English artists in England. In addisarhdice of

history paintings was also strategic; Hogarth had long sought to estabtt a

192 For further details on the focus on charitablesavibrs, see Jacqueline Riding, “Captain Thomas
Coram: Private Virtue and Publick Spirit,” in Rhibtarris and Robin Simon, ed&nlightened Self-
Interest: The Foundling Hospital and Hogathondon: Thomas Coram Foundation for Children, 997
16.

19 1n many ways, the Foundling Hospital has beenidensd the first *gallery’ for the public exhibitiaf
work in London. See Martin Postle, “The Foundlkgspital and the Development of the Public
Exhibition,” in Rhian Harris and Robin Simon, edsnlightened Self-Interest: The Foundling Hospitatla
Hogarth (London: Thomas Coram Foundation for Children, Z)98r an examination of Hogarth's
relationship to the Foundling Hospital.

194 5ee David SolkinPainting for Money: The Visual Arts and the PulSighere in Eighteenth-Century
England(New Haven and London, 1993) for discussion of¢heharitable activities.
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reputation as a history painter of grand themes, a goal that had long eluded hinraamidst

enduring perception of him as merely a fine printmaker of satirical, vearasubjects.

Hogarth also worked to secure the involvement of several of his contemporaries,
including Francis Hayman, Joseph Highmore and James Wills to provide pafotings
the Court Room at the Foundling Hospital, largely with Biblical themes featwongen
and children. In this way, Hogarth ensured that British artists contributedato loc
charitable endeavors while also having their works seen by visitingnyeetrons who
were potential subscribers. Hogarth’'s engagement with hospitals, orphanages and
schools was admirable when viewed as part of an enlightened gesture outyyibut
his efforts were also fueled by other strategic aims. They serveddifysthle artist’s
relationship with key members of polite society, advancing his own careenaseldf

his fellow British artists.

Conclusion

Of the two seriesA Rake’s Progressas been incessantly re-worked b 20
century artists in particular. Why hasA'tHarlot’s Progresswhich was far more
successful in Hogarth’s day, been as much of a draw for twentieth-certtstg?a As
Uglow has observed;In the twentieth century, when the lure of materialism, success
and fashion are so strong, tRake’sthemes of ambition and glamour, ruin and disaster
have been constantly reworked in art, literature, music, opera and b&ll&erhaps, as

Uglow suggestsA Rake’s Progresfits more closely with 20 century concerns and

195 Jenny UglowHogarth: A Life and a WorlgLondon: Faber and Faber Limited, 1997), 258.
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social movements. By contrast, the harsh condemnation of Moll Hackabout in Harlot’s
Progress might be viewed as misogynistic or politically-incorrectpauhsympathetic

to the plight of impoverished women who arrive in the city from rural areas. dnsiea
narrative of the rake, with its image of a man weakened by sudden wealth, pojauldrity
sexual abandon, appears to have been a particularly compelling theme in trethwent
century. Certainly, its popularity makes sense in a century shaped by “nele’ sneh

as television and film and the increasing visibility and anointment of celeipi&g in

the fields of politics, business, entertainment or other areas.

This chapter attempted to examine the following questions: What contextual
details fueled the production of Hogarth’s “modern moral subjects,” particllady
Rake’s ProgresandMarriage-A-la-Modé& It is clear that Hogarth produced these works
for a variety of reasons: a desire to examine moral teachings throughcalsatedium,
the artist’s search for increasing wealth and status, the need to forrked-szauvy
linkage with the fictional and non-fictional characters of the day, asrmdrn novels,
theatrical performances and newspaper headlines. Hogarth’s work also usedrdimor a
biting wit to critique the ironic “low’ activities of the aristocracy, highling pompous
and pretentious behavior, and implicating the role played by the mid-to upper alasses

an urban environment laden with corruption at every turn.

All of these aspects of Hogarth’s work are useful to examine in assessing the
later, postmodernist re-workings by Himid, Hockney and Rego. All three aitesis

from critical components already present within Hogarth’s work: saticgalscritique,
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subversion, a reliance on literary and other cultural precedents, and the renagjritie
marketability of narratives focused on eroticism and vice. These themdsanegriven
contemporary artists’ choice Blake’s ProgresandMarriage-A-la-Modein particular.

For example, how did Thatcher’s fiscal policies relate to Hogarth'’s tingdedidnsuch
conncections influence the making Himid’s 1986 installation and the aforementioned
1986 play by Nick Dear? In particular, can the capitalist-driven Britaineo1 980s be
linked to the stock-driven frenzy of Hogarth'’s time, a period that saw the intgyeasi
significance of the stock exchange, exemplified by the turbulent chaos winutite

South Sea Bubble? Might we somehow draw comparisons between both periods in
British history, emphasizing a shared emphasis on an economy in transition, with
undercurrents of intense moral questioning? In the same vein, we might also ask: Wer
there connections between late 1950s Pop Art in Britain and graphic satire in Hogarth’s

time that directly impacted the development of Hockn&gke’s Progress

The following chapters will examine the questions above as well as theifatow
Do later artists’ appropriation of Hogarth’s work denote our own romanticizezhsisif
England, fashioned by both eighteenth and nineteenth-century period films thaidexpose
the moral ruptures and fallacies of pre-twentieth century social lifeitaiBwhile yet
retaining the pageantry and grandeur that have long drawn audiences to these periods
time and again? Such films, with their imaginary as well as revelatews\vof England,
includeThe Madness of King Georgeense and Sensibiliffom JonesMaurice,

ElizabethandOrlando!®® Hogarth’s narrative series, like many of these films, have

1% The Madness of King Georggirected by Nicholas Hytner, Samuel Goldwyn Conyp@005;Sense
and Sensibilitydirected by Ang Lee, Columbia Pictures, 1986m Jonesdirected by Tony Richardson,
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attracted audiences in part because of their reliance on pageantry, dnaimgtie, and
revelatory insights on social impropriety, heightened by larger moral questitighof
and ‘wrong’ behavior. Also, both Hogarth’s works and the literary works that infldenc

them had everything to do with a lengthy and illustrious history of Britistesati

As will be explored in the following chapters, Hockney, Himid and Rego were
drawn to the eighteenth-century artist and the dramatic tenor of his work$y ugeo
the broad range of narrative possibilities that were already intrmslogarth’s work.
As will be shown, the connection with drama and theatricality is a significanttingd
began her artistic career as a student in set design, while Hockney hasnediat
lifelong interest in investigating the boundless possibilities for represespiace, a
practice most evident in his stage designs and in his 1960s-era graphic wohles¢hat
employed framing devices in scenes reminiscent of theatrical saita Rego has also
engaged with the idea of her painted scenes as a form of theatrical sebnt¢égns with
the everyday realities of women who struggle through patriarchal envirosimeare
been most often executed in grand, massive scale, highlighting the senighteinieel

drama found in every phase of Hogartbésivre

United Artists, 1963Maurice, directed by James Ivory, Cinecom Pictures, 188Zabeth directed by
Shekhar Kapur, Polygram Filmed Entertainment, 19@8Orlando, directed by Sally Potter, Sony
Pictures Classics, 1993.

197 see Mark BillsThe Art of Satire: London in Caricatuteondon: Philip Wilson Publishers, 2006) and
Neil McWilliam, Lines of Attack: Conflicts in Caricatui@®urham, NC: Duke University Press, 2010) in
regards to British satirical tradions.
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CHAPTER 2
“Myself and My Heroes”: Art and ldentity Construction in David Hockney’s Rake’s

Progress

“| think that all artists are autobiographical and can’t be anything &lse.”
--David Hockney in conversation with Peter Webb

Appropriation has long been a critical component of David Hockney's work.
Throughout his career, Hockney has drawn stylistic and thematic elementfisis
such as Dubuffet and Matisse, as well as ancient Egyptian art, comic strips,
advertisements and other imagery culled from magazines and from the aitdlistor
archive. Yet, one of his most significant dialogues has been with William Hogart
interaction that culminated in the development of numerous prints including an important
narrative print series and a well-known set design. In 1961, Hockney Adgake’s
Progress a series of sixteen etchings and aquatints based on Hogarth’s tale of Tom
Rakewell. As discussed in the previous chapter, Hogarth's tale centers orhamtie
son whose excessive spending and moral decline, precipitated by an entourage of
“foreign” tastemakers, prostitutes and criminals, leads to a sobering terthee

madhouse called Bedlam.

Along with its parallels to Hogarth’'s themes, Hockney’'Rake’s Progreswas
also autobiographic and loosely based on the artist’s first visit to the Unites. State
Completed in 1963, Hockney’s narrative chronicles numerous personal milestones - the
awarding of an inheritance, a spending spree, a sightseeing tour to W@shing ., a

visit to a gospel concert, a bout with alcoholism, a loveless marriage to anralder a

! Peter WebbPortrait of David HockneyNew York: E.P. Dutton, 1988), 23.
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wealthier woman, the awakening of the rake’s identity as a gay man,rsfotraation

into a blonde as an attempt to heighten his attractiveness, and his gradual emadional a
spiritual disintegration. An examination of HocknexX®ake’s Progreskighlights the
artist’s early construction of his own identity, both as an artist and asraayg through

a series of highly empathetic identifications with canonical artists and @ib@inent

cultural and historic figures.

Hockney'sA Rake’s Progresstylistically linked to Pop Art, resulted in early
notoriety for the artist, who had begun the work soon after his 1961 graduation from the
Royal College of Art (RCAY. Its popularity led to a 1974 invitation for Hockney to
design the sets at Glyndebourne for Stravinsky’s oféra Rake’s Progresbased
loosely on Hogarth’s engravings, with libretto by W.H. Auden and Chester Kaflman.
Hockney's designs for the theatrical production, although not incorporating thizete
century artist into the rake narrative as the prints did, may also be considexaanghee

of the artist’s explorations of his own identity. His work on the production evolved from

2 Lawrence Alloway used the term ‘Pop Art’ during th@50s to describe works that referenced popular
culture, particularly works that he had seen omnag the Institute of Contemporary Arts (ICA) inrgbon.
While he did not use the phrase in his catalogsayefor the ‘Young Contemporaries’ exhibition o619
‘Pop Art’ became the term that critics used to dbscthe work of students from the Royal Collegeiry
this period. In 1957, Richard Hamilton defined @opas “popular (designed for mass audiencesy, sex
gimmicky, glamorous and big business, colourfugrgetic, looking to America rather than to England.
See Richard HamiltorGollected Words, 1953-19§Pondon: Thames and Hudson, 1982), 28.

® The Glyndebourne Festival Opera production of 1f@&5ured sets and costumes that were designed by
Hockney. The Rake's Progress an opera in three acts, with an epilogue by &oavinsky, who had
encountered HogarthRake's Progressngravings at the Art Institute of Chicago in 194rhe libretto,
written by W. H. Auden and Chester Kallman, is &dygoased on Hogarth’s series. The opera wasligitia
performed in Venice on September 11, 1951. It eden the United States in 1953 at the Metropolitan
Opera in New York, and was produced by Georgerighime. See Paul Griffiths, Igor Stravinsky, Robert
Craft, and Gabriel Josipovidgor Stravinsky: The Rake's Progrg€ambridge: Cambridge University
Press: Cambridge Opera Handbooks, 1982) and St¥¥eésh,Stravinsky: The Second Exile, France and
America, 1934-1971Berkeley: University of California Press, 2008) fliscussion of the opera’s
development and performance history.
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the success of his print series, and both artworks evinced a personal fascination with
Hogarth and his work. Hockney’s vibrant set designs, drawn from extensive studies of
Hogarth’s entire oeuvre, revealed Hockney’s tendency for meticulous aridabt

research and appropriation, an intrinsic component of his artistic pfocess.

Hockney'sA Rake’s Progresstilized the eighteenth-century artist's work as a
framework for exploring his own identity as a gay Englishman, set to &nha
complex personal transformation. The series included themes that crkcpssige
spending (or luxury) and related vanity-driven excesses, and other critiguesrizge
for social gain and lustful behavior. Also included are references to the ovemdnelm
significance of politics, the fashioning of a personal identity, and praiselfealthy
work ethic. In Hogarth’s earlier series, the rake narrative isigugipf pleasure at the
expense of moral responsibility. We will certainly have to ask the followm#960s
London, was the coming-out process considered morally irresponsible? Or, rather, was
Hockney subverting Hogarth? Hockney had quite distinct motives for producing his
series. This chapter will examine these motives and attempt to ansviataweng
guestions: Why did Hockney choose Hogari#w’Rake’s Progressarrative as a
framework for documenting his bourgeoning identity as a gay man? asfbetts of
Hogarth’s earlier series attracted Hockney and later appeared in his oviivaarfréhe
rake? This chapter will reveal how Hogarth served as a “subversivdallfockney, a
partnership that was part of a broad constellation of self-fashioningsaffadertaken by

Hockney as he sifted through and drew from a wealth of “hero-figures” antbra¢hat

* Hockney’sCelia, Grimms Fairy TalemndCavafyseries, to be discussed later in this chaptes, attest
to this penchant for meticulous exploration of tiimsubjects, often employing narratives based on
literary and pictorial texts from other artists amdters.
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included artists, writers, politicians and other figures. Hockn&yRake’s Progreswas

also a self-serving vehicle linking the young, fledgling artist to the ¢ealdirgure of

Hogarth. | propose that Hockney made a conscious decision to employ the subject matte
of the rake in the construction of his own identity as an artist of versaasitst gay man,

and as an Englishman set to become an expatriate.

Hockney’s Progress: Artistic Development

David Hockney was born in 1937 in Bradford, England. Hockney decided to
become an artist by the age of eleven, and was encouraged by his fathesateur a
painter> After completing his education at Bradford Grammar School, he studied at the
Bradford College of Art from 1953 through 1957. He found his time at Bradford College
to be highly restrictive; students were encouraged to emulate the workgax &ed the

English Impressionist Walter Sicke't.

Indeed, Hockney’'s 1950s street scenes and portraits, stdnteat of My
Father (figure 38), reflected the painterly, brooding quality of Sickert’s techniques, Y
by Hockney's last year at Bradford College, he had written “a sclaparpon the early

twentieth-century expressionist painters Kokoschka and Soutine; looked at the works of

® See pages 12-13 of Peter Addbayid Hockney and His Friend8ath, England: Absolute Press, 1997)
for discussion of Hockney’s early childhood and @syre to the arts. In the book, Hockney recaled t

“We used to go hear the Halle and the Yorkshire @yony Orchestra, and whenever my dad took us, | sat
in the hall, totally carried away by the waves eattiful sound. This feeling of being lost in nwisi still

with me, it is sort of central to my life (13).” cBording to Hockney, his father also regularly tdlo&m to

see films “in the suburbs of Bradford (13).”

® David Hockney Travels with Pen, Pencil and Intatroduction by Edmund Pillsbury (London: Petensp
Press, 1978), unpaginated.
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the British realist painter Stanley Spencer...and became aware of moderndstin
contemporary English art, in particular the works of the abstractionist Adaie D’

Hockney applied to and was accepted at both the RCA and the Slade School of Art, but
chose the former institution because of its reputation for a more cutting-edge obur
instruction. In general, the RCA had a reputation for being more progressive anthmode
than the conservative Slade School of Art. The Slade’s students were ofted agewe
“more orthodox and serious artists with a sense of tradition, compared with those at t
Royal College who were thought of as brash, adventurous and determined to make a

splash in the art worldf”

At the Royal College of Art, where he studied from 1959-62, Hockney became
friends with a new group of artists, many of whom would later gain notoriety arthe
world, including Adrian Berg, Derek Boshier, Patrick Caulfield, Allen Jones, R&)(R
Kitaj, and Peter Phillip8. He also befriended students at the Slade School of Art,
including Patrick Procktor and Colin S&ff.In 1961, Procktor was also a member of the

executive committee for the seminaung Contemporariesxhibition of 1961 that

" Ibid.
8 peter WebbPortrait of David HockneyNew York: E.P. Dutton, 1988), 19.

° At the time, RCA tutors included Sandra Blow, Rode Grey, Ceri Richards, Ruskin Spear and Carel
Weight, while visiting lecturers included Franciad®n, Peter Blake, Richard Hamilton, Richard Sraitd
Joe Tilson.

1% painter, printmaker and stage designer PatricktBrg1936-2003) attended the Slade School of Rime
from 1958 through 1962. He befriended Hockney wiheth were students and became one of Hockney’s
frequent traveling companions. English artist @&elf (b. 1941) studied at the Slade from 196aubh
1963. Largely viewed as a Pop artist, his workrasised themes involving the Cold War. For a
comprehensive social history of Procktor and Hoglseircle of friends and colleagues, see lan Masse
Patrick Procktor: Art and Lif§London: Unicorn Press, 2010).
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presented works that would come to be known as Pop Arhe exhibition was held at

the RBA (Royal Society of British Arts) Galleries in February of gre@ar’? The works
blurred the boundaries between abstract and representational painting and focused on
objects of everyday life: advertisements, mass-produced objects, photografitis, g

popular culture in generai.

Hockney’s contributions wer@oll Boy, The Third Love Paintingand his first
two “Tea Paintings” (figure 39) that featured a packageyphoq a popular British
brand of tea. His works were accompanied by Derek Boshier’s tubes of toathpaste
Phillips’ pinball machines, Jones’s pin-ups, and Kitaj's enigmatic work. Iexh#ition
catalogue, critic Lawrence Alloway, a member of the selection ctieenobserved the
artists’ preoccupation with the city of London in their work, “not by painting factory
chimneys or queues, but by using typical products and objects, including the techniques
of graffiti and the imagery of mass communications. For these artistggetitese act is
nourished on the urban environment they have always lived &lbway’s description
aptly defines Hockney’s work during this period, with its emphasis on billboard

advertisements, graffiti and enigmatic signs and symbols drawn fromidhe ur

1 Other exhibiting artists in the 1961 exhibitioens Barrie Bates (later Billy Apple), Derek Boshier
Peter Caulfield, Allen Jones, R.B. Kitaj, Peterllgid and Norman Toynton. Hockney was also in the
1960 and 196X oung Contemporariesxhibitions. See Peter Cresswétlung Contemporaries 1960
(London: R.B.A. Galleries, 1960) and Andrew Forgeung Contemporaries 19¢Rondon: R.B.A.
Galleries, 1962).

12 The R.B.A. Galleries were a part of The RoyaliStycof British Artists (RBA), established in 1823
the Society of British Artists, initially as an albative to the Royal Academy.

13 For further discussion of Pop Art, see Kristin#eSt “Material Culture and Everyday Life,” in Ktige
Stiles and Peter Selz, edBheories and Documents of Contemporary(Berkeley and Los Angeles: The
University of California Press, 1996) and Marcoihgystone Pop Art: A Continuing Historyl ondon:
Thames and Hudson, 2000).

14 See Lawrence Alloway{oung Contemporaries961(London: R.B.A. Galleries, 1961).
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environment.

In 1960, Hockney produced works suchzsng to be a Queen for Tonight
(figure 40) which reference homosexuality through graffiti-type ipsiomns that are
reminescent of the work of the French painter and scultpr Jean DuBuHeckney's
early explorations of sexual identity, with their increasing sense of urgeecy
produced in an environment that was oppressive in terms of gender roles and sexual
expression. British sentiment regarding homosexuality ranged from actige pol
enforcement of legislation that prohibited homosexual relations in the early 1950s
through the controversial Wolfenden Report of 1957 that decriminalized
homosexuality’® Yet, Hockney felt comfortable enough to incorporate bold statements
of homosexual desire and identity into his work, eight years before Stonewall in 1969 and
the resultant emergence of Gay Pride maréhdsockney’s relatively bold interventions

may have reflected a shifting public sentiment, or a progressivenesgathatso in play

5 A number of texts link Hockney to Dubuffet. InBé Hockney,Travels with Pen, Pencil and Irfgee
note 7), in an introduction by Edmund Pillsbury]dBiury writes that “At the same time, the artidbpted
a drawing style based on the primitive treatmerfigufres in the work of Dubuffet and in children’s
drawings, by which he was able to overcome theeamwéadkind of draftsmanship he had learned in school
and yet remain faithful to the modernist principfdlatness and crude primitivism which he had addg
In Martin Harrison,Transition: The London Art Scene in the Fiftieendon: Merrell Publishers in
association with Barbican Art Galleries, 2002), 188 Going to be a Queen for Tonig{#t960) Hockney
boldly employs childlike graffiti that has beenatdd to Dubuffet and to the scrawlings in men’starvies;
it may also indicate familiarity with Robyn Dennytscorporation of graffiti-like marks in his paintis. In
a September 1962 newspaper article entitled “Cla¥ith Vision” by Emma Yorke infown Yorke writes,
“His hair is an improbable buttercup yellow and hésvy spectacles give an air of ridiculous seriess
to his face — he looks in fact distinctly like ttlearacters in his paintings, which have a quaéityiniscent
of Dubuffet.”

'8 This complex environment is discussed in Patriiggihs, Heterosexual Dictatorship: Male
Homosexuality in Postwar Britaiftondon: Fourth Estate, 1996).

" See Martin Dubermaigtonewal(New York: Penguin Books, 1993) and Walter Willgand Yvonne
Retter, eds.GGay and Lesbian Rights in the United States: A Dwentary History(Greenwood Press,
2003) for discussion of Stonewall, a series of destrations in Greenwich Village, New York City that
became viewed as a defining moment in leshian agdegistance.
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during this period. A sense of social transformation in the late 1950s London may be
evidenced in literary works like Colin Maclnne&bsolute Beginner¥ Maclnnes’

novel documents a London marked by a Hogarthian assemblage of fashionabls,dresse
Caribbean immigrants, English homosexual men, smoky jazz clubs, drug addicts, and the

1958 race-based riots of Notting Hill.

Hockney’s work during this period also revealed the influence of Art Brut and
Jean Dubuffet, who was the subject of two exhibitions in London in 1960. As Peter
Webb has written, “Hockney admired the anonymity and childlike lack of style in
Dubuffet's sticklike figures, and his use of graffiti and textural painteffehich
recalled the roughness of walls. He wrote a spoof review of the gratfie Royal
College men’s lavatories for a student news-sheet at this time,ngnitiflihe Latrine
Gallery, SW7'?° Hockney'sA Rake’s Progresand other early 1960s works, with their
eloquent yet sketchy quality, reference the free-spirited, gesturaindyatyle of
Dubuffet. An additional interest that Hockney had in Dubuffet's work igntsashed

heterosexuality, an eroticism that Hockney transformed into a depictioy of ga

18 See Colin MacInned\bsolute Beginner&l959; repr., London: Allison & Busby, 2001) andrijdGould,
Insider Outsider : The Life and Times of Colin Maws(London: Chattoo & Windus, The Hogarth Press,
1983).

9 The Notting Hill “race riots” of late August andry September 1958 lasted several days and emerged
due to increasing tension between white, teenaggljdh working-class “Teddy Boys” and fascist greup
and Caribbean immigrants from former British comi These disturbances have been documented
extensively in texts like Edward PilkingtoBeyond the Mother Country: West Indians and theihgpHiill
White RiotgLondon: I.B. Tauris, 1990).

20 peter WebbPortrait of David HockneyNew York: E.P. Dutton, 1988), 27.
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sexuality” Hockney'sAdhesivenesfigure 41) and Dubuffet'§ntitled series of prints,

produced in 1948 (figure 42), for example, reflected a shared interest in ih&%rot

Despite all of these linkages to Pop Art’'s emphasis on popular culture, the term
“Pop Art” itself proved to be problematic for Hockney and other artists groupedisto t

movement. In a discussion with Peter Webb, Hockney remarked that,

“The Typhoo packet was just lying around because | made my own cups of tea in
college. | wasn'tinterested in the design of the packet, | just thought | could use
the image somehow. | saw no connection between packaging, advertisements,
things like that, and my art. Neither the pop world nor the subject matter of Pop
Art interested me much. | suppose the “Tea Paintings” are as close to Rapl Art
ever came. But | never thought | had much connection with Pop Art m§&elf.”

Hockney’s words reflect a reticence about the impact of Pop Art. Noesshel
Young Contemporariggdayed a pivotal role in furthering Hockney’s career; it introduced
Hockney’s work to John Kasmin, then a young employee of a London art galiery w
would later become his deafér..mmensely excited by Hockney’s work, Kasmin bought

Doll Boy (figure 43), Hockney’s early expression of his attraction to British poprsinge

% For a comprehensive discussion of Dubuffet's eadyk, see Peter SelZhe Work of Jean Dubuffet
(New York: Museum of Modern Art, 1962).

22 Hockney'sAdhesivenessn oil painting on board, was produced in 1960ing) the same year that he
began work o\ Rake’s ProgressThis bold image of two coupling men may be gedigvith other
works, likeRake's Progresghat spoke to a defining moment in the shapingadkney’s identity as both
a gay man and as an artist. It is, in fact, marébate to the impact of Whitman’s writings thaleferated
relationships, both homosexual and homosocial, &etvmen.

#1pid., 32.
24 John Kasmin (b. 1934) was a prominent Englisilealer who was critical to the Pop Art movement,

opened a gallery in 1963 and worked with the Londased dealer Victor Musgrave. For further details
on Kasmin, see Paul MeliBavid HockneyManchester: Manchester University Press, 1995).

103



Cliff Richard.

Another important relationship that was solidified during his time at the RCA was
his friendship with fellow student R.B. Kitaj. The relationship would prove to be an
enduring one, and Kitaj became an important early influence on Hockney and his work.
The Cleveland-born Kitaj had arrived in England in 1953 and entered the Royal College
of Art under the G.I. bill, after having worked as a sailor. Kitaj was ayfsaws older
than Hockney, and had a pointed interest in global cultures. He encouraged Hockney to

paint with the freedom to draw from a wide variety of styles and thematiecmit

Hockney's early 1960s work, characterized by graffiti-like slogans, poetic
excerpts and accentuated text largely drawn from labels on commemtld, dgnas most
often been linked with Pop art. A patchy, expressive quality characterizstyléhef
many other prints from this early 1960s period in Hockney’s career. Many of the works
with their spontaneous, sketchbook-like quality, were marked by Hockney’'s drarsat
of gestural line in his etchings and a minimal use of aquatinted color. Theiishefi,
transitional quality mirrors Hockney’s early attempts to develop and fyotielitain
aspects of his identity. For exampleMyself and My Heroesf 1961 (figure 44), his

first etching, Hockney places himself as the third figure in a tripty@hgiint?® A

% Kitaj referenced his uses of artistic appropriaiio numerous texts, and his works reflect broad
engagements with artists such as Cezanne, Ma¥iaseGGogh, Giotto, Michelangelo and others. For
further discussion of Kitaj and his uses of appiatfon, see Anthony Rudolf and Colin Wiggit&taj: In
the Aura of Cezanne and Other Mastérendon: The National Gallery, 2002).

% Marco Livingstone noted thalyself and My Heroewas “conceived merely as a test plate, his first
essay in etching, but it reveals a natural deliglihe medium. In spite of its small size, it cantaa
number of the elements which he was to pursuesistibsequent prints—a combination of straightfodwar
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haloed Walt Whitman has been placed in the first section at left, accompanied sy quote
from the American poet’s works: “When | thy ports run out,” and “for the dear love of
comrades.” Mahatma Gandhi, also with halo, is placed in the center compartment, and
“love” is inscribed above his head, along with his first name, Mohziidas.

bespectacled Hockney is in the last compartment, and he inscribes the intalgis wit

name and the pronouncement “I am 23 years old and wear glasses.” Hocknéy direct
links himself with Gandhi by inscribing text on the Indian activist’s torso: éteagan as
well”; Hockney had been a vegetarian since his y6uth. September 1962 article

includes quotes from Hockney, who noted that “I'm a vegetarian, and this shows in a lot
of my painting, particularly in the elephant picture. The elephant is tramplirigeon t

grass and crushing the insects; it wouldn’t be a cruel animal without man on its back and
I've put a little anonymous man up there...I'm a great admirer of GaAdiihe work
exemplifies Hockney’s vigorous attempts to define himself, linking his own unique
identity and personal convictions to two historically-significant figures. Wédmtmay

have representated Hockney’s creative amigsexual identity, and Gandhi served as as

etched line, tiny scrawled messages, and sevemidaf aquatint for a full tional range...” See ar
Livingstone,David Hockney(1981; repr., London: Thames and Hudson, 1996), 35

27 Although commonly known as Mahatma (or “Great 3iulSanskrit), Gandhi’s full given name was
Mohandas Karamchard Gandhi.

% David Hockney Travels with Pen, Pencil and Inkatroduction by Edmund Pillsbury (London:
Petersburg Press, 1978), unpaginated. Also see Réam,David Hockney and His FriendBath:
Absolute Press, 1997) re: Hockney's father: “...alifjo his father, Kenneth, was a clerk, Hockney’s
family was a far cry from the image of northern Estgworking class... Kenneth Hockney was extremely
well read on a wide range of subjects. He wadtared man with liberal ideas, a sort of pacifitteist
who supported various causes. He wrote long E#rpounding his ideas of pacifism and vegetanamnds
the likes of Nasser, Khrushev and Gandhi. Repliesd when they came, were kept in brown paper
scrapbooks, held together by string (11).” In &ddi Adam has noted that Hockney’s mother Laura wa
“a private, deeply religious woman and a vegetari@he saw to it that all her children adheredeiodtrict
principles. Both her parents had been Methodistislaura remained a teetotaler and a non-smokéeall
life.”

29 Clown with Vision” by Emma Yorke, published ffown Magazine1962.
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a reflection of his political (namely pacifist) sensibilittd.he incorporation of Gandhi
may have also been Hockney's attempt to associate with a figure thaertpdes
heightened sense of morality to counter overarching social beliefgjtrated

homosexuality with immorality.

Other elements that became increasingly prominent in his work weresvanadr
text. Images of water, mirrors, numbers and other text, in many ways, corateumic
kind of codified language for Hockney. These elements, together and apart, speak of
transparency, ambiguity, representation, desire, and systems dicdéiesi. They
represent strategies employed by the artist while engaging jpndbess of identity

formation.

Peter Crutch, a fellow student at the RCA, recalled that Hockney wasufatyic
intrigued by mirrors and mirror-images during his time at the colieging that
Hockney stated that mirrors and glass intrigued him “for most of his lie'tlaat “Glass
is like water - you can't really describe them, can yduPlockney also pronounced that

“It is a formal problem to represent water, to describe water, becausebié @nything —

%0 In Peter WebbPortrait of David HockneyNew York: E.P. Dutton, 1988), 23, the author haisten of

how Hockney had “declared himself a ‘militant veagéin’ and could often be found in the canteen
handing out leaflets condemning the cruelty invdliremaking the sausages on sale at lunchtime...So he
immediately began a series of non-figurative paggiwith titles likeTwo Cabbages, Bunch of Carrots,
with patches of red and green as well as wordgesrin paint — ‘lettuce’, ‘tomatoes’, ‘cabbages’,
‘carrots’...these pictures, which Hockney describethhsurd and interesting’ showed him his new
direction...Hockney took the idea of including woidsis pictures from Cubism, where words are often
used as clues to the subject-matter. He lovedngambetry, and taking words from Blake was a why o
demonstrating the parallel between the poet's ohodioice of words and his own.

31 peter WebbPortrait of David HockneyNew York: E.P. Dutton, 1988), 36. Crutch latecame a
furniture and interior designer.
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it can be any colour, it's movable, it has no set visual descriptfoR&rhaps Hockney’s

use of these objects represented his attempt to present images of complexity and
ambiguity, works that functioned through codes and relatively-hidden symbolism.
Hockney has written of how the mirrors and curtains in his paintings “argsama@ing

and revealing something; that is their attraction for n&.This focus on codified text

and image is pronounced in Hockney’s early 1960s work, and may involve his attempts,
during this period, to construct an identity for himself. This formative process, for
young gay man in the early 1960s, would involve complex, carefully-planned stgategi

of obfuscation and revelation.

In 1961, Hockney won a prize for his prifitree Kings and a Que¢hat allowed
him to travel to New York for the first tim&.Upon his return from New York, he
paintedA Grand Procession of Dignitaries in the Semi-Egyptian $hgare 45), one of
four paintings from a series called “Demonstrations of Versatilityt'ireae exhibited in
the Young Contemporariesxhibition of 1962° The work featured an Egyptianized
image of a cleric, a soldier and a businessman whose personal identitieklarevinthin
the massive scale of their public personas. The sheer theatricality of thiswor
emphasized by a row of curtain tassels that stream across the top of thensttree

costumed dignitaries who parade across the “stage.” The series reprgsaitd af

%2 David Hockney Travels with Pen, Pencil and Ifkondon: Petersburg Press, 1978), unpaginated.
3 peter Adampavid Hockney and His FriendBath, England: Absolute Press, 1997).

34 Marco Livingstone has noted that the New York @ity was funded, in part, by an award from the
Graven Imagesxhibition at the R.B.A. Galleries earlier in tlygtar. See Marco LivingstonBavid

Hockney(1981; repr., London: Thames and Hudson, 1996), 37

% See Andrew Forge&loung Contemporaries 19¢Rondon: R.B.A. Galleries, 1962).
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stylistic experimentation for Hockney, who noted that the series was méeéanbve that

| could do four entirely different sorts of pictures like Picasso...eachnnasdiiferent

style, Egyptian, illusionistic, flat.3®*  In the same year, he was also awarded a Junior
Section Prize in the John Moores Exhibition in Liverpool, and begaRake’s Progress

etchings®’

In October of 1963, Hockney traveled to Egypt at the invitation obtheday
Times.He spent much of the month in Egypt, visiting Cairo and surrounding areas,
Alexandria and, finally, Luxor. A particularly significant influence on Hockaayork
is ancient Egyptian art, evident in nearly every phase of Hockney’s paintingso Ma
Livingstone has observed that “Having previously made reference in his patotings
Egyptian art, which fascinated him with its frontality and rigorous rules, Hockney
responded to his first experience of the country and its monuments with some of the
liveliest and most inventive drawings he had yet made directly from liie cdthtact
with Egyptian civilization left a permanent mark on his subsequent work, enaagiragi
him towards a greater naturalism through direct observatforldckney’s fascination
with Egyptian art and culture had to do with his ongoing penchant for exoticism, an
orientalism that pervades his art, whether in relation to his preferencaver and/or his

intellectual curiosity regarding a diverse array of artistic aeddlity sources.

% Larry Rivers and David Hockney, “Beautiful or Irgsting,”Art and Literature 5Summer 1964): 94-
117.

3" The John Moores Prize is a competitive, bianntaxhibition held at the Walker Art Gallery in
Liverpool. The prize is named after Sir John MofE296 - 1993), founder of the competition andhaf t
now-defunct, Littlewoods clothing empire, based.iverpool. First held in 1957, the John Moores Bl
one of the most well-known competitions for contengpy painters in England.

#Marco LivingstonePavid Hockney: Egyptian Journey8airo: The American University in Cairo Press,
2002), 10.
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He also had his first solo exhibition of paintings at the Kasmin Gallery in London
and completed thRake’s Progresstchings in London that year. They were published
as a portfolio, and, in 1963, he won a graphics award for them Bigheale des Jeunes
Artistesin Paris® Later that year, after the close of the exhibition organizegidsynin,
Hockney had become a rising media star, in accordance with the public’s imgreas
focus on television, the cinema and magazines. In the samd learatler a society
and fashion publication, queried, “Will Success Spoil David Hockri@y#s David
Alan Mellor observed, Hockney's fame in the early 1960s was amplified by new
“mechanisms of celebrity” that were available after the re-fashiarfigipssy magazines
like “Queenunder Jocelyn Stevens, ahdwnunder the art direction of Tom
Wolsey...these magazines geared themselves to a new audience of lafibwant
consumers...who were aware of trentfs Flockney’s rise was precipitated in part by the

increasing visibility of new media outlets available during the early 1960snddn.

Hockney's northern roots also figured in his fame. In the early 1960s, London
was deeply enthalled with the fantasy of a unique ‘Northern’ identity thatperceived
as less refined yet was highly sentimentalized. This trend was presdditathe artistsic

emergence of actors Tom Courtney, Albert Finney and other ‘northernershifoen

% The biennial was organized by thizisee d’Art Modernén Paris. See Harriet Shapiro, “English Artist
David Hockney Paints America His Own Peculiar Wa&8gbple MagazineAugust 20, 1979.

0 The title of the article was a word play on a 18&flywood film starring Jayne Mansfield and Tony
Randall called “Will Success Spoil Rock Hunter?”

“1 David Mellor, The Sixties: Art Scene in Lond@irondon: Barbican Art Gallery, 1993), 147.
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with the establishment of the ‘North’ as a mythical site in drama, cinema aitf Tne
writer observed that Hockney “retains his Yorkshire accent and tends to rubsgtis che
while talking.” Hockney was actively engaged in fashioning an identitypgbsitedly

drew attention to and set him apart from his colleagues during this period.

English curator Bryan Robertson voiced his concerns about the intrusive publicity
machines surrounding chosen art-world media darlings during this pericgliié artists
who are continually exploited and usually wrecked through loss of time and vuligarizat
of their image.” Considering the spectacle of Hockney on TV interviews, inpapess
and magazines, at trendy parties and on gallery walls, he referred to Haskaey
“(endlessly multiplied) ‘special effect’ in a repetitive hall of promotianarors.™?
Hockney had gone from RCA student to art-world star, propelled forward by his ow
penchant for self-promotion as well as his active interest in experitioentais prolific

output, and his unique, provocative subject matter that ranged from probing self-portraits

to fairy tales to open expressions of sexual desire.

In 1964, Hockney visited Los Angeles for the first time and began his famed
“Swimming Pool” paintings (figure 46), executing them with a roller nathan a brush.
These works were marked by a palette of broad swathes of paint in bold, viboast col
He also began a concerted effort to explore the formal challenge ofaefimgsvater as
well as still-lifes in paint. This obsession with water may have also chaiikerence in

relation to geographical location and climate. In particular, Hockney'#\hgsles

2 bid., 143 and 147.
bid., 147.
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images focused on pools and showers, symbolically referencing therareaisticized
association with warmer climes and a carefree lifestyle in sd&tbed in bright light.
These images were in direct opposition to what Hockney remembered as diggandEn

particularly having come from the Northern region.

After his arrival in America, Hockney seemed drawn to the representation of
showers as a signifier of Los Angeles. In addition, the city, with its maaghbe and
beach culture, also represented a parade of semi-clad bodies, an ideal lobalarfistt
and his awakening sexuality. This allusion to water also representeceaotwatalthy
Californians who had elaborate showers. Hockney, always drawn to celebritieesdp
intrigued by Beverly Hills inhabitants and their extravagant lives oéd®xand pleasure.
Hockney has discussed his interest in the theme of the bather, “For an artistrdst oft
showers is obvious: the whole body is always in view and in movement, usually
gracefully, as the bather is caressing his own body. There is also a threedhymamir
tradition of the bather as a subject in painting. Beverly Hills houses seelinafd f
showers of all shapes and sizes — with clear glass doors, with frostedgbas, with
transparent curtain, with semi-transparent curtaifiHis remarks reflect a form of
infatuation with the sheer materialism of Beverly Hills lifestylés.addition, Hockney’s
fixation on water may signify an allusion to gay male bathhouse spaces,a i f
open expression of desire, one of Hockney’s central themes. According to Hockney, his

image of Los Angeles before visiting was drawn from physique magazinestand J

* Ibid.
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Rech’s noveCity of Night which he read in 1963 while still in Lond8h.Rechy’s focus
on LA dealt with an area called Pershing Square in downtown LA. After WWéréze
emerged as a gay male space centered around bath-houses, bars and hoteldiaPaul M
has discussed how Hockney’s 1964 Building, Pershing Sgare, Los Angeles documents

his romanticized vision of the Squdfe.

Curtains were indeed a recurring motif in Hockney’s work. For Hockney, their
presence signaled theatricality. As Kenneth Silver has observed, Hdekehsyudied
Shakespeare’s plays in school and, in early works likesing ScendPlay Within a
Play, andSeated Woman Drinking Tea, Being Served by a Standing Compar@dimd
the stage and/or theater curtain invoked as metaphor for the illusion of three dimensions
that artists since the Renaissance have projected onto the two dimensions fdseoca
wall.”*" Indeed, the curtain motif marked Hockney’s ongoing experimentation with
illusion, perspective, drama, spatial representation and Egyptian-inspinealitpr A
key example i®lay Within a Playfigure 47), an image of John Kasmin. Hockney
described the image, drawn from his experience of viewing Domenichino works that

included curtains at The National Gallery. Hockney recalled,

| suddenly was aware of many levels of illusion. In one of the paintings the
corner of a curtain was pulled away, and standing there was a dwarf. likevas
taking a layer of the painting and peeling it back, and there would be another and

5 See Paul MeliaDavid HockneyManchester, UK: Manchester University Press, )993-54.

“% Ibid. As Melia points out, Hockney’s image of Bleing Square was illusory; the site’s heyday hag lo
passed by the time of Hockney’s arrival, and hazblye a dreary, depressing space (54).

" Kenneth Silver, “Hockney on Stage,”David Hockney: A Retrospectiyilew York: Harry N. Abrams,
1988), 67.

112



another...l decided to paint a curtain that would look like tapestry. Then | took
photographs of Kasmin pressed against the glass door of his gallery; from these |
painted him on a sheet of plastic and put it in front of the picture. He looks as if
he were trapped within the shallow space of the piéfure.

As will be discussed later in this chapter, these experiments involving illusion
relate to Hockney’s penchant for theatricality but also to his exploratiaieofity and

representation.

During this period, Hockney also began producing a series of Polaroid
photographs and working with acrylic paints. At the end of 1965, Hockney returned
briefly to London. From there, in January 1966, he traveled to Beirut to gatherddeas f
series of prints that would illustrate the poems of the Greek poet and journalist C.P
Cavafy?® In the summer of 1966, he returned to Los Angeles to teach drawing at UCLA,
where he met Peter Schlesinger, one of his students who would become his lover and
longtime muse (figure 48f. In 1968, he began a series of large double portraits of
friends and other acquaintances. Hockney exhibited frequently during this period and
began teaching at the University of lowa, the University of Colorado, UCLA an@-at U
Berkeley. In 1966, he completed stage designs for the Royal Court Theatrdiprodfic

Alfred Jarry’sUbu Roi A pivotal moment in his career began with a print commission,

8 Martin Friedman, “Painting Into Theater,” in MartrriedmanHockney Paints the Stagklinneapolis:
Walker Art Center, 1983), 25.

“9In New York, during an earlier trip, he had readeav translation of poems by Cavafy. See Marco
Livingstone,David Hockney: Egyptian Journey&8airo: The American University in Cairo PressQ2pfor
discussion of Hockney’s engagement with Cavafy.

0 See Peter Schlesing@heckered Past: A Visual Diary of the ‘60s and ‘TRew York: Vendome Press,
2003) for a pictorial history of Schlesinger’s timih Hockney and their circle.
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his 1969 illustrations of the fairy tales Biie Brothers Grimn(figure 49)>* As

previously discussed, in the early 1960s Hockney had produced etchings based on the
tales, but this later project would be a much more ambitious undertaking. Hockney was
drawn to The Grimm narratives because of their direct, simplified stylaagdage, and
their undercurrents of moral didacticism coupled with elements of the maabthe
magical. He chose to avoid straightforward depictions of these narrativesstaatli
produced 80 etchings that merely evoked details that symbolically refertexthe As

he would throughout his career, he drew from a myriad group of stylistic sources, in thi

case Bosch, Carpaccio, Magritte, Uccello and da Vinci, for example.

Works likeMr. and Mrs. Clark and Percgfigure 50), perhaps his most well-
known work, andHenry Geldzahler and Christopher Sc@igure 51), with their flat
style and alienated couples, coupled with his many swimming pool imagedjesblis
status as an internationally-known art-world celebrity during the 1970s. Aingvel
retrospective organized by the Whitechapel Art Gallery in London opened ir4$30.
this period, Hockney had become disillusioned by fame, partly as a result wifr tiséve
process involved in the making AfBigger Splasha 1974 documentary that examined
Hockney’s increasing celebrity. During the early 1970s, he began modifying his style,

experimenting with works that included pointed references to Picasso and Cubism in

*1 As will be discussed in Chapter Four, in 1995 |®&ego also produced a print series based on tales
from the Brothers Grimm, including Snow White.

2 SeeDavid Hockney: Paintings, Prints and Drawings, 198D(London: Whitechapel, 1970).

>3 A Bigger Splashvas produced and directed by the American diretack Hazan, a pioneering director
of music documentaries.
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particular, as well as French Romanticism, Jean-Baptiste-SimeadiiGHaiero della

Francesca and other influences, and continued to work in a figurative style.

Picasso has also been a significant figure in the shaping of Hockney’s Beuvre.
In an etching calle@he Artist and Modd{figure 52) two figures are seated at a table: an
elderly Picasso in a striped maillot and a nude Hockney, who sits across from him.
Picasso gazes toward one of Hockney’s works on paper, while the bespectacled Hockney
solemnly sits, gazing directly at the older artist. Hockney'’s left hghdlyigrazes the
right hand of Picasso, a gesture that may be read as the passing of a tweztifrom
an early 28 century modernist master to a later, postmodernist one. Significantly, the
work is also marked by an undercurrent of barely-masked homoeroticism; Hockney
appears to equate sexual attraction with artistic genius, linking the twe tdrpassion.
Hockney’s nudity, his inclusion of the curved (phallic) palm tree and his depiction of a
heightened intimacy with Picasso together underscore the artist’s subgamliéot
investigations of his identity as a gay man, an imagined intimacy eetinmself and the
older artist, as well as his admiration for the canonical modernist’'s worksughuout
his career, Hockney reworked images by Hogarth, Picasso, Dubuffet and othergmtomi

figures as he began to construct his own artistic (and sexual) idféntity.

** As will be discussed in Chapters Three and Faiegs80 was also influential to both Himid and Rego.
Along with their fascination with Hogarth, all tlerartists’ engagement with canonical figures irhéstory
reveals a larger narrative about the strategidgriglkf their own work with that of the most well-éwn
artists in art history.

%5 In fact, Hockney's active and ongoing experimeatatvith style may have been crystallized earlyiron
his career after numerous visits to the 1960 Picasghibition at the Tate Gallery in London. Aftars
concentrated encounter with the stylistically-déeemodernist, Hockney’s work became increasingly
experimental. See Marco Livingstone and Kay Heytdeckney’s Portraits and Peop{eondon: Thames
and Hudson Ltd., 2003) and Peter Webbrtrait of David HockneyNew York: E.P. Dutton, 1988) for
discussion of Hockney’s engagement with Picasemuimerous paintings and prints throughout hisezare

115



In 1976, a moment when minimalism and conceptual art were at the forefront of
the art world, Hockney's close friend Kitaj organized an exhibition at tlyeveial
Gallery in London calle@he Human Clay® The artists involved became known as The
School of Londort! The term refers to painters of the time who were actively producing

figurative painting despite the prevalence of avant-garde forms duringethad.

Also, in 1978, Hockney began working extensively with photography. As Nikos
Stangos has observed, Hockney sought to avoid being incessantly linked with his
California paintings and began exploring “different ways of represenpacesand by the
rich possibilities of ‘reproduction’ through new technological developméhtgvhile
experimenting with artistic processes that dealt with the manipulatiperoéption and
illusion, Hockney produced a major series of etchings and lithographs. églgai

notoriety in Britain for the craftsmanship ldltistrations for Fourteen Poems from C. P.

from The Blue Guitaof 1976 through thassacre and the Problems of Depictmfi2003, Hockney
referenced and/or re-worked Picasso’s works. Aitfiomany of the resultant works reflected Cubism,
Hockney appeared to complete a near-cataloguecab®o’s prolific and incessantly-shifting artistic
output. His work reveals a similar preoccupatiathvhe study of Hogarth, Dubuffet and other astist

* The 48 artists featured Fthe Human Clayncluded Francis Bacon, Lucien Freud, Frank Auehbaeon
Kossoff, Hockney, Kitaj and others. See R.B. Kifdje Human Clay—An Exhibition Selected by R.B.
Kitaj (London: Hayward Gallery, 1976).

57 Previously, several groups emerged that were asgadcwith the city of London, including The London
Group, founded in 1913 aridEcole de Londredn 1948, initiated by David Sylvester in Parig)igh was
then continued by Patrick Heron, who attemptednio dbstract and figurative art in a School of Lond
that highlighted St Ives artists. These effortimgad minimal attention, and in 1976, Kitaj garnensdch
more positive attention with his developmenToe Human Clayan exhibition prepared for the Arts
Council. This new "School of London’ promoted dsafanship above all. In 1987, the term was
employed in major exhibitions organized by the R&@demy and the British Council to describe a
smaller group comprised of artists such as FraBaton, Lucien Freud, Frank Auerbach, Leon Kossoff
and Kitaj in the British Council show.

%8 Nikos Stangos, “Preface and AcknowledgementsDanid Hockney and Nikos Stangos, ed#at’s the
Way | See i{San Francisco: Chronicle Books, 1993).
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Cavafy(1967), the aforementionéitlistrations for Six Fairy Tales from the Brothers
Grimm (1969) and the Picasso-inspirEde Blue Guita1977). He also began designing
for the stage, includinhe Rake’s Progress the Glyndebourne Opera Festival in 1975
and, at the Metropolitan Opera in New York, RavelBnfant et les sortilégesHe also
undertook a number of additional French projects and, in 1981, completed a Stravinsky
triple-bill. Other major designs for the stage includé& Magic Flutea 1978 production

of Mozart’s composition regarding ancient Egypt.

Matisse also looms large in many of Hockney's paintings and set designs.
Hockney completed a paper on Fauvism for his final paper at the Royal College of Ar
and the influence of the Fauves is present in his set designs with their bolccake of
and line. In regards to his set designsHarade Les Mamelles de TiresiasdL Enfant
et Les SortilegedHockney wrote that “...1 thought the one thing the French were
marvelous at, the great French painters, was making beautiful marks: Pmals soake
a bad mark, Dufy makes beautiful mark®.A skillful use of line is a hallmark of
Hockney’'s work, particularly in his early print series, with their whimsislaktchbook-

like quality.

In 1973, Hockney again experimented with various media, strategies th&gdesul

in thePaper Poolgfigure 53) and other pulped paper works of 1978. During this

%9 See Martin Friedmamtjockney Paints the Stagklinneapolis: Walker Art Center, 1983) for disciass
of Hockneys’ theatrical designs. Hockney’s othetabte designs included Wagnetastan und Isoldet
the Los Angeles Music Center Opera in 1987, Puscinirandotat the Lyric Opera of Chicago in 1992,
and Strauss'Bie Frau ohne Schatteat the Royal Opera House at Covent Garden in 1992.

60 Martin FriedmanHockney Paints the Stag®linneapolis: Walker Art Center, 1983), 53.
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period, he also began working with Polaroid and 35 mm photography, creating composite
images that referenced Cubist painting, produced through a mechanical mEdas®
works further reiterated his interest in Picasso’s work. An enduring interest
technology led him to develop what he called “home-made prints” on photocopiers in
1986, followed by images transmitted by fax machines or constructed through tife use
a computer. The photographic works led to an interest in theories of perspectiveenHe t
completed a series of large panoramic paintings that combined direct olosewitti
memory as a vehicle for suggesting movement through space in works such as
Mulholland Drive(figure 54). Later, his continuing interest in innovation resulted in the
abstractions called thé.N. or Very New Paintingsf the early 1990s (figure 55), a series
of lush, light-filled views of the Pacific coast and the mountains of Santa Mibrata

were marked by bursts of color and churning lines of movement.

In the 2001 television program and publication entiBedret Knowledge
Hockney proposed that the Old Masters emplamgdera obscurdechniques using a
concave mirror that enabled the subject to be projected onto the surface of the.Paint
Hockney’s controversial theory proposed that this technique was practi¢aly iand in
most of Europe, and resulted in the highly photographic style of painting of tlaa Itali

Renaissance and later periGds.

®1 See David Hockneysecret Knowledge: Rediscovering the Lost Technigfitee Old MasteréNew
York: Viking Studio, 2001).

%2 Hockney faced a barrage of criticism for this idehich appeared to diminish the innate artistiertts
of canonical, pre-modern artists. Examples of stritltism include Michael John Gorman, “Art, Ofstic
and History: New Light on the Hockney Thesikgonardo 30no. 4 (2003): 295-301. The following
article discusses critical reaction to Hockneyguament: Ann Landi, “Optical lllusions ArtNews 99no. 3
(March 2000) and Rex Dalton, “Tempers Blaze Ovdisfic Integrity,” Nature 44Q no. 7081 (March,
2006).
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Hockney's career has been marked by artistic and theoretical egpéation
drawn from a serious, sustained interest in art historical precedents. Eledehg
examined the work of artists like Dubuffet, Hogarth, Picasso and others. Inldvarigl
section, | will examine the ways thatRake’s Progresddockney’s first major print
series, reflected an emergent artistic and sexual identity durireylsgnfermative stage
in his development. The series also provides evidence of the Hogarthdresgmdor

and wit that would continue to shape Hockney’s work in the years to come.

Hockney’s A Rake’s Progress

Hockney'sA Rake’s Progresis a series of etching and aquatint prints, each
measuring 12 x 16 inche3.he sixteen prints are numbered in the following sequence,
from Plate 1, then 1A through Plate 8 and 8A. Hockney wrote that his “originatiamte
was to do eight etchings, to take Hogarth’s titles and somehow play with thent @nd se
in New York in modern times>® By doubling the number of prints in his oRake’s

Progress Hockney departed from an equitable mirroring of Hogarth’s scenes, suggesting

%3 See David Hockneyfravels with Pen, Pencil and Inkntroduction by Edmund Pillsbury (London:
Petersburg Press, 1978), unpaginated. Also, aicgptal Marco Livingstone, although Hockney had
planned to produce the same number of eight tohrtdtgarth’'s scenes, Robin Darwin, the Principal at
The Royal College of Art, suggested that he inerébs number of prints to 24 in order to facilitase
publication as a book by the College’s Lion andddni Press. Later, Hockney agreed to a compronfise o
sixteen plates. See Marco Livingstobavid Hockney1981; repr., London: Thames and Hudson, 1996),
37. Livingstone also noted that“The sixteen platese not finished until the summer of 1963, altladm
having been made in London apart from plates 77a&ndvhich were etched in 1963 on a return visit to
New York. It was only on completion that Paul Geati-Jones of Editions Alecto approached him with a
view to publishing the set commercially, and thegrevpublished in 1965. The plates, however, were
planned essentially in 1961(37).”
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that his own, autobiographical narrative required an even more extensive sequence of
images. In 1967, a portfolio that included all sixteen prints and a poem by David Posner
was published by the Royal College of Art's publishing hd{isi the same year, a
commercial press, Alecto Editions, published a limited edition portfolio of 50 Brints.
The series represents his first major undertaking as an artist, an genyrent with
printmaking that came to establish the stylistic tenor of his later workgnin g
expressive, graffiti-like use of text and line, and aquatint for diversity inandeexture.
Unlike Hogarth, Hockney employs sparse pictorial space, and a spare use dfuekt

of this style relates to his use of the medium of etching, which emphasizes diegnoél
light and shade and a vibrant use of line. Hockney has noted that in terms of
printmaking, he prefers the medium of etching, which enables him to “retain full

technical control over its productiof®”

ThroughoutA Rake’s ProgresdHockney provides striking contrast by using a
sugar-lift aquatint technique that featured red-orange areas of {eodupged with the
darker, etched linear sections. In terms of color in the series, Hockreegnigdlack to
grey lines, punctuated at times with text and the smears of terrdnaetthat are

alternately scribbled, blotted or smeared. In part, the simplicity of theetmase of

% See David Posneh Rake’s Progress: A Poem in Five Sectifiendon: Lion and Unicorn Press, 1967).
The Lion and Unicorn Press was the Royal Collegart$ publishing house.

% Alecto Editions published an edition of 200 primieasuring 14 %" x 15 ¥4”". SéeRake’s Progress
(London: Alecto Editions, 1963).

% Marco LivingstonePavid Hockney(1981; repr., London: Thames and Hudson, 1996), 89
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color mimics Hogarth’s eighteenth-century print palette of red, green hitel® In the
series, the reddish tones are frequently employed to accentuate orhtighimional
expressions of anger, surprise and remorse or to signal the potential dangers involved i

the rake’s new adventures.

In A Rake’s Progressll of the figures are sketchily drawn, with a profusion of
scribbled lines and abstracted facial features that appear to vibrate sedtighg on solid
form. In much of the series, Hockney/the rake is depicted as either a detaahesl hea
bust or, when his entire body is rendered, a scribbled profusion of graffiti-lés lin
Overall, his presence within the series conveys an effect of uttehdetat. This speaks
to Hockney’s experience in encountering a new world in New York and Washington, DC
as an outsider, a youthful Englishman who was merely visiting a major urbai hity
sense of detachment is also present because, in 1961, Hockney was a figure whose
various identities were yet in formation. He was still in the process of nigfmnself as
an artist and as a gay man. As will be discussed later in this chapter, Hockedgalnd
several key strategies to define himself as “different” in the stalyes of his career.

While at college in London, he ensured that his Northern identity was highlighted
through a pronounced accent. Soon after, Hockney’'s became increasingly intrigued by
Egyptian culture, which signified difference in terms of the exotic. Yet anfairarof
difference would crystallaixe with his visit to New York, DC and later LAerdH for
Hockney, urban life in the US became exoticized as well, shaped by the artist’

romanticized image of entities that referenced political histogs({@gential monuments),

" For discussion of Hogarth's palette, see Ronalds®a,Hogarth’s Graphic Work§London: The Print
Room, 1989) and John Gad&glor and Culture: Practice and Meaning from Antitlyuto Abstraction
(Berkeley: University of California Press, 1999).
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American popular culture (gospel, radio stations, Harlem). It is not surpishthis
process, which was largely initiated by the cultivation of an overt NorthernsBngli
identity, would also lead to an interest in the exoticism of “foreign” plagdisof these
associations with difference were all connected, a progression that edsilyated in

the marking of a homosexual identity that could be expressed in an increasingly open

manner.

Hockney incorporates text in each frame that is comprised of gestuitath|sd
lines. These are combined with the series title stamps which argtekat carefully-
articulated block letters. Overall, the effect is one of a largely blariknsalibed with
the random, glyph-like markings of graffiti. Other stylistic preceésiéor Hockney’s use
of text here includes magazine advertisements of the fifties which oftenyed@o
enlarged image of a product and a much smaller percentage of text, all surropunded b
blank space. His use of textAnRake’s Progresalso references Pop Art (and
corresponding links to comic strips) as well as Cubism, both of which utilizesleihd
numbers. Hockney’'s use of numbers may also be linked to the practices sliketist
Jasper Johns, Andy Warhol and Charles Demuth. Hockney’s linkage with Johns, Warhol
and Demuth is a critical one; all three artists were homosexual and incorpaaifeztic

references to sexual identity in their wéfkIn particular, the American painter Demuth

% Hockney's employed codified numbers frequentlydgrihe early stages of his career. For exampe, hi
aforementioned early painting entitl@dhesivenesproduced in 1960, includes the numbers 4.8. and
23.23. They represent the numbered letters ddliteabet, D.H. and W.W., or Hockney and Walt
Whitman, a strategy often used by Whitman. Hockaleg used the term to refer to Whitman’s defimitio
of bonds between men. While the image appears smkabstraction, it is actually two male figures
engaged in a “69” position.
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often signified homosexuality in his work through the use of text and nufiibérshe
same vein, Hockney’s use of textArRake’s Progresappeared to be an attempt to
shape his own identity through engaging with aspects of illusion, discl@sue

insider/outsider knowledge bases.

The thematic concerns found in Hocknef'&ake’s Progresmiclude strategies
of identity formation, the impact of politics on everyday lives, and a critiqueeof t
following: luxury or excessive spending, alcoholism, vanity and marriage for gadmnal
Yet, like much of Hockney’s work during this period, each scene is laden with
symbolism and irony, resulting in a highly ambiguous overarching messageabty,
all of these themes coalesce around Hockney’s emergent gay identityht loflthe
series’ narrative ambiguity, an important question to ask is whether Hoskprayt
series was part of a larger, quite personal examination that questiorteéeéwhe
homosexuality was meant to be positioned within the “good” or “bad” moralitg.scal
Could Hockney have been using Hogarth as a means of working out whether open
homosexuality was indeed part of a moral decline? Did the artist view hignigamt”
process as part of a moral descent or as part of a progressive, moraliggupidie

towards being true to the best parts of oneself? This section will exantuheuestions.

In Plate 1, subtitled he Arrival(figure 56),Hockney has included the text

“Flying Tiger,” the name of the charter plane company that he flew to Newiduly

% For further discussion of these artists’ referaricesexuality, see Jill Johnstalasper Johns: Privileged
Information(London: Thames and Hudson, 1996), Elisa GIM&terializing Queer Culture: Oscar Wilde
to Andy Warho(Albany: State University of New York Press, 20@8Q Jonathan Weinbergpeaking for
Vice: Homosexuality in the Art of Charles Demutlarstien Hartley and the First American Avant-Garde
(New Haven: Yale University Press, 1995).
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of 1961. Here, the rake appears more like a bird, angel or a winged being than a human
figure, an undefined creature that is situated outside of space and tempdifaikst
representation is much like Hockney himself, who was still in the process whdefi

himself. Hockney does not depict himself on a plane in a straightforward mannwaf all t
refers to the plane is the scrawled name of the charter company. Tsée€Building

looms in front of the arriving rake, as does an additional generic skyscraper. Both
structures form phallic statements, as though Hockney is arriving into a wonlenoand

the potential for erotic encounters. Another example of Hockney’s use of gictori
symbolism may be found in his incorporation of the skyscraper which functions as a for

of corporate logo, or signifier, for New York City.

The Arrivalhas no thematic equivalent in any scenes in HogaktiRake’s
Progress Hogarth began his series with the image of the rake being measured by a
tailor, beginning a spending spree. Hockney's rake, by contrast, beginsi¢seoge
disembarking from a plane. Hockney has chosen to signify his literal movement from
England to the United States, an image of travel that sets up, or establishesmnétecdr
narrative of his encounter with America. Interestingly, the figure of keeaa he
descends from the plane is marked by lyrical, wing-like lines of movement. hith t
rake’s body, Hockney has mirrored the broad, sweeping, affected stahedroéhch
dancing master who is seen next to the rake in Hogarth’s Scene 2, or the legee scen
(figures 57). Hogarth’s dancer has a right leg that swerves giamtihe left, endingn
point, while his right arm is arched gracefully upward as he holds a violin bow. It is

significant that Hockney has linked his own rake image here with Hogaldmcing
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master rather than Hogarth’s rake. Through bodily comportment, Hockney had ereate
a mirroring image of the two that resonates with Hockney’'s examinaticayahgle

identity.

In Plate 1A (Figure 58 Receiving the Inheritancéhe rake sells a print dflyself
and My Heroego a stern-faced curator who negotiates with the rake in an attempt to
obtain a $20 print for $18. In actuality, Hockney sold a print of the same title (and an
additional print) to William S. Liebermann, who was then Curator of Prints at the
Museum of Modern Art in New Yorl In Hogarth’s narrative, the sudden acquisition of
wealth leads to his being tailored for a new suit, and his rejection of a youngioatha
he has impregnated. His new wealth results in a form of lazy, pleasure-seeégiegoex
By contrast, in Hockney’s series, the rake is seen working, activelygtik fruits of
his labor. He is quite distinct from Hogarth’s rake, who passively receives aitanber
and spends money that has been given to him rather than establishing himseléar.a car
Hockney's rake is not merely the spoiled young man of privilege, but is depictedshe
an industrious artist, a figure who, despite his struggle to maintain control, is nesgthel
cheated out of the fair value of his print. Hockney’s rake has taken a number of steps
toward self-improvement: travel, self-promotion, and an active attemptraityde
construction. He is a relatively sympathetic figure, characterized bly mace goal-
oriented and ennobling pursuits than Hogarth’s rake. Hockney’s rake may also b# viewe

sympathetically because of the way he is occasionally rendered, as busewith no

0 Liebermann bought#irror, Mirror on the Wall andKaisarion for the Museum'’s collection. See Barbara
Stern Shapiro, “Hockney Works on Paper,” in Saralwvglte and Barbara Stern Shapiro, ddayid
Hockney Portrait{New Haven: Yale University Press, 2006), 64.
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arms’* This image signifies a form of vulnerability, casting the rake as a,naive
somewhat boyish figure who is lacking in emotional maturity and awkwardiples

through a visit to another country on his own.

Plate 2 (figure 59) is entitledeeting the Good People (Washingtorbiere, the
rake encounters the presidential monuments, and Hockney refers to them as “the Good
People.”? From left to right, abstracted architectural structures signify theldnc
Memorial at left, the Jefferson Memorial at center and, at far right, tishvgion
Monument. Most significant here is the fact that Hockney has represkateake as a
massive head who encounters a trio of classicized monuments, the largeshabwine
Lincoln monument, a massive rectangle topped by the triangular form otk Gre
pediment’® Inside this structure, Hockney has greatly enlarged the seated Lincoln
sculpture that is located on the porch. In Hockney's version, the greatlyezhtandy of

Lincoln nearly reaches the pediméhtAt center is the Jefferson Memorial, a triumphal

™ There is also a kind of link with the bust formatould be found on mantelpieces and in museuats th
has to do with Classicism or commemorative tradgioA direct reference to Hogarth in relationuals
images may be found on the bust that rests on #maipiece in Scene Two bfarriage-A-la-Mode

"2 The rake’s visit to the Washington monuments &ed\Mahalia Jackson concert are based on Hockney’s
own experiences during the trip.

3 In fact, the pediment structure is found on théedson Monument rather than on the Lincoln Memioria

" The Lincoln Memorial is executed in the form dBeeek Doric temple with a peristyle of 36 Doric
columns. Dedicated on May 30, 1922, its architeact Henry Bacon (1866-1924), and the sculptor ®f th
main image of Lincoln was Daniel Chester Frenctb(8931). For further details on the constructbn
the monument, see Christopher H. Thonide Lincoln Memorial and American LifBrinceton, NJ:
Princeton University Press, 2002).
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arch with shallow dome, with a statue of the former president ifsidé right is the

phallic obelisk that is a tribute to Washingt8n.

Hockney has modified the structure of the Lincoln and Jefferson monuments. For
example, the Lincoln Memorial is constructed in Greek Doric temple stitle aw open
colonnade (or peristyle). Yet Hockney has placed a non-existent pediment on top that
has drawn from the top of the Jefferson Memorial. Similarly, the Jefferson reahum
with its circular colonnade of lonic columns, is represented through only two lonic
columns and a dome with an image of the standing sculpture of Jefferson that reaches to
half the height of the structufé. The architectural details of these monuments were not
of primary significance for Hockney. Rather, he appears to have been morstécténe
constructing symbolic representations. They functioned much like the skysadapen
Plate 1, as emblematic signifiers of their respective cities. Hgckné¢he rake, places
his own head against the Lincoln Memorial, the largest of the structures. His head is at
least three times as large as Lincoln’s. Here, again, Hockney testlia own sense of
self-importance as an historical figure (or historical figure inrfttaddng). In addition, he

may be positing the notion of Lincoln as emblematic of liberation (hencartest

> The construction of the Jefferson Memorial, withdircular colonnade of lonic columns and shallow
dome, was completed in 1943. This Neoclassicatttre was designed by architect John Russell Pope
(1874-1937), and the 19-foot tall statue of Jetfaradded in 1947, was produced by Rudolph Evans
(1878-1960). For further details, see Steven Mcl.dotdn Russell Pope: Architect of Emp{idY: Rizzoli
International Publications, 1998).

® The Washington Monument is an obelisk, a formrafient Egyptian architecture. Reaching a height of
555 feet and 5 1/8 inches, it is the world’s tdllsne structure and tallest obelisk. It is ledaat the
Western end of the National Mall. Designed by #ech Robert Mills (1781-1855), it was completed in
1884, nearly thirty nyears after the architect’attie For further details on its construction, 3ekn Bryan,
Robert Mills: America’s First ArchitedqPrinceton, NJ: Princeton Architectural Press,1300

" The actual Jefferson sculpture, located on withenMonument, is 19 feet tall.
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structure), and depicts the monument for the slave-owning Jefferson as muein gsmall

scale.

In Plate 2 and other platasys of light emanate from significant monuments,
gestures, actions or objects. This strategy is very similar to works produoéteby
British artists during the same period such as Francis Bacon and Dere&rBdshiso
echoes the emphatic marks seen in the Charles Atlas advertisement antt istigpsnin
general. Hockney uses such marks to denote various actions, emotions or to just
highlight significant objects. For example, Hockney surrounds all three Rreside
monuments with these abbreviated lines. They call forth an idea of a sun’s rajsand a

emphasize the sheer monumentality of these massive structures.

Hockney's pointed use of the series title stamp warrants further examinktion.
Plates 1 and 1A, the stamp was black and floats as a kind of balancing medium in each
scene. For example, in Plate 1, its blocky squared edges offset the scribbletthahaos
comprises the earth that stabilizes the rake’s landing. In Plate 1A, at bettotmel
stamped letters simply reiterate the straight lines of the massiamgelar table. Here,
in Plate 2, the stamp is inked with red to form a contrast with the white empty apa

black linear quality of the scene.

Hockney'sA Rake’s Progresawith its central narrative documenting the artist’s
first visit to the United States, may be viewed largely as a charting aftikgs efforts to

construct an identity for himself, identity formation that begins early in tiratnae
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sequence. In Plate(Rleeting the Good Peoplejiockney represents himself as a
massive head, gazing purposefully at historically-significant éigjuthe presidential
monuments. The scene clarifies the rake’s grandiose goals, magnifypudnsial as a
figure of relevance. The presidential monuments are referred to asdititeR@ople.”

In the same vein, in 1973, he placed a bust of Picasso atop a marbleized coltman in
Student: Homage to Picasfitgure 60). In this work, Picasso’s massive head
approximates the art historically-significaséad of Constantinef ancient Romé® In a
similar fashion in Plate 2 & Rake’s ProgresdHockney places himself in profile next to
a major monument in a scene that evokes the grandeur and self-aggrandizires quialit
ancient Roman monumerlts.In keeping with this setting, he has rendered his own
monumental head as yet another “Head of Constantine.” This strategyely wne
example of how Hockney incessantly sought to align himself with key hidtbgaees

as he constructed his own identity.

In Plate 2A (figure 61), ofhe Gospel Singing (Good Peopla choir is
performing, symbolized by a lone female vocalist. At left, a minisculeoredd the rake
is seated for the performance, with a look of intense concentration and crosseshdrm

legs. He is positioned just below the singer, in a stone-like block that signifi¢adke s

8 Sections of the well-known colossal statue of tenBn emperor Constantine (c. 280-337) are on
display at the Musei Capitolini in Rome. By anahgihe existent sections, the seated, enthronackfig
may have been approximately 40 feet high. The negasures approximately 8 feet and 2 inches in heigh
and each foot is over 6 feet and 2 inches in len§de Paul Stephens@pnstantine: Roman Emperor,
Christian Victor(NY: Overlook Press, 2010).

" The style of the monuments may be attributed égpitevalence of Jefferson-inspired Neo-Classicism i
nineteenth and early twentieth-century Americar details on the tremendous impact of Jefferson’s
promotion of Neoclassical styles in America, seg@ibloward,Thomas Jefferson: ArchitelY: Rizzoli,
2003).
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Hockney has placed himself below and just behind the performer, facing the audience as
though he is also on display. On stage is renowned American gospel singéaMaha
Jackson, and the image references Hockney’s attendance at a 1961 Madison Square
Garden concert by Jackson during the ipThe seated audience members are indicated
by four large, shadowy male figures, three of whom have ties. Eachk spertvord of

text, and together, the message spells out “God Is Love.” “Hallelujah” pothdriam
Jackson’s mouth. As she sings with arms dramatically raised high, aplasdl ef color
punctuates the sky, providing the scene with its only flash of bright coloration. From the
left, a triangular ray designates the upper regions as “HEAVEN,” faehtlso by the

bold, red outline of text. This upper celestial realm includes several sedtsthading
audience members, some of whom mirror the posture of the seated rake below. Each of
the various realms has been clearly marked with geometric forms. The habatiav
Jackson who emits light-colored words of “Hallelujah” is part of the calestlm.

Hockney refers to vocalist Mahalia Jackson and accompanying gospel ctéaams

People.” In both scenes, perhaps Hockney is positing that the presidents, sigriified b
monuments (representing lofty, near-spiritual ideals of civic decency), basadhhalia
Jackson (part of a gospel choir, a more pointed reference to spirituality), shoeld a
viewed as “good” in comparison with the rake’s pursuit of worldly pleasures. Itis
unclear about the “good” or “bad” position of the four shadowy-grey audience members

who are devoid of facial features and stand before the stage. While they areuchry

80 Mahalia Jackson (1911-1972) was a New Orleans;ldritan American gospel singer who was one of
the most well-known musicians of the twentieth-cent She became known internationally through a
series of European tours that began in 1952, andgh appearances in Hollywood films suctsas_ouis
Blues(1958) andmitation of Life(1959). She was also known, to a lesser extenhdr participation in

the civil rights movement in the United States.r &dditional details on her life and work, see Robe
Darden,People Get Ready! A New History of Black GospelidgAidew York and London: Continuum,
2005).
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part of the darkness outlined in the foreground, their ties, however, spell out an
inspirational message. They function, like the rake in much of this seriesy lasge
outsiders. Here is yet another example of narrative ambiguity in Hockdd&ake’s
Progress In addition, bodily comportment also signifies ambiguity. For example, the
rake is seated at the concert with crossed arms and legs, a cldseel thes may evoke

an emotional reticence or disengagement from the choir's message.

Hockney's renderings of physiognomic detail must also be examined here. In
rendering Mahalia Jackson’s image, he was accurate in portraying her ay-adtea
woman, yet seemed unable to fully see the performer. Her breastytageatis
prominently, and they appear to be more bullet-shaped and phallic than feminiag. Als
in Hockney’s hands, her face becomes mask-like and bloated, with a rubberyshlowni
mouth that has very little to do with Jackson’s beautifully-rounded face, balanced by
evenly-distributed features and a stunning set of high cheekbones (figure 62). y¥ckne
depiction, perhaps, may have to do with his attempts to represent an individual who is
completely outside of the realms of desire for him. By the same token, Hockmeags i
of Liebermann in Plate 1A is also a caricature. Lieberman’s diedi¢iead is overtly
large and ill-formed. The curator is also depicted with squinting eyes #kat Immm
appear untrustworthy, in keeping with the series narrative. By contrast, itsckne

representations of himself as the rake are sharply-defined and claksatizespect most

8 The message here is an ambiguous one. Perhagadyois suggesting that the rake is somewhat closed
to the message but that it is “good” that he igast attending the performance of “the good pebple
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visible in the narcissistic representation of himself that is seBttate AMeeting the

Good Peoplef?

In Plate 3 (figure 63) ofhe Start of the Spending Spree and the Door Opening
for a Blondethe rake has left the gospel concert, complete with the promise of heaven
above, and the monuments to important national heroes. In Plate 3, he enters a quite
different realm, the world of pleasure and thrill-seekers. Here, thefgduhe rake has
become dramatically larger in scale. Hockney returns to bust form, yashmlooned
to half the height of the plate image. His size is also elongated through the@hof
a massive Lady Clairol bottle that rests, precariously, atop his headbottte/headdress
is so large that the top of it extends beyond the page, Pop Art style, as the rake moves
forward, toward an open door. The world’s possibilities await the rake, signifiad by

image of a tropical paradise.

The vice of vanity or spending for the sake of vanity is referred to in Plate 3
which deals with the rake’s attempt to become more physically attradthie.plate may
deal most pointedly with Hogarth’s scene of the rake’s levee, the second scenake the
narrative. Hockney links Hogarth's levee scene to Plate 3 by sublitisgene, in part,
“The Start of the Spending Spree.” Hogarth’s rake has spent massive sums of money,
acquiring expensive continental paintings and acquiring the services ofanasad
dancing and fencing masters, while Hockney’s rake has also spent (a much suna)le

on a vanity product. Hockney’s scene is titled “The Start of the Spending Sprée and t

8 As will be seen in the following plates, Hocknegstrendered other figures in a distorted or obsture
fashion, including the bar scene figures. It appéaat Hockneyequally produced abstractions afehe
figures, and made a more idealized representafibmself, as primary subject within the narrative.
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Door Opening for a Blonde.” While the “door opening” represents a positive experience
the process of hair dyeing becomes inextricably linked with a negatieaacti

conspicuous consumption, or the spending spree.

In Plate 3, Hockney has drawn from a Lady Clairol advertising slogan dbeng t
early 1960s queried, “Is it true...blonds have more fun? Just be a blond and see—Doors
open for blonds, traffic stops for blonds, men adore you, do more for you—so switch to
bewitch.”®® Indeed, on the other side, the “blonde world” features a radiant sun coming
up over the water’s horizon, a representation of a new chapter in the rakeAlllidé.
the ad’s text would have been attractive to Hockney in the early stages ohiasidoras
a young gay man: “Men adore you, do more for you...” The image appears to be a
precursor to Hockney’s later focus on the iconography of Southern California—the
beaches, tanned blondes, an entire way of life. This romanticized view of southern
California would have resonated profoundly for an adventurous young man who had
grown up in a northern English climate, and, as discussed earlier in this chegpter, t
practice of using logos, slogans and other images derived from magazineswasnc
among young British painters during this perféddockney’s use of the Clairol bottle in

Plate 3 speaks to this practice.

8 See discussion of the early 1960s Clairol ad inelaHeffernan, “Hockney Remakes Hogarth: A Gay
Rake Progresses to America,” in James HefferBaittjvating Picturacy: Visual Art and Verbal
Intervention(Waco, TX: Baylor University Press, 2006).

8 Richard Hamilton’slust What is it that Makes Today's Homes so Dififei®o Appealinga seminal
work of Pop Art, features a nude male bodybuildet his female companion in a cluttered room filled
with mass-produced objects and advertisement logbs. scene presents a notion of an advertisement-
driven, idealized 1950s-era sense of domestidityckney, during this period, also began to employ
images of muscle men, but with an additional elem&homo-eroticism.
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In Plate 3A (figure 64)The Seven Stone Weaklitige new blonde now strides
toward two male joggers; one jogger has the number “8” on his tank top. Although they
jog past him, the print refers to a highly new visibility for the rake. With lhistheas a
blonde, he is now entering a marketplace of sorts. With freshly lightened codkéhe r
has gained greater potential for becoming an object of desire. For Hockneyrrtalif
itself is signified by blond hair, and this is merely one way that the seris\pith
semiotics. A palm tree with striking orange fronds is situated just behindkbeat left.
Visual complexity is conveyed through a trunk that mimics the stiffosdity of
Hockney’'s body and offers a vibrant splash of color to counter the linear details of the
scene. In addition, the tree may also signify the illusion of a paradise thsttasijside

of Hockney's reach.

In the scene, Hockney’s erotic gaze of longing at two male joggers esplor
themes of desire and the social implications of physical beauty and homoerot#disp
the rake’s newly-blond hair, emphatic marks call attention to the dradtimstiie rake’'s
appearance as well as to his sense of loneliness, failing to attract tieraté the two
male joggers. Next, the rake seeks to improve his body as Plate 3A suggdsts. Int
image, the rake watches the two highly fit runners who, in passing him, evkioce of
rejection. The runner at right with the number 8 on his back has one leg lifted up in a
manner that suggests that he is, inadvertently, kicking up dust as he goes past.Hockney
The scene is reminiscent of the Charles Atlas comic strip advertisenfehe 1950s
(figure 65). Here, a muscular man is playing beach ball and mistakenly kicks sand

towards a thin man and his female companion. When the slim man responds, he is
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threatened by the larger man. Later, after participating in thdeSh&ttas program, the
skinny guy has been transformed into a muscular he-man who heroically takes his
revenge. His female companion then thanks him for becoming “a real maalldftém
effect, Hockney's rake participates in a similar “before” and raeenario that
involves defining the qualities of masculine identity, an overarching thetheawi

Hockney’'s (and Hogarth’sé) Rake’s Progress

If Plate 3A is a continuation of the beach scene that begins on the other side of the
“Door that Opens for a Blonde,” then that beach environment may be considered a form
of outdoor sexual marketplace. As such, the scene may be associated, in terms of
narrative, with Hogarth'’s third scene in the series, a brothel scene. Hedadttiel
scene, however, may be linked more closely with Hockney’s next scene, Plateiswhic
set in a gay bar, an intimate environment that is largely for adults, and one more
pointedly infused with open displays of desire and the establishment of sexual and othe
intimate relationships. In Plate ihe Drinking ScenéFigure 66), the rake has found his
way to a gay bar and is accompanied by a love interest. Hodatitigel scene has now
become a gay bar framed by a tasseled curtain. At left, two male figtindsacks
turned to the viewer stand at the bar. The mustached bartender, barely visiblgéein prof
at left, moves toward the couple. At right, two men, perhaps the same couple, exit the
bar. Above their heads, the bar sign is executed in red with a Cupid’s arrow signtand jus
below that, the series title stamp is printed in red. Both the bar sign and thearage st
are used at top right as counterpart to both the black lines of the two exiting men and the

textured grey hues of the aquatinted “main event” at left. Above the tithe @iate in
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the upper right corner, an arrow points to the bar. Below the blocky text denoting
“BAR,” the arrow is also a Cupid’s arrow or phallic symbol. “BE” is writtarldarge

blocky text at left of the couple, possibly a reference to “Beer.”

Most strikingly, Hockney’s sparsely-populated bar scene differs from Hogar
crowded and chaotic brothel scene in its spatial composition. It was as thoughyHockne
meant viewers to concentrate more closely on the rake, and meditagmnarrative
rather than become distracted by a larger indictment of others in the saarieetds
scene appears almost Zen-like in its sense of calm, an interpretation wisiah lfiak
with the idea that Hockney’s bar scene may be viewed in a more positive light. Read in
this way, it deals with an individual who is coming into his own mature sexual identity
rather than undertaking activities marked by reckless, youthful excessdistinctive
here is the anonymity of Hockney’s couple whose backs are turned to the viewer. The
bartender is is also obscured, barely visible at left. Hockney’s scene isahatintrast
to Hogarth’s chaotic, turbulent figures that face our gaze in a highly diaater.

Hogarth has spread his characters before us, presenting us with agtiliatv of the
revelers. Their partially disrobed bodies and duplicitous gestures are on display
polar opposite of Hockney’s placid scene of the rake’s burgeoning cladtyedf-

awareness.

In Plate 4A (figure 67), subtitlellarries an Old Maid Hockney critiques
marriage for social gain, just as in Hogarth’s earlier series. Mgsfisantly, Hockney

employs the formal, stiffened quality of ancient Egyptian sculpture tarscwie the
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sense of disconnect between the pair during the marriage ceremony. As in niigh of t
series, and in keeping with the relation to Hogarth, Hockney used symbolic edément
signify larger concepts. Here, the church where the wedding takes placeebecom
signified as a mere Gothic arch. This symbolism is made much more draynte b
emphatic marks or rays that reveal that a major undertaking is occurtimig te space.
The rake is at left, within the arch, and his left arm is linked that of tex sloman. Her
lack of significance is underscored by the fact that she is largely obsawskddowy
figure drawn with a surfeit of agitated, slashing lines that servetteefunbliterate her
presence. Her overall effect is of a hairy monstrosity, and Hockney, accordieagly
slightly to his right, inching away from her cloying presence. The woman’s mos
prominent feature is a pointed, rocket-like breast that juts forth, seemiegtyiaran
unnatural position. Hockney depicted similar breasts on the figure of Mah&sodan
Plate 2A; they evince his utter difficulty in representing women'’s bodiesleViii are
provided with a mere glimpse of the wife, with her wedding dress and fulldlippe
countenance in profile, the rake, by contrast, is much more readable. He id dresse

pair of boyish jeans and a t-shirt that reveal his casual attitude towardsiitials.

Significantly, Hockney's homosexual identity is codified in his manner of dress
His jeans and t-shirt signify a particular gay male aesthetic, a fofgayp macho style”
rooted in the 1950%. According to Robert J. Corber, middle-class gay men developed a

form of “gender presentation that drew on working-class masculinities andvbled

% Robert J. Corber, “Cold War Masculinities,” in Miel Kimmel and Amy AronsoMen and
Masculinities: A Social, Cultural and Historical Eyclopedia VVol. 1 (Santa Barbara, CA: ABC-CLIO,
2004), 164. Also see George Chauncggy New York: Gender, Urban Culture and the Malohthe
Gay Male WorldNY: Basic Books, 1994) for details on this shiftring the 1950s.

137



bodybuilding and the wearing of leather jackets, tight-fitting jeans @nshiets.®®

Corber also observed that actors Marlon Brando and James Dean cultivated this
“rebellious masculinity” that had been drawn from gay male culture, proted|gg
“beefcake magazines” that ostensibly focused on health and fitness yelegrovi
homoerotic conterft. Hockney, for his part, had been collectPlaysique Pictorial
magazines since his days as a student at the®®#&oduced in Los AngeleBhysique
Pictorial was part of a genre of “beefcake magazines” that promoted bodybuilding,
health and fitness, glorified the nude and semi-nude male body, and slygddater
homosexual meff. These magazines, which documented a burgeoning gay culture in
1950s Los Angeles, would later become the inspiration for Hockney’'s shower paintings

of the 19605°

Marries an Old Maids one of the few scenes that have a direct correlation,
including a similar subtitle, with Hogarth'’s earlier series. Hogarthen&¢ive, called
The Rake Marrying an Old Woman set in Marylebone Old Church, which had become
“ruinous and dilapidated in the first half of the eighteenth centlirydbgarth’s crowded

scene is filled with a presiding parson, a spider-webbed donation box, the older woman’s

% Ibid.
8 Ibid.
88 See Paul Melid)avid HockneyManchester, UK: Manchester University Press, 1995

8 See F. Valentine Hooven IBeefcake: The Muscle Magazines of Amef@alogne, Germany: Taschen,
1995) for discussion of the 1950s roots of thisrgerf male-centered magazines.

% Hockney referenced a cover from the magazinedri®62 work entitledlife Painting for a Diploma
%1 George ClinchMarylebone and St. Pancras: Their History, Celdbst Buildings and Institutions

(London: Truslove and Shirley, 1890), 16. Clinatad that Hogarth’s scene is “regarded as the best
representation of the interior” (16) of Marylebad&l Church.
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attendants, dogs that mimic the gestures of the mismatched couple, and an enstliing braw
in the background as Tom’s mistress attempts to stop the ceremony. The argyasour

light in this darkened, gloomy scene is from a round-arched window that is partly
obscured by a supporting column. Hockney dispenses with all of the extraneous elements
found in Hogarth’s scene, and extracts a singular object: the window with the rounded
arch which he modifies, turning it into a pointed Gothic arch. For compositional
complexity, he includes a reddish smear of color at right that points draryaticidie

right, balancing the darkness within the Gothic arch that tilts towards theieficking
Hockney’s subtle movement away from his bride. Hockney has used the color red here
for compositional purposes but also to highlight the tragic consequences thaswiill re

from the ill-fated wedding. In fact, Hockney’s frenzied, curved lines suggegties of

flame. They evoke the hellish, fire-and-brimstone consequences of eenagiage

based on subterfuge and deceit.

Plate 5 (figure 68) i3he Election Campaign (with Dark Messag&)left, a
suited politician floats upward as two text bubbles flow from his mouth: one is merely a
blackened blur, an implication that the message is meaningless and/or ominou)evhile
other bubble states: “VOTE PRIMARY DAY SEPTEMBER &tc etc etc etc etc etc etc
etc etc etc.” Two shadowy figures appear to be passing (ratimgpdlgang attention to)
the politician at his sketchy, makeshift podium. At bottom right are scrawledbtios:w
“BAR CLOSED.” The two men, perhaps the rake and his companion, appear to have
walked away dejectedly after finding that the bar is closed for the day'daink

message” may mean that the candidate’s words are empty or deceitful. Jonathan
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Weinberg recalls that Peter Adam earlier suggested that the “darkg@eissdor the
rake and his companion, that the bar is cloéedagree with this observation, but also
suggest that Hockney plays with the “dark message” of political rhetoricsa¢jae
likely spiritual sustenance found in Plate Z&e Gospel Singing (Good Peopldjhe
scene refers to the presidential campaigns of Kennedy and Nixon, and notBaithat
are closed on election day.” In light of Hockney’'s meticulous studies oktingesof
artists that he appropriates, the subject matter of this plate may atsotoeHogarth’s
well-known An Electionseries, perhaps more than having any direct referenfe to
Rake’s ProgressYet, in Hogarth’€lection the larger theme is a critique of corruption
in elections, particularly in regards to the Whig and the Tory parties in Okfred$
Here, in Hockney's scene, politics affects the temporary closure of edrseguences
that are decidedly not life-threatening or tragic). Yet the largeragedsere is that
political decisions have an impact, however insignificant, on day-to-day edivithe
insignificance of the closed bar is reiterated in the scene by théadathé sign stating
“BAR CLOSED?” is dark and miniscule in comparison with the red political rhetari
color that may indicate that the politician’s words are fiery, loud and/or ggnan

assault on the senses.

92 See Jonathan Weinbergnbition and Love in American Aflew Haven: Yale University Press, 2001),
156.

% In the series, Hogarth sets his four scenes ictiafialized rural town as a means of referenciog h
both parties had been critiqued for lavish spendimgolitical celebrations or “entertainments” tghs
gain support. See Mark Hallett, “Patriotism, Paittrre and Politics,” in Mark Hallett and Christine
Riding, eds.Hogarth (London: Tate Publishing, 2006).
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In Plate 5A (figure 69), oviewing a Prison Scenéhe rake watches a prison
scene on filn?* On screen, a male couple is chained together at the wrist. Hockney has
established two distinct scenes: the film at left that is being watchdw lbgke, and an
illusory image of a prisoner at right with numbers emblazoned across bis The
figure at right likely represents the rake’s possible future as a priséieeordingly, both
he and the naked prisoner figure are linked via a shared, pale or non-shaded
representation and also through the runway-like, textured aquatint ground thdsexte
from the rake to the wall behind the prisoner. In another sense, the rake’saphysic
depiction, as an armless and legless individual, evokes the sense that he feraisof a
prisoner, trapped in a body with tremendous physical constraints. The ride is a
trapped in another sense, as the seemingly powerless subject of the vievoen's, or
imprisoning gaze. Hockney has also used a red “Rake’s Progress’atitle as the sole
source of brighter color, and it serves to demarcate the boundaries betweenrégnonsc

action and Hockney’s world as passive viewer and/or as passive subject.

The onscreen male figures, one in a black suit and one naked, are both shown
with their heads obscured, emphasizing the anonymity of prison life. In the context of
Hockney’s series, with its narrative of an awakening homosexual identity ethe lsas
become eroticized in its depiction of a scene solely populated with malesfigBeyond
the reference to bureaucratic systems of prisoner identification, whatriglé of
numbers in this work, besides the obvious reference to the numbers assigned to

prisoners? Could it mean that Hockney is making a positive statement about

* The scene may relate to HogartBsdlamscene irRake’s Progressn which wealthy voyeurs tour
Bedlam to gawk at the incarcerated.
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individuality, as opposed to the notion of following the rules of a heterosexual yjorit
Furthermore, does the prison, in Hockney’s narrative represent a politicamestrof
containment, restraint and punishment resulting from signs of difference. Or does
Hockney propose the notion of a prison in the sense asserted by the French novelist and
existentialist philosopher Jean Gefretror Genet, a gay man, the prison represented “a
fabulous world,” a romanticized site marked by “a life amongst men whom my
imagination and desire wish to be of rare moral bealitjiéckney’s rake might feasibly

be read in this way, particularly in light of the fact that the final sceneagppe

considerably more celebratory than Hogarth’s fBedllamscene.

Plate 6 (figure 70) is entitlddeath in Harlemand itfocuses on an image of an
African American woman, lying in state at a funeral in Harlem, New Y@tikright of
the Harlem scene, the rake is executed in the form of a miniscule head andiblst w
gazes at an angel who kneels with hands clasped in prayer on top of the coffin. Rather
than flowers, a framed painting of a flower adorns the wall above the coffiniméige
was modeled from a photograph (figure 71) by famed Harlem Renaissance photographe

James Van Der Zee (1886-1983). Van Der Zee's photograph appe@&eciliBeaton’s

% By 1950s, Jean Genet (1910-86) had become arcifignie in gay communities, having publish@dr
Lady of the Flowerin 1942, an affirmation of his identity as homasalx He became known for his
political activism and support for those who hadrbdisenfranchised, evidenced by his support fer Th
Black Panther Party and for Algerian immigrants vitaol been brutalized by police forces in Parist Fo
discussion of Genet’s activist efforts, see Edmfidte, Genet(London: Picador, 1994).

% Genet's concepts of the prison as a somewhat gssiye site of desire and belonging are discussed i

Chapter Four of Gene A. Plunkihe Rites of Passage of Jean Genet: The Art anithétes of Risk-
Taking(London: Associated University Presses, 1992).
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New York’ The book was an animated, humorous and gossip-filled account of the
glamorous social exploits of the English photographer and stage designer Tigur

during visits to New York in 1929 and in the early 19%0$iockney’sDeath in Harlem

is drawn directly from Van Der Zee’s Victorian and Edwardian-inspiredoginaph,

which incorporates superimposed images of angels and other religious iconcayndphy
floral elements® Hockney'sDeath in Harlemscene is also significant for its reference

to Cecil Beaton’s New Yoyland Hockney owes part of his drawing styl&ake’s
Progressto Beaton’s wistful sketches that accompanied his lively and humorous
anecdotal account of New York’s diverse neighborhoods and social scenes. In this
incorporation of Beaton’s drawing from a Van Der Zee photograph, Hockney has linked

himself to Cecil Beaton and Beaton’s much earlier visit to New York.

Art historical scholarship has not fully examined the relationship between
Hockney’'sA Rake’s Progres<ecil Beaton’s New Yorknd the general drawing style of

Beaton (figure 73j%° At some point during the 1960s, a friendship developed between

7 See Cecil BeatorGecil Beaton’s New Yorfehiladelphia and New York: J. B. Lippincott Compan
1938).

% Cecil Beaton (1904-1980) was a well-known Engfisshion and portrait photographer and stage
designer. For discussion of his life and work, See Hugo Vicker<Cecil Beaton: The Authorized
Biography(London:Weidenfeld and Nicolson, 1985).

% See James Van Der Zee, Owen Dodson and CamilepBjHarlem Book of the DeagDobbs Ferry,
NY: Morgan and Morgan, 1978).

1% For example, the following texts engage directihiockney’s process for constructing fRake
prints, yet they omit or only briefly mentiddeaton’s New Yorks a stylistic referent: Peter WelBmrtrait
of David HockneyNew York: E.P. Dutton, 1988), who incorrectly nethat Hockney employs a
“photograph by Cecil Beaton, ‘Death in Harlem” (4&)dDavid Hockney: Travels with Pen, Pencil and
Ink; Peter AdamDavid Hockney and His Friend8ath: Absolute Press, 1997), for example. Omlg o
text (Webb) mentions that the Harlem scene is f@#uil Beaton’s publication, incorrectly attributitie
photograph to Cecil Beaton rather than creditingdtual maker, James Van Der Zee. The authos note
that “The images come from Hockney’s recollectiohdlew York, his sketch-books and, in one case, a
photograph by Cecil Beaton, ‘Death in Harlem.” (Weh3).” It does not mention that the work is fram
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Beaton and HockneY* Beaton, the famed fashion and portrait photographer, and
Academy Award-winning designer for the stage and screen, must have megudbe
lively, glamorous life that Hockney sought in Los Angeles, intensified by théHat
Beaton was openly bisexudf It is striking that Hockney chose to reference an image
from Beaton’s book in a narrative about his own visit to New York. Both Hockney and
Beaton were English, linked through a similar sexual identity and both viseedvidrk
City, Beaton in the 1930s and Hockney in the early 1960s. As British gay men, both
functioned in New York as outsiders who encountered an entirely new socidl w
These factors may have led to an emotional detachment that peristed deflgight in

spectacle that characterized both of their diary-like ruminations on NekvGity.

photograph by Harlem photographer James Van Der&eansurprising mistake in light of the fact thmat
the book, Beaton discusses “a Harlem photograghegfeat detail and includes numerous Van Der Zee
photographs without crediting the African Amerigamtographer. Beaton also includes a photograph of
Van Der Zee with the simplified caption “Harlem pbgrapher”, but never once identifies Van Der Zge b
name in the entire chapter. This omission is elytin keeping with Beaton’s colorful yet highly
stereotypical commentary on African descendantautijinout the text. Examples of these racially-
problematic comments include the following: “Thesmple are like children. Like children, they abul
hardly be expected to remember that on this dapymaars ago, Abraham Lincoln was born (p. 171);
“The Haitian is usually religious, speaking Fremetd English, proud of his historical tradition atie to
develop independently of whites” (p. 173) and “Qdeshe Savoy, a white youth with girlish hands, hi
face slashed, his eyes blood-filled, fumbles intaxa Perhaps negroes have beaten him up” (p- 171

101 Hockney would sit for Beaton portraits in 196869, 1970 and 1971. Again, here was another
historical figure that Hockney chose to referemraulate, study, examine and pay tribute to in faskw
Beaton’s glamorous life was certainly a draw forckleey who, by the 1970s, had become a star inviais o
right. The friendship developed despite the faat Beaton was displeased with Hockney's drawirigs o
him. Visitors to an ailing Beaton in 1970 includddckney, and Hockney was in attendance at a supper
party at Pelham Palace that was filmed for Davideya film “Beaton on Bailey.” Vickers also note$
Beaton’s National Portrait Gallery exhibition in@®that “All Cecil’'s worlds were represented. Ries

old friends like Freddie Ashton, there was EvarmgeBrice, David Bailey...Patrick Procktor, David
Hockney and Normal Hartwell.”

192 5ee the following Beaton texts: Hugo Vicke®gcil Beaton: The Authorized Biograpfiyondon:
Weidenfeld and Nicolson, 1985); and Philippe Gaaret David Allan MellorCecil Beaton: Photographs
1920-197QNew York: Stewart, Tabori and Chang, 1995). Aksee chapters 12-13 of Hugo Vickers,
Cecil Beaton: The Authorized Biograptiyondon: Weidenfeld and Nicolson, 1985), for distan

Beaton’s bisexuality, including his unrequited infation with the wealthy English art collector and
benefactor Peter Watson (1908-56), and his tenaffass with women, including film star Greta Garbo
(1905-1990) and British socialite Doris (DelLavigoe)Lady Castleross (1901-42).
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Death in Harlemmay be closely linked tdhe Gospel Singing (Good Peopie)
its overt reference to religious imagery, and hence should be included as ket anot
image of “The Good People.” The rake’s head is turned away from the coffia, a
number of abrupt motion lines indicate that he is moving away from the scene after
viewing the body. The rake’s viewing of the deceased figure may be viewddras et
warning, like theMedusapainting in Hogarth’Marriage-A-la-Mode of what was to
come if he continued a path of reckless behaviora way, Plate 5A and 6 may be
considered companion pieces. In both scenes, the rake faces the possible consequences
of his actions: the prison and/or the funeral home. Hogarth’s Scdime Rake in
Prisonmost closely approximates these two scenes that reveal signs of Tomr'seem
Tom is surrounded by an angry wife, a jailer who shows Tom a debt ledger, and a young
boy who demands payment for the tankard of beer that he has just delivered. As in
previous scenes, a small window is the only real source of light in the gloomynekrke

scene.

That Hockney indexes spirituality Death in Harlems significant. Here, the
body of a Black woman is seen as a form of warning for the rake. It must also be
considered alongside the other image in the series that includes angir@s®f an
African American woman, Mahalia Jackson. In Plate PiAe Gospel Singing (Good
People) Jackson’s presence is an instructive one for the rake. Jackson’s body and
animated exclamation of “Hallelujah” literally points towards heaven. f@iations as a
morally-instructive sign for the rake, as does the notion of karmic jubatéstprovided

by the Black woman who lies in the funeral home, surrounded by angel figures.
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Hockney’s incorporation of these two women within scenes of moral presage must be
related to the stereotype of the Black woman as a “Mammy” fijtirelockney’s two
Black women are both matronly, signifying a closer link to the Black “mamigyié

that emerged in popular culture in the United States in the 1&3@uring this period,
planters began using such narratives to romanticize the notion of slavery as bgnevole
and slave ownership as honoralifeAs Micki McElya has written, the idea of “the
grandmotherly mammy, described as a beloved cook and a loving caretaker, veaks offe
in response to abolitionists’ charges that the institution of slavery was winautke

sexual depravity and the rape and concubinage of black women by whité’h#ntiite
patriarchal fashioning of this woman of “advanced age or wide girth” agsled with

an image of loyalty to white families and her function as “disciplinarianhotew
children.”*®” Hockney’s use of these two figures, as morally-instructive, spiritual
guideposts, were likely informed by constructions of the “mammy figurell hrea

various connotations of maternal comfort and wizened, disciplinary instrucign
Hockney's use of these figures may have been a counter to Mahalia Jacksan'shiée

civil rights movement, a form of “anti-mammy” representation.

193 Both Hockney and Beaton would have been exposeddio imagery in the many Hollywood films that
were shown in Europe in the early twentieth-centu®ge John TrumpbouBgelling Hollywood to the
World: The U.S. and European Struggle for Mastdrihe Global Film Industry, 1920-195Cambridge,
UK: Cambridge University Press, 2007).

194 5ee Micki McElyaClinging to Mammy: The Faithful Slave in Twenti€Bntury Americ§Cambridge,
MA: Harvard University Press, 2007), 4.

105 hid.
108 1hid. 8.

97 pid.
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In Plate 6A (figure 74)The Wallet Begins to Emptiye old maid, the curator and
the phallic Washington Monument stand at the top of a set of stairs, banishing the rake
because he has over-sp&fit.They point toward the bottom of the stairs, urging the rake
to leave their presence, and he descends with his head bowed in shame. Pinkish clouds of
humiliation emit from the rake’s descending form as he goes “down” ths, giagsibly
a reference to a Dante’s Inferno-like movement from heaven to hell. The teanpaeks
appear to denote shame as the disgraced rake is banished by the gospel singer, the
MOMA Curator, and the obelisk, representing the Presidential “good people,” H&xkney
place in history or a form of masculine power. On the other hand, since Hockney has
depicted the most phallic of the Presidential monuments, the obelisk may represent

banishment from a world of male homosexual desire and engagement.

Hockney explores the theme of luxury or excessive spending in a number of
ways. Hockney's reference to the emptying “wallet” in the title Sigmeconomic
failure, as well as his excessive spending on alcohol and his vanity-drivengauoéha
hair dye. The rake’s progress down the stairs is a form of moral desceshramni
from the distinctly different worlds inhabited by the three entities sitLat the top of
the stairs. Each figure represents a different realm. The old maid iemalgresence
who evokes domesticity, and Lieberman the curator signifies the art world. The
Washington Monument in particular is associated with the Declaration of Independen

drafted by Congress in July 1776 while Washington was in office. Its loftisidea

198 The “old maid” from the marriage scene bearsi&isg physiognomic resemblance to the Mahalia
Jackson figure from Plate 2A. This linkage of the& maid and Mahalia Jackson may be due to thetffiatt
both were equally outside of the rake’s sexuak®sand hence interchangeable.
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included themes of liberty and the pursuit of happiness. These concepts ard televa

the underlying themes of Hockney’s series, namely personal freedom, or an sgennes
defining personal identity and the pursuit of a life of pleasure. In Hogartfiteenth-

century London, these qualities reflected a kind of immoral egotism and sedishne
certainly if taken to the extreme. By contrast, in Hockney's series) #&t iL960s and
produced by a London-based student, these ideas represented aspects of positive
rebellion. In the context of Hockney’s own environment before his trip to the U.S.,
youth-oriented London emphasized consumer-based optimism and hedonism. This was,

quite literally, worlds away from Hogarth’s central message ofaiesif®

Hogarth and Hockney’s rake figures refer to two forms of personal freedom, one
that provides a kind of lip-service vision of God, country and righteous living, and
another that deals with much more vernacular aims: the freedom to linger atgay ba
brothels and engage in rebellious pleasure. If seen in this way, both rake $jgeakgo
a form of individualism, yet Hogarth’s rake is decidedly punished for his activities
Hockney's rake is deluded by fantasy, illusions of a perfect, “fun” life thattawwim

once he enters a world of blondness and bodybuilding.

In Plate 7 (figure 75), dDisintegration the rake’s body is literally breaking apart,
and his upper body begins to break up into pieces. Here, the emphatic rays indicate the
aggressive mental and physical self-destruction that is currently tallkiog as a result of

his excessive alcoholism. His nose falls off, and his head and neck are breaking away

199 See David MellorThe Sixties Art Scene in Lond@rondon: Phaidon Press, 1993) for discussion of
London during this period.
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from the chest. This image functions much like the figure in Derek Boshiell's w
knownldenti-Kit Manof 1962 (figure 76).Identi-kit Manspeaks to the ways that

advertisers attempt to define identity through products. Halo-like emphatis

surround the rake’s head, and an orange, fuzzy, amoeba-like blur of color has been
rendered above him. All of these aquatint blobs, smudges, colors and shapes represent
actions or emotions, and complement and/or provide texture to the linear qualities of
etched sections. In this case, the pinkish-orange blot of color is used to emgteasize t
tragedy and violence of his emotional and physical disintegration. On the other hand, the

pinkish cloud may represent the rake’s impending transition into an openly gay real

A checkerboard pattern on the tablecloth rests below the glass of whiskey, and a
huge $5.00 sign is at left of the glass. The name of the particular brand, “BEELOW
BLENDED WHISKEY,” is imprinted on the glass. Here is yet another pa@tion of
logos and advertising. The significance of the drink, and its relation to the naofative
alcoholism, is underscored by its massive size, nearly three times the thieeake’'s
head. Hogarth’'The Rake in Prisoacene references the rake’s alcoholism through the
presence of the young boy who demands payment for a frothy beer that he &as plac
before the rake. In this way, Hogarth points out how the rake has irresponsibgdorder
beer despite the fact that his family is imprisoned with him in debtor’s prisoa. |
similar manner, HockneyBisintegrationrelates to a number of brothel and gaming

scenes in Hogarth’s narratives, critiquing the vice of alcoholism.
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Plate 7A (figure 77) is subtitledast Asideand appears to evoke the Biblical
Jonah and the Whale narrative. The hand of God tosses the rake’s torso into the mouth of
a large serpent with curved lines on its side. Here is Hockney’s version obtitle of
hell, embodied in the form of a serpent with all its Biblical associations of sipfaéon
and desire. Most strikingly in this scene, the rake as bust most closely ressamble
inorganic chess piece or pawn, a figure to be manipulated within the confines of a board
game. This sense of an inanimate figure harkens back to various scenes ih’slogart
“modern moral subjects.” An army of figurines adorns the mantelpiece in Scene 2 of
Marriage-a-La Modeand a young servant plays with auction house figures on the floor
in Scene Four of the same series. Such a reading suggests that Hockney’'a rakee
pawn in a sequential narrative that is marked by all the heightened drama of gdyoard

(or theatrical performance for that matter).

This reading, the rake as board game figure, may be supported an additional
factor, which is the checkerboard pattern in Plat@iZiiitegratior) that has a glass of
whiskey resting on it. This pattern could also be read as a tablecloth pattetrrs yet
positioned on a square, billboard-like form that suggests a “board” as well. itioadd
many of the human figures and building structures are distilled into symbolic
representations, a set of truncated and isolated human figures and objecesditaated
in a spare environment. They also recall board game pieces that maydzkasioifind
the “game” at will, just as the rake is tossed by a large hand into the mouth péat ser
In this way, board games provide a simplified view of life and chance. The game’s
players are empowered, like the “hand of God,” to choose a path through skill and moral

judgement.
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In addition, as discussed earlier in this chapter, Hockney had frequently echploy
numbers as symbols. His choice to produce 16 prints may also relate to chess, played on
a square-checkered board with 64 squares in a grid formed by eight rows and eight
columns. Most significantly, each player begins the game with 16 peces, and, if
Hockney’s rake series is envisioned as a game of checkers insteadkatpgayed on an
eight by eight squared board with pieces that are traditionally, black, whited, the

only colors used in HockneyA Rake’s Progress

Another board game that may have influenced Hockn&ast Asidds the board
game which originated in ancient India called “Snakes and Ladderstefig)*'°
Highly popular in Britain as a children’s game since the nineteenthrgeritis based on
instructive themes of morality, and is characterized by a set of sgbhatesgresent
virtues and vices. Squares of virtue on the original game include faith, generosity, and
knowledge, while vices include vanity, lying, drunkenness, debt, pride and lust. Also in
“Snakes and Ladders,” snakes represent vice, while ladders signify googksjualit
Accordingly, Hockney’s set of stairs may represent a form of ladderisestupwards
towards a celestial realm while simultaneously providing a route to a désgente-
filled route is chosen. HockneyAsRake’s Progresmay fit more closely with “Snakes
and Ladders” based on their shared themes of morality. It should also be noted that, in a
larger sense, the board game reference fits closely with Hockneyatieviscof popular

culture, already present in the series through his allusion to advertising.

110 5ee David Parletfhe Oxford History of Board Gaméxford, UK and NY: Oxford University Press,
1999).
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In Plate 8 (figure 79Meeting the Other Peoplanother distinction is made
between the good people and others. The rake is wearing a radio station slogan on a t
shirt that declares “l swing with WABC,” a reference to a New York €itjo statiort™
The rake is at the very bottom of the stairs, and an image of him entering yhef laod
figure with the headphones suggests his landing. The rake has come full circle,
descending to the ground again, and the lines emitting from his back look far less like

angel wings. This time, they merely suggest movement or transformation.

Significantly, Hockney has depicted the figure at the bottom of the stairgawi
visored German panzer (tank unit) cap. The German panzer, or armoured tank, forces
were first formed in 1935, and they were known for skillfully orchestratingntbigile
warfare campaigns of the 1939 Gerniitzkieg(or Lightning War)**?> Hockney had
frequently worn a German panzer cap while a student at the RCA. Accordingto fell
student Derek Boshier, Hockney wore “a blue boilersuit and black desert boots and had
crewcut dark hair surmounted by a German Panzer tank unit'¢aps noted, Hockney
cultivated an image of himself as eccentric and unique. The German panzer gaptwas
of his carefully-constructed image, a marker of difference that playdwiions of
individuality while simultaneously signifying the anonymity of a uniform. Wiguld
Hockney incorporate an image of a German tank unit cApRake’s Progressa

narrative about distinctions between personal freedoms and those of “the masses”?

M1WABC is now known as “NewsTalkRadio 77.” Befor@82, WABC featured a Top-40 format.

12 5ee Stephen Hart, Russell Hart and Matthew HughesGerman Soldier in WWOsceola, WI: MBI
Publishing Company) for details on uniforms andeotthetails regarding the panzer forces.

113 peter WebbPortrait of David HockneyNew York: E.P. Dutton, 1988), 20.
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The answer may be found in the final Plate, or Plate 8A (figure 80), called
Bedlam. The print’s title is delineated by large bold orange text with a profusion of
scribbled orange lines behind it. The bodies and clothing of the five male figates t
have transistor radios are absolutely the same. Their positioning also limksittethe
prisoner, who has numbers scrawled across his chest, whereas these haveladestirt
in the same space. It should also be noted here that these figures may ald@be rea
references to Holocaust camps. It is as though all have been programometicmfin a
similar manner, a critique of social restraint and conformity. Each fiag@lslogan on
a t-shirt: “I swing with WABC”. Positioned like a row of robotic soldiers, they
virtually indistinguishable. Only one, the second from left, has a miniscule atopw

his skull, identifying him as the rake.

In previous scenes in the series, emphatic marks indicate actionsngeinte
emotions. In this case, the singular arrow is used to identify the rake withiowtloé
figures. For much of the print series, Hockney's rake is never truly pdmesé scenes
until, perhaps, this final plate, in which he joins a group of similar “types.” Fokridyc
perhaps, whose individuality has been carefully cultivated from his eatyg g8 a
student, the anonymity represented by Bedlam is his own personal version of hell.
Hockney’s sense of himself as an historically-significant artist is ypoldlidisplay in his
self-representation iA Rake’s Progresand in the aforementioned works entitMgself

and My HeroesindHomage to Picasso
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In Bedlam just below the title at top and plate number is scrawled “MALDEB,”
or bedlam in reverse, as if looked at in a mirror, executed in the uneven, hastiy-draw
spontaneity of graffiti. Hockney has reversed the term to underscore thdéuopsy
chaos of bedlarit This last scene in the series might be viewed in two ways: as a mere
prison scene or as a progressive image of the rake, having solidified histassadth a
larger body of gay men. The final image may be read as a celebratney starked by a
climactic sense of self-awareness and belonging for the rake. Ifs@eiyimuch in
contrast with Hogarth’8edlam which implies a form of death in its association of the

rake with a conventional pieta scene, i. e., the deceased adult Christ in the arang.of M

Returning to Hockney’s use of the German panzer cap, it is significant that
Hockney assembled an army of chess-pieces in the very last séeRake’s Progress
The figures may be interpreted in two ways, with either their backs turned to asingy f
us*® The obvious association with soldiers is not a spurious one. Hockney has provided
each individual with what may be interpreted as either baseball caps oareamzer
tank caps, along with matching transistor radios with headphones. German panzer tank
commanders often wore headphones during their campaigns (figure 81), and these image

closely resemble Hockney's representation of soldier-like figureskrid¢ggointedly

14 Alternatively, “Maldeb” may represent Hockney'stial inscription of “Bedlam” before remembering
that the etching would print the term backwards.

1151 am still more inclined to believe that the figarare not facing us, despite James Heffernan’s
discussion of Andrew Edmunds’ proposal that tharg in Plate 8A are facing us for the following
reasons: the visors that face us, “the delineaifdheir ears, and the rounded little trianglethatbottom

of each figure, which probably represents the Baather than the heels of their shoes.” See James
Heffernan, “Hockney Remakes Hogarth: A Gay RakegyRysses to America,” in James Heffernan,
Cultivating Picturacy: Visual Art and Verbal Inteamtion(Waco, TX: Baylor University Press, 2006), 362,
n. 28.
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aligned the idea of Nazism, or conformity, with those who forgo their pdrserdoms
and “join the crowd.” The figures lined up here lack individuality and any sense of
personal identity. For Hockney, whose entire life and career had been an atempt t
cultivate his own distinctive sense of self, this state of anonymitytrwysa version of
hell. Hockney’s “Bedlam” represents a sanitorium of faceless droneshimgtock-step

in mindless conformity.

Conclusion

It is no surprise that Hockney was drawn to Hogarth and the dramatic tenor of his
works. Hockney remarked of Hogarth’s work during the early part of his careean¥To
English art student, William Hogarth is a great artist. It always sééonme that he had
a very human eye. He understood mankind’s follies and had a soft spot for them, but his
work also shows a certain delight in condemning low [&.”In examining Hockney’s
engagements with Hogarth, it becomes clear that Hockney was drawn to Hoigauhl's
on biting and humorous narratives as a subversive tactic, but he himself subverts

Hogarth’s conformist condemnation of “low life.”

This chapter represents an attempt to answer the following question: Why does
Hockney insert his own body into this work? ArRake’s Progresss in much of his
early work, Hockney is constructing a world, inventing himself, often idealizing or

embellishing his experiences and surroundings. As a college student, Hockney was

116 Martin Friedman and David Hockney, “Designing Beke’s Progress” iRlockney Paints the Stage
(Minneapolis: Walker Art Center, 1983), 100.
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preoccupied with constructing a highly individualistic image of himself, usindesubt
markers and codes of physical and gestural difference that combinedabarevéque,
somewhat affected artist-intellectual persona. In addition to Hogarth, two non
conforming influences must be noted: his vegetarian mother and politically-conscious
father. Hockney recalled that his father taught him “not to care what ijieboeirs
think.”**’ During his years at the RCA, the artist Derek Boshier remembered that
Hockney “had a dry sense of humour and appeared very eccentric and rather shy,
preferring not to look people in the face...His strange appearance and strong northern
accent made him seem like a foreigner, and he played on this during his first isrm. H
friends all had fashionable Italian style haircuts from the local barber.. dud hsisted
on his hair being cut to one eighth of an inch all over his h#8dSuch gestures, along
with a lengthy history of creating works that boldly examined sexusaditigcted
Hockney’'s own natural penchant for rebelliousness. These personal quatthedyce
fueled his decision to draw from the satirical yet highly serious subvesienents

already present in Hogarth’s eighteenth-century modern moral subjects.

A Rake’s Progressust be considered a form of narrative self-portraiture that
documents the early construction of his national, sexual and artistic identityd Davi
Bindman suggests that unlike Hogarth'’s series, Hockney's rake depictrtigieas
outsider, not as social-climbing reprobate. Hockney uses the idea of the rake tosshow

own progress in the urban world of NY in the 1960s, as a kind of innocent (who was)

U7 bid., 3.

118 peter WebbPortrait of David HockneyNew York: E.P. Dutton, 1988), 20.
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fascinated, threatened and alienated by't.This notion of Hockney's rake as
vulnerable becomes even more likely when considering he is often represeétited
the series, as a mere bust. His reduced height gives the appearance oftayouing is

encountering an unfamiliar, overwhelming urban environment.

Hockney'sA Rake’s Progresss, largely, a charting of one individual’s early
efforts to fashion an identity for himself, both as an artist and as a gay nogartliis
earlier series involved themes of “industry and idleness” and playful gepkebic
sentiments that critiqued the social and cultural impact of “foreign” (retehanized)
behavior*® Hockney's series engaged with similar themes, and they have much to do
with postmodernist themes that may be considered subversive in early 1960s Lbadon: t
right to openly identify as gay and the ease of modifying one’s public appedveitit
appropriate funds), and HockneysRake’s Progresalso deals with themes of
industriousness, creative curiosity and agency as it explored the shapingcafinea
identity through assessments of work ethic. But unlike Hogarth’s rake, Hockitpy's f
appears to be much more active in his efforts, capitalizing on his talents, ttaking
initiative to meet with the MOMA curator, visiting Harlem and touring the Mreigon
(foreign) monuments to gain creative and spiritual sustenance, and proacsueig vi
gay bars to find companionship and kinship. While the narratives are not exactly the
same, both series share similar, overarching concerns with the consequencesraf im

behavior and the attempts of a male figure who is attempting to find himself.

19 pavid BindmanHogarth and His Times: Serious Comdtlpndon: British Museum, 1997), 64.

120 As discussed in Chapter One, Hogarthustry and Idlenesgrint series of 1747 is a comparison of
two apprentices, one with a healthy work ethic whewarded in the end, and another who is lazy,
concerned solely with the seeking of pleasure,cmes to a bad end.

157



Hogarth’s rake narrative ends on a tragic note, while Hockney’s appears to be a
celebratory, diary-like glimpse of his American “Grand Tour.” HocknéyRake’s
Progressends ambiguously, with a final scene that may be viewed in a number of ways.
On one hand, the scene may be read as the rake’s failure if it is viewed as acpngon s
Yet, in a more compelling way, it must also be considered a rite of passage, the
successful culmination of the rake (and the youthful Hockney’s) ultimate goaintag
critical sense of belonging, empowerment and personal achievement on the road to a

stable, more focused sexual and artistic idenfity.

Postscript

Hockney’'sA Rake’s Progresprint series was merely the beginning of his
extended relationship with Hogarth. In 1975, he completed a painting eKittby
(After Hogarth) Useful Knowledgé@igure 82), a re-working of Hogarth’s study on false
perspective (figure 83), published by Joshua Kirby in 1754. Hockney produced this
work as a design study, a precursor to his development Bfake’s Progresset designs
in 1975 that incorporated extensive cross-hatching and eighteenth-century intes (figu

84) to evoke Hogarth’s multi-layered graphic stiffe Like Hogarth, whose work

121 am in agreement with Jonathan Weinberg’s obsienvahat “The moral grounding of Hockney’s
retelling of the story is considerably less certaifihere Hogarth would have us avoid the rake'gss,
Hockney sees it as a necessary adventure, thésanitis of passage.” See Jonathan Weinbarmpbition
and Love in American A(fNew Haven: Yale University Press, 2001), 161.

1221n August of 2010, the seventh revival of Hockrseptoduction offhe Rake’s Progresslirected by
John Cox, was performed at Glyndebourne, 35 ydtesits initial performance. See Nicholas Wroe,
“The Rake’s Progress: When Hockney Met Hogaritig Guardian August 2, 2010 for discussion of
what is called one of the Glyndebourne festivaito$t durable successes.”
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evinced the evolving urban spectacle of London in the eighteenth century, Hockney also
populated his scenes with a procession of figures, both animated and immobile, a space
that is densely populated with actors and painted 3-D set components, all inspired by
Hogarth’s work. Hockney also incorporated a great deal of numbers in his designs.
Drawing inspiration from Hogarth’Analysis of Beautffigure 85) that was marked by
Enlightenment-informed systems of classification, Hockney continued Hiesr ese of

numbers to signify the fixing or setting of identities.

The narrative oThe Rake’s Progregzroduction involved Tom Rakewell, who
leaves his beloved, Anne Trulove, to seek pleasure in London. Accompanied by a
character called Nick Shadow, a representation of the devil, Rakewell’'s épsigakes
him through a brothel, marriage to a bearded woman called Baba the Turk and the
auction of his belongings on the way to Bedfd&mHockney’s designs for the theatrical
production, set in the eighteenth-century, did not involve a literal insertion of itesart
body into theRakenarrative for the set desigffs. Yet, they may still be considered an
example of the artist’s explorations of his own identity. Hockney’s work on the
production actually evolved from the success of his print series and both works speak to

Hockney's personal fascination with Hogarth. For the set designs, Hockney studied the

123 The libretto was written by W.H. Auden and Che#teliman. See Chandler Carter, “The Rake’s
Progress and Stravinsky’s Return: The Composer&dving Approach to Setting TextJournal of the
American Musicological Society 680. 3 (Fall 2010): 553-640.

124\When Hockney was approached by producer John i€theisummer of 1974 to design fRake the
artist nearly refused. He had worked on only dwatrical production beforélbu Roiof 1966. Yet a
number of factors changed Hockney's mind: he hahtza opera lover since the age of 12, and he had
already begun a relationship with Hogarth’'s workihwhis highly personal series of etchings. Yet, as
pointed out by Marco Livingstone, Hockney “immedigtmade it clear that he wished to keep the action
in the eighteenth-century rather that updating ib@ had in his set of prints...” See Marco Livingston
David Hockney(London: Thames & Hudson), 172.
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eighteenth century artist’s work quite extensively. He based his sets onsdesig
Hogarth’s entire oeuvre, employing a cross-hatching technique directtyfrake

Hogarth as a unifying element. Hockney's interest in the work of canonicad kst
Picasso and Hogarth, in addition, serve another function besides artistic swesthisanc
guotations of them reflect his serious, concerted efforts as a lifelong stu@ent of
historical precedentThe Rake’s Progresset designs were yet another example of how
Hockney’s confidence in his own place in art history led him to employ appropri{@ati
both emulatiorand contrast), forming relationships with key art historical figures &s pa

of the process of developing his own artistic identity.

Hockney's set designs also reflect a strong, theater-based link betwgarirtHo
and Hockney. As discussed in Chapter One, Hogarth was a friend of the renowned
English actor David Garrick and the playwright Henry Fielding, and magedaa
lifelong interest in theatrical productions. Numerous prints and paintings, such as
Masquerades and Operét723-4),Strolling Actresses Dressing in a Baih738) and
The Beggar’'s Operél790) both referenced, critiqued and celebrated these
entertainment$” For Hockney, his own enduring affinity for dramatic narrative and
performance is clear in the incorporation of curtains in his work, his numeroustpagec
set designer, and his ongoing experimentation with illusion, perspective and spatial

representation in paintings lilkday Within a Play.

125 5ee Andrew Stevenliogarth and the Shows of Lond(vladison: Elvehjem Museum of Art, 1996) for
details on images referencing theatrical entertaimm
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In developing th&kake’s ProgressCox and the other organizers of the show
quite deliberately chose an artist to design the set. In that gesture, they iodfibdol
and expanded upon the connection between art and theatre. Initially, the opera’s
producers had discussed inviting a political cartoonist to design the set, but €£ox wa
adamant that Hockney should be involved with the project. As noted by Cox and Martin
Friedman, Cox was “looking for an unconventional approach that would allude td'the 18
century Hogarthian origins of the Rake theme, yet emphatically modernspithef its
composer, Igor Stravinsky?® In addition, the producers clearly sought the heightened
status that a fine artist (as opposed to a political cartoonist) would bring to that,proje
particularly a well-known artist such as Hockney, who had, by the mid-1970s,eghrner

immense critical success.

Hockney's influence on the entire production would soon be felt. As John Cox
has recalled, “The working arrangement between David Hockney and me wesntliffe
from that normally operating between director and designer. A stage desigmereis
interpreter. With David, it was a case of inviting an artist established in hisigit to
come in and use the operas as inspiration...Normally the director is supremeo@diiter
guestions about what is seen and done, but when you invite someone like David Hockney
to team up with you, you know you will surrender much of your autondfiyliideed,
Hockney took an active, meticulous approach to his development of the set designs.

Hockney utilized the same working processes that he had used in his paintings,

126 3ohn Cox and Martin Friedman, “Hockney at Glyndeibe, “ inHockney Paints the Staged. Martin
Friedman (Minneapolis: Walker Art Center, 1983), 77

21pjid., 78.
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photography and works on paper: extensive research on his subjects, and the completion
of innumerable preparatory studies. The ink on paper sketches sbitliggor Bedlam
(figure 86) actively explored the intricacies of three-dimensionalitpate. Study for
Bedlam with its scribbly, linear figures floating in space, shares a simildiatpa
configuration with Hockney’s earlier print seridsRake’s ProgressMoving on from

the sketches, Hockney then experimented further, building small-scaled®i&lsm
comprised of ink on cardboard suchTasn’s Roonffigure 87). These models
dramatically underscored the relationship between sculpture and installation, a
provided Hockney with a direct path to the culminating components of his design, the
large-scale 3-D painted environment set pieces (figure 88) that would inhabiigghe sta
alongside the production’s actors. Intricate, complex, and executed entirelyspirthe

of Hogarth’s work, these sculptural components stand on their own as works of art.

In the show’s final scene at Bedlam insane asylum, a massive, cratetlitare
dominates the entire stage (figure 89). A masked chorus of asylum residents
intermittently rises and sings from the crate, which has been divided intogeleta
compartments. John Cox and Martin Friedman have written of their decision teeuse t
box-like forms. “As an early idea for this scene, David showed me three or four
characters in boxes. | suggested we should put the entire chorus in boxes. This was the
happiest collaborative coup of all, for | hated the prospect of the singers dormmithe
thing in that awful Actors Studio way of representing madness of all kinds...This way,
we could use the chorus as figments of Tom’s diseased imagination. Again, it was a

guestion of controlling the focus, and it always had to be on Tom. We had already
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included his bed as a direct reminder of the Brothel...The “boxed” chorus completed this
reference to that scene and was, incidentally, the only other scene thétfigot of

level.”?® Hockney’s incorporation of the chorus in fixed boxes resonates with his print
of Bedlam in which the uniform figures with WABC t-shirts and headphones presents a

similar image of anonymity.

The presence of the masked chorus within these compartments is merely one
example that highlighted the heightened interactive quality characteHnckney’'s
entire design. In this section, he has demarcated a particular “sockeil Epabe
residents of the insane asylum. As theorized by Henri LeFebvre, “social space
‘incorporates’ social actions, the actions of subjects both individual and collettive
are born and who die, who suffer and who act. From the point of view of these subjects,
the behavior of their space is at once vital and mortal: within it they develop, give
expression to themselves, and encounter prohibitions; then they perish, and that same
space contains their grave$® Through Hockney’s actual placement of the figures in
boxes, he has conveyed their sense of enclosure and separation from the space inhabited

by those outside of the asylum.

If A Rake’s Progresprint series is a board game, then the set designs, executed
nearly 15 years later, represent a museum to Hogarth. But there inatlseravay that

Hockney maintains control over a setting, an environment, a world, as both projects

128 John Cox and Martin Friedman, “Hockney at Glyndeie,” inHockney Paints the Staged. Martin
Friedman (Minneapolis: Walker Art center, 1983), 84

129 Henri LeFebvreThe Production of SpadOxford, UK and Cambridge, MA: Blackwell Publissg,
33-34.
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signify Hockney’s need for artistic control. In the print series, Hockneys piiee rake as
well as the God-figure who creates and/or controls all. Perhaps,@athéwayscene,

it is Hockney’'s massive hand that tosses the rake into the mouth of the serpeatsein th
design, Hockney functions as the creator who constructs an entire physiediosgas
cast to inhabit, controlling the number of Hogarth-inspired elements and their

configuration in each scene.

In many ways, Hockney'Rakedesign functions as a museum installation, i.e., it
may be seen as a meditation on the defining concepts of the “museum” itself. igldw m
the museum be described today? Curator Bart De Baere describes thgpooaite
museum in this way: “It is an arsenal of possibilities that stores majeriaigiroduced
by major artists, it has lots of space for public events that deal with ttesiahat is a
production center with its own technicians, it is a research center that srspkyalized
researchers, it is an information center with an extensive library, with,video
photographic print and slide collections, and often with an excellent documentation
system.** Hockney’s “museum” catalogues elements from a broad selection of
Hogarth’s works. For example, the auction scene includes curioMesmage-a-la
Modesuch as the stuffed alligator, the wide-eyed trade model from Plated&oé&ge,
also called thénspectionscene, in which Lord Squanderfield visits a quack doctor with
his mistress to complain of the ineffectiveness of the doctor’s pills to coezesd
disease. Hockney’'s ‘Bedlam’ scene Rake the last scene of the opera, includes an

infinite number of references to Hogarth’s paintings and engravings. Cudhad f

130 Bart De Baere, “The Integrated Museum, Siopping the Process: Contemporary Views on Art and
Exhibitions (Helsinki, Finland: The Nordic Institute for Cembporary Art, 1998), 109.
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Hogarth’sAnalysis of Beaufyenthusiasm Delineatednd other works, Hockney's
design might best be described as a tribute to Hogarth’s entire working odulere w

nonetheless subverting Hogarth’s message.

Hockney also evoked Hogarth in his use of crosshatching, the favored engraving
technique of the eighteenth-century artist. Hockney’s use of the technique irseseey
further unites the works in their distinct evocation of Hogarth’s style. Hodttessribed
how he “chose what would have been standard printing colors in theeh&ury. |
bought good German inks; red, blue, green and black. There are no other colors in the
design. | used colors in The Rake mainly as decorative elements. Theyemteady
tints.”®' The finalized set, with Hockney’s extensive attention to the detail, seen in
conjunction with the preparatory sketches and the small-scale 3-D model components

may be viewed as a gesture of homage to Hogarth.

In addition, the auction scene, with its rows of curios, engages with the lengthy,
complex and problematic history of museums. Hockney’s auction scene, seen alongside
its inspiration, Hogarth’8arriage-a-la-Modescene in the quack doctor’s office,

illustrates the complex, Enlightenment-based roots of the museological pnféssi

131 Martin Friedman and David Hockney, “Designing Beke’s Progress” illockney Paints the Staged.
Martin Friedman (Minneapolis: Walker Art Center,8B9, 104.

13270 be more specific, the auction scene encapsutateimber of tenets of Enlightenment thought, hic
had engendered a broad interest in exploratiorcksdification in the eighteenth and nineteenthuréss.
This exploratory sentiment (fueled by nationalis@lpnialism, imperialism, economics and other fegto
and colonial theft in particular, culminated in fhliferation of private collections which wouldtér form
the cornerstones of major museum collections sacfha British Museum. J. Mordaunt Crook, in his
architectural study of The British Museum, stateat t The modern museum is a product of Renaissance
humanism, eighteenth-century Enlightenment andteéreh-century democracy. See J. Mordaunt Crook,
The British Museum: A Case Study in Architectum@ites, (London: Allen Lane, 1972).
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The complex history marking the foundation of museums in Western Europe is clearly
linked to Hogarth’s numerous scenes of amassed curios, of whibhatihi@age scene is
merely one example. Hockney has performed a similar gesture in his catglofjuin
Hogarthian elements. Indeed, one of the most significant components of Hockney's set
design is revealed in the scene at the beginning of Act Il. The scene @@us set at

the home of Tom Rakewell, where Baba the Turk’s collection is being auctioned off.
Clearly based on early museological precedents, the room is filled with & motle
assortment of “curiosities’: bones, a miniature Egyptian sphinx, mummieantskulls,
Classical statuary, shells, bones, winged animals of indeterminate spedjes, a
suspended from the ceiling, a chandelier, a stuffed crocodile and other asgortesl fi
The set, largely based on Plate 3 of Hogartésriage-a-la-Mode incorporates

elements from several “modern moral subject” series. In melding alls& #lements
together, Hockney has, in effect, catalogued Hogarth’s work.Ri&dke’s Progresshe

set design, may be viewed as a museum of sorts, then Hockney’s role has also been
transformed, and he thus performs as artist, set designer and curatoratative same

time.

It might be helpful here to situate Hockney’s explorations of space in the context
of other artworks produced in England and the U.S. during the same period. In the early
to mid-1970s, through post-minimalism in the U.S. and performance art in Brit#sts a
were prodding at traditional boundaries involving artwork and space. Richard hdng a
Hamish Fulton’s traversals (and trackings) of time and space through thehEngl

landscape was drawn from the English landscape painting of J.M.W. Turner and others.
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In the United States, earthworks by Walter de Maria, Robert Smithson, and others
challenged notions of traditional materials for art production as well asdagdn of

exhibition sites.

With Rake’s Progresdike Smithson and others, Hockney also challenged the
location of true exhibition space, adding the theater as museum to the ever+expiahdi
of potential art-sites. It should also be mentioned here that performance dditjiona
to theater) have played critical roles in broadening concepts surroundiagcagsibility,
site, the museum, artist’ working processes, and the art experience. A 1980 ¢mmversa
between performance artists Vito Acconci and Scott Burton encapsulatg®hthese
ideas. Acconci noted that, “[By choosing to] use the space where art actually
occurred...l was shifting my concentration from “art-doing’ to "art-égpemg’: an
artwork would be made for a gallery—in other words, for a peopled space, for aplace i
which there were gallery goers. The gallery, then, could be thought of asraundyn
meeting-place, a place where a community could be called to order, callpdrtecalar
purpose.*** |n addition to its implications for a more public art, Acconci’s remarks hint
at a moral response for audiences in an exhibition space, where a “callintyigbpiy to
“order” (judiciary or governmental system—as in the phrase “law and Qrdea’critical
element of the experience of art. In addition, the notion of “experience” is also
important, a concept which is clearly at play in Hockney’s set designs. Hosknegé

represents an integration of relationships shaped by an environment manipudated a

constructed by the set designer, director, actors and others, all of whaspaianm is

133 Scott Burton and Vito Acconchrtforum (1980).
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required to make it complete. The spectator then completes the relationshiggriddat
documented work, via photograph or video, engages with an ever-expanding audience.
At this point, the ‘museum’ has again been transported to another space outsidksthe wal
of a museunper se Thus,The Rake’s Progresas museum experience, may be had

wherever the viewer encounters the work (or its representation).

Hockney'sThe Rake’s Progresset designs may not be divorced from his print
series as a form of board game. The print series format, a narratifenittained like
the progress of a board game in play, allowed Hockney to continue his explorations of
space and to manipulate human and other “characters” within a 16-part sequence. In a
similar fashion, the later set designs provided Hockney with even gresgc aontrol.
Hockney was empowered to shape an entire theatrical production, this time wsthdife
moveable, human and other chess-pieces. For Hockney, these elements repmesented a

ideal environment, yet another world of his own making.
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CHAPTER 3

Staging the “Black British” Presence: Lubaina Himid’'s Fashionable Marriage

Lubaina Himid’'s 1986 work entitled Fashionable Marriag€figure 91), one of
her most complex and conceptually-resonant installations, dramaticabtgeicene
Four from Hogarth’dMarriage-a-la-Mode At the same time, it examined Himid’s
recurrent themes of African diasporal movement and the moral questions raiked by
lingering effects of colonialism and imperialism. As discussed in Ch@ptey Hogarth’s
series chronicled the calculated and subsequently doomed union of an Earl’s son and the
daughter of a wealthy merchant. The series represented a satiricatictamnon the
complex nuances of class, moral responsibility and courtship in early eighteetuhyc
London! Using Hogarth's work as conceptual framework, Himid’s version documented
and satirically critiqued conservative politics in both Britain and the UniteigéStand
also critiques the exclusionary practices of the 1980s arts scene in Londad. Him
replaced every figure in Hogarth’s Scene Four with those of contemporary topical
interest, incorporating the figures of Margaret Thatcher and Ronald iRdaggarticular,
Himid’s series evoked the challenges that artists of color faced heeddy the
miniscule scale and availability of Black arts funding. Himid’s invocadiotiis issue
was part of a larger critique of the governmental separation of funding intmstream

pool of funding with a much smaller allocation of available “ethnic arts funding.”

! See Chapter One of this volume for a summary ofi saene in Hogarth§larriage-a-la-Mode

2 See Naseem Khafihe Art Britain IgnoregLondon: Arts Council of England, 1976) for anlgar
discussion of the works that became known, in 18@sain, as “ethnic arts.”
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Significantly, Himid transformed two Black male servants from Hogamtrork
into two female figures, endowing both with critical roles within the narrakiwal ask:
How does Himid use these two stand-ins, and how do they work to counter and/or
promulgate certain historical narratives regarding Black British popo&? Why did
Himid choose, of all Hogarth’s work, to produce a major installation based on Scene Four
of Hogarth’'sMarriage-a-la-Mode& This chapter examines these and other issues,
including how Hogarth’s themes and subversive humor are presgritashionable
Marriage and Hockney's influence on Himid’s painterly works with their broad,

expressive strokes of coldr.

Himid’'s A FashionabléMarriage illuminated and expanded upon the larger
notion of British national identity, particularly Black British identity, incgly
advancing the notion that British individuals of African, Asian and Caribbean descent
have long earned a rightful place in Britdifihe installation merged several critical
periods in British social and cultural history—the burgeoning urban spectacle of
eighteenth-century London and the enormous social transformations of post-World War
Il England. Both periods saw large-scale population shifts that forevegethéghe tenor
of British culture. Most significantly, | argue that Himid pointedlyptoyed the two
Black figures as a form of moral critique, interrogating Britain'stgalonial projects
and the institution of slavery. In addition, they documented contemporary race and

gender-driven relationships between Black British populations and the teigzmal

3 As will be shown, they form stylistic and themadtitkages with Hockney’s portraits, swimming pools
and shower scenes.

4 Historically, the term “Black” has been used intBiti to denote non-Caucasians, including Asiansy-Af
Caribbeans, and all those that would be called gfeeof color” in the United States, for example.
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population. Himid centered the installation on the distinctive plight of artistslof,
particularly women, in 1980s London. Above AllFashionable Marriageinderscored
the continuing idea of Hogarth as a kind of champion of others; a subversive creative
force whose work reflected the moral ambiguities found in every class aatistmata in

Britain.

Himid’'s Progress: Artistic Development

Himid was born on July 25, 1954 in Zanzibar, now part of the United Republic of
Tanzania, the ancestral home of her father. She moved to Blackpool, England, the home
of her mother’s family, soon after her birth and her father's deater English mother,

Laura Longworth, was a textile designer and her father, Ramadhad,kas a teacher

at a teacher’s training college in Zanzibar, after earning a degreelistEingm the
University of Londorf. She received a B.A. in Theatre Design from Wimbledon School
of Art in London in 1976, where she designed productions suElslamg (written by

Paulette Randall), Sophocleshtigone andPantomimeby the Caribbean poet and

® Himid’s paternal grandmother was born in the Camdslands, south of Zanzibar and North of
Madagascar, and arrived in Zanzibar at the agébt.e

® Lubaina Himid, email message to author, March 1,020in addition, during a March 9, 2006 interview
with the author, Himid wrote that “My father is froComoros, and my grandmother had my father, who
was born in Zanzibar. Mother was textile desigigglish, and she was at art school in London. My
father came from Zanzibar and they met. He weok ba Zanzibar and he sent for her. It took her si
weeks by boat. She married him there. Two yeses,|| was four months old, he had a bout of nalar
that was worse than ever and within the week he. dighat was November 1954. By Christmas 1954, |
had come back to her mother’'s home. Blackpoosifomonths, then down to London. My mother and
her sister lived together with me until | was 67othen she married someone. | lived in Londotil uatas
32 or 33
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playwrightDerek Walcott. In 1984, Himid earned the M.A. degree in Cultural History
from the Royal College of Art, completing a thesis that examined emedBang artists

in Great Britain. She has also conducted Doctoral Research in Art Histbey at
University of East Anglia on the American artist Betye Saar, best knowarfonist
works that mined the history of race-based stereotypes in popular culturelpdytin

relation to the representation of African American worhen.

During the 1980s, Himid initiated what has been called a “Black women artist’s
movement” in Londori. Between 1986 and 1990 she was the founding Director of the
Elbow Room, an alternative art space in Londfbin 1986, she began working with the

Scotland-born artist Maud Sulter (1960-2008), who became her pHrtiiaey would

" A biographical text on Himid by an unnamed autindXicholas Serota and Gavin Jantjes, eiom

Two Worlds: Sixteen Artists of Non-European BaclgdiLondon: Whitechapel Art Gallery, 1986) states
that “In 1977, after producing original designs Tarttons in Convent Garden, she started her falery
showing work by young artists in the restaurard'sement. Some years later a chance remark by a
colleague about the seeming absence of blacksale@ther to the Royal College of Art in 1982 tegarch
paid off, and soon she began to work on a serig¥lagntial exhibitions of work by black women iats,
believing that for all black artists living in a wé society 'a solid foundation is a fundamentalassity.”

8 In the 1994 proposal for the work entitigdrnet’s StudipHimid wrote that she was “completing her
doctoral thesis on the African-American artist BeSaar at the University of East Anglia (UEA).aln
March 1, 2010 email, Himid noted that “At UEA | wsisidying for an PhD on the work of Betye Saar. |
wrote a lot and went to visit her and many of Heaves, brought her over here even but never gahishf
the work. Just ran out of time, energy and fundswds around the early 90's...”

® See the following texts for discussion of the @as 1980s Black Arts movements in Britain: Mora
Beauchamp-Byrd and Franklin Sirmans, efisansforming the Crown: African, Asian and Caribbhea
Artists in Britain, 1966-1996 New York: Caribbean Cultural Center, 1997) aravid A. Bailey, lan
Baucom & Sonia Boyce, edsShades of Black: Assembling Black Arts in 1980t&Br{Durham, NC:
Duke University Press, 2005).

2 The Elbow Room'’s first exhibition was called “Unpeded Truths” and included the work of Brenda
Agard, Simone Alexander, David Bailey, Sutapa Bisvw&onia Boyce, Allan de Souza, Keith Piper,
Donald Rodney and Marlene Smith.

™ Sulter wrote that “Our work process consists afiiel lines converging. Ideas develop indepenigient
though often from a comment or gesture of the ottAdéthough we were present at various events sisch
Black Women Time No{%984) and in the same shows sucfilas Thin Black Lin€1985) it wasn’t until

Testimony1986) that we established a serious engagemelatiate and discussion about our individual

172



eventually work closely together at the Elbow Room, co-direct the femirbstinUFox
Press, and organize numerous black women artist-based initiatives in 1980s toondon.
Through her curatorial efforts, Himid brought attention to emerging and nowaree+c
artists such as Sutapa Biswas, Sonia Boyce, Ingrid Pollard and Veronita Ryaid’s
interventions provided a much-needed outlet for the public presentation of their work.
During this period, Himid organized a number of significant exhibitions, inclugiveg
Black Womerat The Africa Centre anBlack Woman Time Nqwan arts festival held at
the Battersea Arts Centt2.She also organized the groundbreaking exhibifiea Thin
Black Lineat The Institute of Contemporary Art in London (ICA), the first mainstream

presentation of the work of women artists of color in Engf&nd.

Himid came to national attention during the mid to late 1980s, during a period

marked by the presentation of a series of exhibitions that were organizedrsgream

creativity.” See Sutapa Biswas, Sara Edge andeC&latteryAlong the Lines of Resistance, An
Exhibition of Contemporary Feminist ABarnsley, England: Cooper Gallery, 1988), 24.

12 Himid also organizethto the Operwith Pogus Caesar and Sheffield City Council’'s Bepartment at
the Mappin Art Gallery in Sheffield (1984)nrecorded Truthsghe inaugural exhibition at The Elbow
Room (1986), an€ritical, featuring the work of Donald Rodney at the Rodhdat Gallery (1989). In
1990, for the same venue, Himid organized a sahibétion of Claudette Johnson'’s lyrical figurative
studies of women'’s bodies.

13 Five Black Womeincluded the work of Houria Niati, Veronica Ry&@ugnia Boyce, Claudette Johnson
and Himid. Black Woman Time Noimncluded the work of fifteen artists, includingeBida Agard, Sonia
Boyce, Chila Burman, Jean Campbell, Margaret Cqodpleabeth Eugene, Himid, Claudette Johnson,
Mumtaz Karimjee, Cherry Lawrence, Houria Niati, fidgPollard, Veronica Ryan, Andrea Telman, and
Leslee Wills.

14 The Thin Black Linéncluded the work of the following eleven artist&ronica Ryan, Chila Burman,
Ingrid Pollard, Marlene Smith, Brenda Agard, Clatteldohnson, Himid, Sutapa Biswas, Sonia Boyce,
Jennifer Comrie and Maud Sulter. For discussiothe$e Himid-initiated exhibitions, see Griseldalduk
and Rozsika Parker wrote Framing Feminism: Art and The Women'’s MovementP1B¥85(London
and New York: Pandora Press, 1987). It is notraM®ether Himid’s use of the title “the thin blued” is
a pun on the “thin blue line” of police forcestbe “thin red line,” a reference to Highlands fa'caction
against Russian attack in the 1854 Crimean War.
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institutions™® These projects were an attempt to address the lack of representation of
artists of color in the larger London art world. Many of these efforts were akdert

with the support of the Greater London Council (GLC), a local governmental
administrative body for Greater London from 1965 through 1888s Geoff Cox has
written in a review of Richard Hylton’s 2007 study of diversity-driven cultur#bitives,
“Although Black artists gradually gained greater visibility eitiieotigh the gallery

circuit or through self-organisation, survey shows (sudntashe Open1984;From

Two Worlds 1986; andrhe Other Story1989, amongst others) were often the only way
to achieve exposure despite the acknowledged pitfalls of such initiatives — ssaniéce

racialising artistic practice'?

Himid has had numerous solo exhibitions in Europe and has taken part in major
group shows in the Caribbean, in Great Britain and in the United States, including the
5th Biennial of Havana, Cuba (1994 )e Other Story: Afro-Asian Artists in Post-War

Britain (1989),andTransforming the Crown: African, Asian and Caribbean Artists in

15 These exhibitions included the aforementioReam Two Worldof 1986 andrhe Other StoryAfro-
Asian Artists in Post-War Britajrorganized by Rasheed Araeen atlfagyward Gallery in 1989. See the
following texts for discussion of these exhibitioRasheed Araeeiihe Other StoryAfro-Asian Artists in
Post-War Britain(London: Hayward Gallery, 1989); David A. Baildgn Baucom & Sonia Boyce, eds.
Shades of Black: Assembling Black Arts in 1980&Br{Durham, NC: Duke University Press, 2005) and
Mora Beauchamp-Byrd and Franklin Sirmans, eBsansforming the Crown: African, Asian and
Caribbean Artists in Britain, 1966-1996New York: Caribbean Cultural Center, 1997).

® The GLC administered strategic services such asewdisposal, flood prevention, and emergency
planning, and also worked with London boroughsrtavjgle housing, roads, city planning and recreaiion
activities.

" Geoff Cox, “The Circular Story of Black Arts Pofi¢t Mute MagazingTuesday, April 24, 2007. Richard
Hylton, The Nature of the Beast: Cultural Diversity and Yisual Arts Sector: A Study of Policies,
Initiatives and Attitudes, 1976-20@Qbondon: Institute of Contemporary Interdisciplipgirts, 2007). Cox
discussed the institutional imperatives that fueteldevelopment of the 1980s Black Art shows at
mainstream institutions, noting that Hylton inclddeequote from Himid regarding the developmentlioé
Thin BlackLine, “The GLC had threatened to withdraw its consibkraontribution to the ICA if
something black did not appear in that financiarye
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Britain, 1966-199§1997)® Since 1990, she has taught at the University of Central
Lancashire in Preston, where she is now Professor of Contemporary Art &tehthef
Research in the School of Creative and Performing*Artder work is in the collections
of The Arts Council of England, The Tate Gallery, the Victoria & Albert Muse
Birmingham City Museum, Harris Museum in Preston, the Bolton Art Gallery in
Lancashire and New Hall, Cambridge. Her publications include the groundbreaking
compendium of art and literature by women based in the United Kingdom entitled
Passion: Discourses on Blackwomen'’s Creatj\atgollaboration with Maud Sulter

under their Urban Fox Press (1999).

Much of Himid’s work, particularly in the early stages of her career in the 1980s,
was constructed of life-size, cut-outs comprised of painted wood and paper. Téety refl
a heightened theatricality shaped by the artist’s studies in Theatren[desigg the
1970s, an aspect of her work that represents an additional layer of synergipgattth.

As discussed in the introduction to this dissertation, it is well-known (and often quoted)

18 The Other Story: Afro-Asian Atrtists in Post-wartBii was a ground-breaking project that was the first
major exhibition to examine the work of twentietbrtury artists of African, Asian and Caribbean éesc

in England. Initiated and organized by Rasheed@mathis important exhibition opened at the Haywar
Gallery in London in 1989, then toured to venue®iolverhampton and Manchester in England.
Transforming the Crown: African, Asian and Caribheartists in Britain, 1966-199& an exhibition that
was on view at The Bronx Museum of the Arts, Theilifeean Cultural Center and The Studio Museum in
Harlem in 1997-1998. Organized by Mora BeauchamiBthe project was the first major exhibition of
"Black British art” that was shown in the Unitechféts. The accompanying catalogue included essays b
Beauchamp-Byrd, Eddie Chambers, Anne Walmsley, Kabdercer, Gilane Tawadros, Deborah Willis,
Judith Wilson and Okwui Enwezor, with a chronolagpmpiled by Krista A. Thompson.

¥ Himid continues to exhibit her work at major instions including the ICA in London, The Tate Gafle
The Hayward Gallery and the Whitechapel Art Gallery

2 Himid contributed to R. Bettertohpoking On: Images of Femininity in the Visual Aatsl Media
(London: Pandora Press, 1987) and Griselda Polkrekning Feminisn{London: Pandora Press, Griselda
Pollock 1987). Also, with Maud Sulter she edited and contributetiRassion: Blackwomen'’s Creativity

of the African Diaspora,Feminist Arts Newg, no. 8 (1988), and Himid was co-editor of “Women,
Modernism, Modernity,’Feminist Arts New8, no. 4 (1990).
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that the eighteenth century artist wrote: “I have endeavored to treat negtsudg a

dramatic writer; my picture is my stage, and men and women my pldyekfirhid has

noted that her earlier cut-outs were meant to be viewed from the front, functionaty

like theatrical placards. She has described them as “history paintingaitpopblitical
treaties, stand ins, adverts and effigies. | know what they are not: sculpireade

more than 200 of them in the past 30 years, 100 in the past year alone and even though
these are more free standing than they have been before, they are p&ihtHigsid
continues to insist that these works are paintings, not sculptures, perhagsng tatt

move beyond the structured formality of painting on cafvas.

Himid has also noted other referents for her cut-outs, including East African
memorial effigies, Alex Katz’s late 1950s paintings, and eighteenth cdifieusyze

ladies' companion¥. Most pointedly, Himid has described these figures as

ZLwilliam Hogarth, The Analysis of Beauty, With the Rejected Pasdagiesthe Manuscript Drafts and
Autobiographical Notesed. Joseph Burke, reprint (Oxford: The ClarenBogss, 1955), 209.

3 ubaina Himid, “Written on a Train from London toeBton,” in Lucy WhetstondJaming the Money:
Lubaina Himid(Newcastle upon Tyne: Hatton Gallery, UniversifyNewcastle upon Tyne, 2004), 9.

% Himid’s insistence on describing the cut-outs biagsfollowing questions: Does painting represent a
form of restraint to her, a formal limitation? dike critiquing painting while simultaneously dragiinom
its status within the history of modernist art?

24 |n 2004, Himid noted that the cut-outs were inspiby several sources, including life-size ladies’
companions which were “a rather English form arelftrst date from around the early™@entury here.
They were made for many reasons; as visual jolsespers for empty fireplaces in the summer and as
companions. They were often servants; gardenenslsincooks, footmen, sometimes soldiers, sometimes
pedlars and even saints. They advertised armyiteqy offices, they used to guard doorways and as
theatrical extras to advertise tobacco and snuffy.tere made in East Africa as memorial effigiesrfro
wood and plaster, decorated with pigment and dlmtionour important dead elders who were members of
a secret society, their names carved on the fragxiex Katz started to make them in New York in @9B6e
didn't like the background in a painting so he aut the central figure and mounted it on a plywpadel.
They gradually evolved from wall based to free diag figures. His fans think he invented the form.

Mine are a mixture of all these influences evenugiol was only aware of the i £entury English ones

until the mid 1980’s...” (Lubaina Himid, “Written on&rain from London to Preston,” in Lucy Whetstone,

176



“unjudgemental friends, sturdy companions, mirrors and fantasy figures all in die....”
Himid’s description here is about control, and the ability to construct a reélity
belonging and empowerment that is very much unlike her real-life relaip(® lack of

one) to the exclusive, 1980s mainstream British art world.

Himid’s early works were “cut-out men” likEhe Family Mar(figure 92) of
1982-3%° These figures featured solitary, nude male figures that served as biting
commentary on patriarchal rol&s.Himid wrote of these works that “In the early 1980s |
made the six notorious cut out men with their three-foot penises, this work trigggered m
move into what became Black Art. They were white men, funny, a bit aggressive and
therefore loved and loathed in equal meastfte=amily Manfrom this period is a nude,
blue-eyed figure, seated as if on a throne (or, perhaps, a toilet). Hisnewctear family,
including a wife and two children, form a massive, erect phallic form, ending in a

bouquet of ice cream that the family man grasps in his right hand. The sticky«svee

Naming the Money: Lubaina Him{@ewcastle upon Tyne: Hatton Gallery, UniversifyNewcastle upon
Tyne, 2004), 10.

% bid.

% Himid recalled thaThe Family Mar(c. 1982-3) andPandora’s Box1982) were both included Five
Black Womermat the now-defunct Africa Centre in London, andl tihey were part of “the cut-out men,”
her first cut-outs. Himid noted th@ihe Carrot Piecewhich did not feature a massive phallic symbaym
be considered “a respectable version of the Cuth@ant.” In fact,The Carrot Piecenay have been
tempered by a less concentrated focus on the nofiorale power as embodied by the phallus. (Lubain
Himid, interview by author, Preston, Lancashiregland, August 11, 2010).

" Himid’s first cutouts were produced in the 19764 avere, according to the artist, “more like dorizest
furniture; almost empty fridges and tables withdfish bowls, there were birds, trapeze artistspstire
Master, and a black panther. | made cut out waitéth menus painted on for a restaurant | hadetklp
design in Covent Garden, a head and shouldersa¥iBsky and another of David Hockney, all before |
really became serious about what | wanted thenotd 8ee Lubaina Himid, “Written on a Train from
London to Preston,” in Lucy Whetstoridaming the Money: Lubaina Him{@Newcastle upon Tyne:
Hatton Gallery, University of Newcastle upon Tyae04), 9.

8 |Lubaina Himid, “Written on a Train from London Ryeston,” in Lucy Whetston&laming the Money:
Lubaina Himid(Newcastle upon Tyne: Hatton Gallery, UniversityNewcastle upon Tyne, 2004), 9.
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cream is held like a scepter, while his posture evokes a figure seated on a thitbne. W
The Family ManHimid engages with a sentimentalized notion of the male figure as sole
bread-winner and “king” of the domestic space. His status is defined byae pballic
symbols, seen in the gesture of his extended arm/family and in the phalptetsthat

he triumphantly raises.

Other early cut-outs, liké/e Will Beof 1983 (figure 93) convey the direct,
aggressive quality of those works considered part of “Black Art” in 1980s Britaiat Sar
Maharaj has written of hoWe Will Beand other manifesto works of Black British art
from that period such as Keith PipeTke Black Assassin Sairfegoruptly cut into the
official narratives of "Britishness’ and answer them back; their tone Fifgint,
sharp...They are phrased in an oppositional mode.He notes that the Black female
figure inWe Will Bestands with “arms folded...a figure of formidable...opposition
apparently outside the official systems of representation it challeBggst is pieced
together of excerpts, signs, passages...this triggers open a counter-warldsy $zttled

meanings and allusions touching on sexual identity, its signs and styfthgsid’s

% Sarat Maharaj, “The Congo Is Flooding the Acromdlack Art, Orders of Difference, Textiles,” in
Kellie Jones, Thomas Sokolowski, Sarat Mahara|.etrderrogating IdentityNew York: Grey Art
Gallery and Study Center, New York University, 14-15.

%0 |bid., 15. Sarat continues his discussion, linkitimid’s use of signs to seminal works by Gavintjks)
Ingrid Pollard and Eddie Chambers, “It is not ualtke way Jantje$tirst Real Amerikan Targetnd
ChambersDestruction of the National Frodaunch themselves off from a “pre-text”: Jaspdmio flag
and target paintings with their ambiguities andtaéens between depicting an object and makinggitte
of painting the objects. Both artists work throubé field of non-representational art by turnitsy i
abstractive purism against itself, turning it iresimlt into programmatic statement (15).” Maharspal
discusses the series calledstoral Interludesy Ingrid Pollard, to be discussed later in thiagmter, of
which he writes that “For Ingrid Pollard, the Emslicountryside serves as a vast pre-text, a sign of
Englishness, recalling potent myths of Worsdworthiavardness and communion with nature. By
inserting images of blacks into these settings jsbaks the spell of the lyrical rural landscape,“‘hatural
way” in which it connotes and constructs notiongsdgential English identity. She goes along withpre-
text only to disrupt and rewrite it by citing othexcluded identities and meanings (15).”
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image of a solidly-built, aggressive female figure with arms folded rkeday
additional symbolic resonance through the medium of the cut-out. Their largeif¢han |
size scale and three-dimensionality endow them with a sense of monumentalgresenc

and power.

In her writings, she has incessantly evoked African American femittism.
Himid’s aforementionedVe Will Beexemplifies this focus on diaspofaThe text that
zizags across the figure’s dress reads “We Will Be...here and there arahtiehere
and here...Now Now Now...Here, Now..Now Here.” The dress is also adorned with
fish, a link to the Black Woman Artist figure Fashionable Marriage In addition,
included on the dress are photo-reproductions of Nelson Mandela, Chubby Checker, Bill
T. Jones, Jessye Norman, Bob Marley and selected Black British dancetsleted.a
Himid’s incorporation of such a diverse selection of distinguished figures rangybroa
in terms of nationality and profession speaks to a range of African diaspora c@rsgbut

to global politics, culture and athletits.It should be noted here that these invocations

%! These invocations are most evident in much ottiial text that documents 1980s Black women
artists’ lives, a publication calld@lassion See Maud Sulter, ed®assion: Discourses on Blackwomen'’s
Creativity (London: Urban Fox Press, 1992).

32 Himid noted thatWe Will Bewas first exhibited in the exhibitidBlack Woman Time Noat the
Battersea Arts Centre. (Lubaina Himid, interviewauthor, Preston, Lancashire, England, August 11,
2010).

33 Himid's work engages with the various aims of teasbilities forged by W.E. B. DuBois, Aime
Cesaire, Frantz Fanon and others who have, inngryays, investigated notions of an African diagpor
consciousness. Pan-Africanist thought opposedd&ano cultural dominance in the diaspora and
challenged colonial domination in Africa itself, ikhNegritude, which originated in the 1930s, dethia
celebration of the distinctive nature of Africargenality and culture. It promulgated an idea &fdan
culture, including literature,that held aesthetid aritical relevance of its own. Such an aesthetic
necessitated a valuation in light of its own difeces and specific concerns rather than as megeoaths
of European culture. Negritude encompassed ngtAfnica but the whole of diasporic culture sines,
Senghor defined it, it included “the sum total lod tvalues of the civilization of the African wofldSee
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are similar to Hockney’s incorporation of the figures of Mahalia Jackson, Gandhi

others.

Himid has also interrogated the modernist art canon and issues of authanticity
originality in regard to an examination of the traditional African art-imfaesl roots of
modernist art. As Jane Beckett has noted, “In her art, Lubaina Himid seikambges
which have been appropriated in Western art, reinvesting them with new meanthgs, a
she reworks the imagery of modernist artists who used African art-objédts
particular, Himid is best known for art historical revisions that provide women and
people of color with a starring role in art historical narratives. Hinkde®dom and
Change(figure 94)is a re-working of Picasso’Bvo Women Running on the Beaxdh
1922 (figure 95), a neoclassical image of two European women in post-World War
Europe. In Himid’s version, two voluptuous, full-figured Black women race across a
beach while the heads of two white male figures, representing payrianch into the

earth below.

John Reed and Clive Wake, ed®®enghor: Prose and Poetfizondon: Heinemann Educational Press,
1976), 99. Clearly, Himid’s work does not direatéflect the 18 century roots of Pan Africanist thought,
which focused on abolition and the seeking of teryiwhich could be inhabited by freed AfricansorN
does it necessarily reflect Du Bois’ delineatiorfsgiritual and psychic” differences. Howeverddes
share the notion of freedom and cultural autonosmg aommon goal for African descendants, mostlglear
epitomized by post World War 1l African liberatiomovements within the continent.

34 Jane Beckett, “A Limitless Sublimity: The Art ofihaina Himid and Maud Sulter,” ifreatise on the
Sublime(Stanislaus, CA: University Art Gallery, Departmei Art, California State University, 1990), 2.
For example, Himid’s critique of Picasso’s apprapadn of “primitive art” may be seen in a work,
produced in collaboration with Maud Sulter, entithn A-Z of Picass¢1988). The workvas published

in the brochure for an exhibition of Himid and &ulé work entitledTreatise on the Sublime: Maud Sulter,
Lubaina Himid organized by curator Jane Beckett and DeboralnrZh@&he exhibition opened at The
University Art Gallery at California State Universi Stansilaus in 1990, then traveled to the Phoebe
Conley Gallery at California State University ireBno, California.
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Other works by Himid lik&'he Carrot Piecef 1985 (figure 96) also involve
social commentary in their examination of British colonial and/or imperialigatives.
The Carrot Piecdeatures a white male figure on a unicycle, dangling a carrot in front to
a retreating Black female figure who holds a bowl of swirling energy in & thaiv
represents cultural manifestations. Himid has notéithefCarrot Piecehat “These men
are dangling carrots, offering things to us, but we already had our own endrgy a
magic...you sit on a donkey’s back and hang it in front and the stupid donkey mdves.”
Here, her use of the term “magic” relates to Picasso’s well-known gbatart as a
form of magic fetishism, and evinces her early and sustained engagenteRtoagso’s
life and work. A Carrot Piecelike much of her work, functions through pictorial

symbolism, irony and humor.

Himid’s 1987 collaborative exhibition and catalogue project with Maud Sulter
entitledNew Robes for MaShulgraid tribute to Himid’s paternal grandmother, who was
born in the Comoran Island®.New Robes for Mashulamas an installation that
included both cut-outs and works on paper by Himid and drawings by Sulter that
“simultaneously evoke Black history while challenging Western hegeninytich of

the exhibition catalogue, subtitled “A Room for Mashulan,” focused on the insialksi

% Lubaina Himid, interview by author, Preston, Lastiee, England, August 11, 2010. The following

texts explore Picasso’s engagement with this canéeancoise Gilot and Carlton LaKsfe with Picasso
(1964; repr., London: Virago Press, 1990) and Timatnglin Burgard, “Picasso and Appropriatiofifie
Art Bulletin 73, no. 3 (September 1991): 479-494.

% The Comoros, or Union of the Comoros, is locatethe Indian Ocean. Its population is largely of
African-Arab origins. Its earliest settlers wererfr Polynesia, Melanesia, Malaysia and Indonedier, la
followed by groups from Persia, Madagascar and 8sgeaking populations from the African Coast.

37 Lubaina Himid, “No Maps and Beyond,” in Lubainanhid, Olusola Oyeleye and Maud Sultsiew
Robes for Mashulan, Lubaina Himid: Work Past anddentRochdale Art Gallery, 1987), 13.
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a form of tribute to Himid’s grandmother. Himid and Sulter wrote that MaShulan “was
born at the turn of the century in the Comoran Islands, south of Zanzibar and north of
Madagascar. At eight years of age she was taken to Zanzibar, wherewhggFor us
both MaShulan represents the irrepressible and eternal spirit of Blackwdehig
profoundly spiritual linkage with her paternal grandmother, and with the relastd Ea
African region, is highlighted elsewhere in the catalogue, and with the repoodatt
Himid’s “MaShulan” on the catalogue cover (figure 97). Her grandmotpeg'sence is
also made critical in Himid’s explanation for the production of the installdtievanted

to continue...to find the points at which my grandmother and | became/become one
woman. The pieces | have made are the method | am using to speak to her. | want her
to...give me the strength to go home and to have home withirfditid’s remarks
demarcate a distinct identification with the notion of East Africa as “Hasespite

having lived in England for much of her life, and despite having English hefitagth
New Robes for MaShulait is clear that early on in her career, explorations of family

were a significant theme within her wotk.

38 Lubaina Himid, “Connecting a Thin Black Line,” irubaina Himid, Olusola Oyeleye and Maud Sulter,
New Robes for Mashulan, Lubaina Himid: Work Past Bnesen{Rochdale Art Gallery, 1987), 16.

% Lubaina Himid and Maud Sulter, “Creating a Spat®ar Own,” in Lubaina Himid, Olusola Oyeleye
and Maud SultefNew Robes for Mashulan, Lubaina Himid: Work Past Bresen{Rochdale Art Gallery,
1987), 25.

“9'In the exhibition catalogue fétrom Two Worldsit was noted that “One of Lubaina's recent works
explores the relationship between her African andligh background, her Moslem grandmother from
Zanzibar and her English grandfather from Bolt@e® “Lubaina Himid,” iffrom Two Worlds: Sixteen
Artists of Non-European Backgrouidondon: Whitechapel Art Gallery, 1986).

in 2005, Himid explained her lengthy focus on idgmt| am working continuously on how to visualize
the experience of and to some extent make sens¢haf,it means to be both East African and English
the same time. This theme threads through mattyegbrojects of the past 20 years or so. It's ebtoand
rich experience rather than a half and half opgpseiperience, puzzling and interesting to explore.”
Himid’s remarks were part of her contribution toeathibition, organized by Griselda Pollock andezl
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During the mid-1980s, Himid began working with a series of hero-figures such as
the African American blues musician Bessie Smith and Haitian revolutionargdiots
L'Ouverture?® Himid produced series of cut-outs as well as works on paper of these
figures that emphasized her continuing focus on examinations of history, amecurre

theme in her work. Griselda Pollock described Himid’s focus:

the creation of myths, the questioning of history and the invention of new
narratives...necessary of re-vision to make possible an answer to the question:
how can black people salvage a future from the devastation of their past? At one
level the work has consistently staged...the problems of loss, mourning, absence.
Yet, by figuring them through interventions in a reworked concept of "history
painting,’ artistic practice becomes strategic, indexing representatiornadoits

own cultural histories and to the historical field which has conditioned and
determined cultural representatioh.”

Indeed, history has often been configured in Himid’s work as a kind of gap or
void that aches to be filled with narratives that speak to African contributions to global
culture. Hence, it challenges “official stories,” setting themreggjahe details of what

actually occurred.

Migratory Aesthetics. The exhibition was on viewMarch 2006 at the University Gallery, Universitly
Leeds. See http://www.leeds.ac.uk/cath/ahrc/el2006/0111/abs/himid.htnfaccessed July 10, 2006).

2 Himid has written that “The mid 80s saw the heraed heroines, Bessie Smith, Toussaint L’Ouverture,
Yaa Asantewa, followed byhe Carrot Piecdor the show at the ICA, theRestoring the Balancand

Fishing in which black figures enacted the rituals ofagning lost artefacts, refusing oppression and
looking for ancestors.” See Lubaina Himid, “Wnitten a Train from London to Preston,” in Lucy
WhetstoneNaming the Money: Lubaina Him{@ewcastle upon Tyne: Hatton Gallery, University o
Newcastle upon Tyne, 2004), 9.

“3 Griselda Pollock, “Revenge: Lubaina Himid and keking of New Narratives for New Histories,” in
Griselda PollockDifferencing the Canon: Feminist Desire and thetitg of Art’s HistorieqLondon:
Routledge, 1999), 186.
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Himid has written of the relationship between history and her work. In a proposal
for the 1994 work entitleernet’'s StudipHimid noted that “My work has always been
concerned with history; who writes it, who is included, and art history is obviously
central in this debate’® Later, Himid wrote that “For many years | have made History
Paintings; Our History, My History?® To be sure, many of her works from the 1980s
have been, in keeping with the classic definition of history paintings, largeasthle
marked by grand narratives drawn from a rich template of art historieatinés. Yet
each of them has also been colored with an emphasis on African diaspora historny, evide

in Himid’'s usage of the term “Our History” in the statement above.

The focus on diaspora is evident in her work as well as in her writings, which
have been a central component of her art-making practices. In 1987, she produced a 1987
watercolor series calleégicenes from the Life Of Toussaint L’'Ouvertffigure 98) that
documents the life of the Haitian revolutionary through both text and image. Earlier,
Himid had produced a large-scale 1984 cut-out of L’Ouverture (figure 99), followad by
1996 acrylic (figure 100). In addition, Himid’s interest in African Amarmieatists such
as Romare Bearden and Betye Saar, and political figures like Tous€ainerture and
Jamaican leader Marcus Garvey, reflects this form of African diidpistorical

concerri*®

“4 Lubaina Himid, unpublished proposal féernet’s Studip1994.
“5 Artist's statement, faxed to Caribbean Culturaht@e, New York on July 10, 1996.
“ For Himid, Lawrence and Harlem Renaissance asistswriters, the Haitian revolutionary’s life

provided a potent example of early African resistgra successful revolt, a revolutionary threacctvhi
could hopefully be resurrected within contempoistiryggles.
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Himid has produced evocative works on paper of great delicacy, coupled with a
facile use of text. Many of these works reflect the influence of Jacolkebae, whose
historical series were often accompanied by text. Bearden’s lively, rltythm
juxtapositions are also in evidence in Himid’'s works Hax Romare(figure 101). As
will be shown, the monumental drama of set design and the stylistic playfulness of
Picasso are also present in Himid’s work. Her 1980s images also incorpoi@ohdloé
of London emphasis on the figure that was concurrently seen in works by Hockney and

Rego as well.

Himid’s artistic and thematic strategies often involve a literal tregeof an
African presence within the narratives of canonical works of Western antyhiShe has
maintained a focus on the African diaspora, invoked through a moral critique of
colonialist and imperialist policies and practices that have an impact aunebef
African descendants. Himid’s iconic Black presence here is most oftefefesradering
her projects largely feminist and/or Black femitfistin 1987, Himid wrote that “I make
images of blackwomen because there are not enough of them...l am...interested i
painting blackwomen as independent, strong, thinking pedpladditionally, Himid’s
work has often alluded to a specifically Black lesbian subjectivity hygspect of her

work has not been fully investigated in previous scholarship on Himid’s fork.

*" These works that reflected powerful images of womiAfrican descent include a 1990 series of
watercolors calledenobiathat examined the third century Syrian queen veldoal revolt against the
Roman Empire.

“8 Lubaina Himid, “We Will Be,” in R. Betterton, ed.poking On(New York and London: Pandora Press,
1987).

“9 This component of her work is most visible in wotike TheRevengeseries, to be discussed later in this
chapter.
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In 1988, Himid completed thBallad of the Wingeries which includeMr. Salt’s
Collection(figure 102). This and other numbered works relate to Hogarth’s
aforementioned\nalysis of Beautgnd Hockney’s use of numbers in his early works and
in his set designs. In particular, Himid’'s use of numbers evinces the eighteatdry
collection and classification of African descendants in particaladdition tothe
inanimate objects collected through colonial enterprise and the efforts of armchai

ethnologists.

In 1989, Himid participated iAlong The Lines of Resistance: An Exhibition of
Contemporary Feminist Arbrganized by Sutapa Biswas, Sarah Edge and Claire
Slattery®® During this period, her work came to be examined for its feminist content.
Himid has long focused on art historical appropriation, producing works that employ
humor and satire to subvert ideas of race, gender and the artistic canon.s kieilid’
knownBetween the Two My Heart is Balandenin theRevengeserieqfigure 103) is
based on an earlier work by the French, London-based artist James Tissot (1838-1902)
Himid had recalled that “When | was a child, I loved the V&A. My mother took me to

the Tate, and | looked at Tissot. | usually looked at the ones with all three people on a

*0 See Juliet Steyn et aBjong The Lines of Resistance: An Exhibition of t€omporary Feminist Art
(Barnsley, UK: Cooper Gallery, 1989). The exhihitincluded the work of Simone Alexander, Sonia
Boyce, Chila Kumari Burman, Sally Dawson, Xenia @¢nou, Nina Edge, Kathryn Ensall, Trisha
Ferguson, Rachael Field, Leslie Hakim-Dowek, Momaddm, Lubaina Himid, Rosmond Kinsey Milner,
Monica Ross, Lesley Sanderson, Veronia Slatter]éviarSmith, Maud Sulter, Anne Tallentire and Lois
Williams. Himid included a 1989 watercolor call&bld Blooded Warriothat was drawn from a literary
text by Maud Sulter.

* For details on Tissot's life and career, partidylais London scenes, see Michael Wentwoiltimes

Tissot(Oxford: Clarendon Press, 1984) and Christopher @lydiszsot(London: Weidenfeld and Nicholson,
1986).
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ship (men and women§? ForBetween the Two My Heart is Balancetimid drew

from Tissot'sPortsmouth Dockyardf 1877 (figure 104} Tissot's painting is also
calledHow Happy | Could Be With Eitheand depicts a controversial scene in laf® 19
century England: a single man seated between two women in a boat that sails down the

river Thames*

By contrast, Himid’'Between the Tw@ massive painting, centers on two women
of African descent, an image of Himid and Maud Suft@they are adorned in vibrantly-
colored robes and tall headdresses. The scene is in striking contrast te Tisset’

seated figures at leisure. In Himid’s scene, the two women stand tall in &ioaiolves

*2 Lubaina Himid, interview by the author, Prestoantashire, England, March 9, 200and, in an
interview with Alan Rice in 2003 (see footnote 379)mid mentioned that “All those Tissot paintings
were downstairs then, in a very dark room neaptkeRaphaelites...the Tissots had for me something
sharp — of course because they were painted frartogtaphs...and a quality of light. And they reusesl th
same dress, he reused the same woman and the sesa@der and over again in different boats — she’s
different places, she’s looking over the edge b&gge in one, and she’s in a cabin in anotherd | unst
loved the sharpness, and the detail of the drekses just in love with those dresses and thozeen,
they were just delightful, they were kind of shasinkly lights in what seemed an incredibly dark
underground gallery, which seemed to have darlorathrk green walls, though | don’t know if it eveia
now.” Rice then asked, “So when you came to deséresRevengewith the women in some of these
places and spaces, you're talking back to thos&148, and Himid replied, “Yes, often.”

%3 Tissot had moved to London from Paris in 1871, smwh gained notoriety as a painter of enigmatic,
often flirtatious couples enjoying the pleasure&pflish seaside towns. These works titillated lat
Victorian audiences yet also drew staunch criticisntheir perceived moral ambiguity. His modern
portraits of fashionable men, women and crowdsigdtwwith scenes hinting of clandestine, potentiall
sexual assignations, led the English art critimJ@hskin to famously describe them as “unhappy mere
colour photographs of vulgar society” (See JohnkiRyu§he Complete Works of John Ruskinlume 29
(Cambridge: Cambridge University Press, 2010), 161)

> |n Differencing the Canoftfootnote 40), Griselda Pollock has written aboirnld’s engagement with
Tissot's earlier work, concluding that “the malguie is a soldier. It is the embodiment of the tauili
force that secured the Empire that Lubaina Himigeds<from her painting, replacing him with the pile
maps and charts (175).”

% In a telephone conversation with the author ort&aper 21, 2009, Himid stated that the two women in
theRevengeseries are meant to be herself and Maude, andhiaatries represents “Different aspects of
how we used to plot and plan and argue about thikigs had completely different ideas about how it
would be done. To a certain degree, that was whatfantastic about it; fantastic and terrible.e Tiiate

has all of them now.”
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forward across an expanse of water. The woman at right solemnly tosses twalminisc
cubes of blue dice while the highly Egyptianized figure at left flingsthgnstrips of

colored paper overboard, leaving a shimmery, rainbow-like trail in the waterdbehi
Himid has ably picked up on Tissot’s penchant for rendering scenes marked by highly
ambiguous relationships. The image of Himid and Sulter, a couple at the time,hraises t
possibility of a decidedly Black lesbian female identity, yet does not seielgge with
layered narratives of courtship, marriage and domesticity. The workampenied by

the following inscription: “Two women sit in a small boat tearing up navigationshar
how many died crossing the watef??’With the incorporation of this pointed, clearly
delineated text, Himid has positioned this work as, primarily, a statement ondtie M
Passag@’ Discussing her use of Tissot in a 2003 interview, Himid says, “l was trying to
write myself, paint myself, and my compatriots, my fellow Black artisigo the history

of British painting...*® Himid has transformed a placid yet enigmatic scene of white male
privilege in gender relations to an image of a Black female couple wivelggierform a
solemn, empowering ritual of spiritual cleansing at®8ellimid’s incorporation of her

own physical body with that of Sulter is significant here because imageaasf Biitish

*% Lubaina Himid: RevengéRochdale Art Gallery, 1992), 14.

" The series also includes a poighant image ofissphuman hand reaching up from an expanse of sea
The image is somehow reminiscent of't@ntury English artist IMW TurnerEhe Slave Shipf 1840, in
which thrashing school of fish surround their mestent prey, an enslaved African who has beendosse
overboard. In the foreground at right, only a &rghackled foot remains visible above the fray.

%8 Alan J. Rice and Lubaina Himid, “Alan J. Rice iMiews Lubaina Himid,'Wasafiri Issue No. 40,
Winter 2003, 23.

%9 As Griselda Pollock has succinctly observed, “linaaHimid’s work is about narratives and histotiies
which the themes of mourning and revenge are iablt not only because of individual pain but as a
result of a historical trauma of terrifying magmiguwhose repercussions are manifest in contemporary
societies of the African Diaspora.” See Griseldddeg, Differencing the Canon: Feminist Desire and the
Writing of Art’s HistoriegLondon: Routledge, 1999), 170.
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lesbian subjectivity had rarely been seen in Black British art-makiroggea of the

1980s%°

Himid is perhaps best known for tRevengéSeriest TheRevengeseries is
comprised of eleven paintings that engage with the genre of history p&mfitgy

primarily re-conceive the central role of Black women within “offitrzrratives of art

% Griselda Pollock has discussed a “heterosexingrpjhnoting that “The representation of two anptis,
as Marjorie Garber has shown in her study of biaktyy incites the underlying heterosexual bindratt
unconsciously organizes the heteropatriarchy” Sésetda PollockDifferencing the Canon: Feminist
Desire and the Writing of Art’s Historigkondon: Routledge, 1999), 183.

1 Himid has become known for the Revenge serigladue to the presentation®étween the Two My
Heart is Balancedat the Tate Gallery. During a 2003 interview witlan Rice, Himid and Rice discussed
the favorable public reception of the paintiriguring the conversation, Himid implies that her lwbas
been seen as historically-relevant in terms of moseorld dialogue regarding race, and used quite
specifically for public programming. During thensa conversation, Himid observes that her work has
been placed at Tate Britain rather than at Tateévimch move that reveals how her work has been
differentiated from the contemporary art worldimid also noted oBetween the Twihat “People really
look at it, and they really seem to like it...The this, | think | made a political painting there dathey
use it like that. They use it for their own endalitically. So they show it off — oh, we boughtghi though
they don’t say how much they paid for it, of coyrse low price they paid for it. But they boughtand
they bought it at a very important moment, andrkhhere are curators there, and especially edhrcat
curators, who really value it, value it because theve a genuine desire to communicate with diverse
audiences, as they would call them, and it's a wseful painting for that. So what's happened i itis
used as a conversation piece between the Tateesthielishment — and the audience, especially wreen
audience is other.

See Alan J. Rice, “Commemorating Abolition: Int@wiwith Lubaina Himid,” University of Central
Lancashire, 2003,

http://www.uclan.ac.uk/ahss/journalism_media_comication/literature culture/abolition/lubaina_himid_
interview.php(accessed June 21, 2010).

%2 |n a 2003 interview with Alan Rice, Himid discudsheRevengeseries:

Himid: | suppose that the trouble with them — tmey'eally multi-layered. | was trying to write myfse
paint myself, and my compatriots, my fellow blacksds, if you like, into the history of British pding.
And I'm trying to make a comment about how Europagists — not particularly Tissot at all - have
hijacked some of our African and Caribbean imageuty,bodies and all the rest of it, and I've hijadk
some stuff back. So it's a kind of playground thing way.

Alan Rice: Is that one of the reasons the sesiesliedRevenge

Lubaina Himid: Not quite. The revenge is reallg 8till being here, the still being visible, despite
challenge of that.

See Alan J. Rice, “Commemorating Abolition: Intewiwith Lubaina Himid,” University of Central
Lancashire, 2003,

http://www.uclan.ac.uk/ahss/journalism_media_comicaition/literature culture/abolition/lubaina_himid_
interview.php(accessed June 21, 2010).
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and social history® The series may be viewed as a re-working of art historical narratives

as well as an elegy for those lost during the Middle Passage.

In RevengeHimid ensures that the role of Black women, as well as African
cultural traditions, are central to history. In the work entiflae (figure 105) from
Revengetwo women of African descent sit at a circular, slate-colored table. Jumre fi
at left is in profile and looks across the table towards her companion. Her eyd®bave
rendered in full frontal view, evincing an ancient Egyptian aesthetic. Sheskgslue
plate before her which is dotted with a profusion of golden stars and what appears to be
six forms that resemble strips of bacon, forming the stars and stripes ahtreén
flag. The woman at right turns slightly in her seat, facing forward. She pathtber
left index finger towards her own plate, which is emblazoned with a yellowaskrbr
map of Africa. The continent is enveloped by a rounded swathe of faint blue ocean. The
woman'’s right hand rests near the top right of the table in an exclamatory gestisre. T
gesture, along with her pointing left finger, conveys the sense that the twenvesen
engaged in a highly significant, strategic discussion of global, political comsmxju¥et
the scene is a domestic one, a private interior marked by a sense of calm aayintim
that is seen in the mellow golden light that mirrors the soothing, earthy-darmegeof
the floor’s surface below. Also within the scene, an aqua-green vase sprouwtisvo |
flowers, a recurrent motif within Egyptian art. In addition to the Egytgied

rendering of the women’s eyes, both figures reflect the stiffened monurheatali

%3 See Griselda Pollock’s discussion of fevengeseries in Griselda Pollock, “Revenge: Lubaina Himi
and the Making of New Narratives for New Historian,Griselda PollockDifferencing the Canon:
Feminist Desire and the Writing of Art's Histori@sondon: Routledge, 1999), 169-198.
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ancient Egyptian pharaohs and other dignitaries on wall paintings and tableaux of wood,

limestone or slat&

Here, Himid is concerned with reinstating the significance of a Blacleipces
within Modernist art and, of course, situating her own work firmly within the Mosterni
project. Jill Morgan has written of the worlgive represents two Black women sitting at
a table in a domestic interior, the style of their clothes and the referenoel¢omst
interiors suggest Paris in the 1920s. The table is the arena for their stodbegydrked
out...Looking into the eyes of the flowers on the table we see they are Egyptian...so the
yellow becomes a colour of Africa, an interior constructed in the manner of the
Modernist painters but with the fabric of Africa acknowledg®dThe modernist café
scenes of Toulouse-Lautrec and Brassai are certainly present here, dig thech more
at play. Most significantly, ifrive, Himid’s figures are at work, planning, discussing,
engaging in serious conversation. They are decideatlgrowning in hazy mental fog
induced by an over-consumption of wine or the sinsbsinthe In Himid’s rendering,
there is no wine glass; there is only the presence of a water carafal’sHigures are
alert, sharp-eyed, “making plans,” strategizing in a studied environment wahicbsethe

seriousness of the matters at hand.

% These works often involved notions of eternity #mel afterlife. In addition, the ancient Egyptian
celebration of water as a life-giving source iereficed here. Also, Himid’s chosen color scheme he
references Middle and New Kingdom wall paintingthwits profusion of light aqua blues and yellowed
and earthy reddish brown tones.

% Jill Morgan, “Women Artists and Modernism,” irubaina Himid: RevenggRochdale, England:
Rochdale Art Gallery, 1992), 22.
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Clearly, Himid is concerned with depicting images of African descendants as
empowered, committed and actively involved in social chafige.invokes Harlem
Renaissance artist Jacob Lawrend@sissaint L’Ouverturseries, comprised of 41
gouaches with text. Lawrence completed two versions of this series, one of the mos
important works in hiseuvre®® One print, entitlectrategy(figure 106), is based on an
image from the earlier series of paintings. The scene depicts four mdimgtat a table
and the accompanying caption reads: “The Blacks were led by three dbais,

Francois, Biassou, and Jeannot; Toussaint serving as aide-de-camp to Biabsee.O0f T
the men face forward, while another figure stands with his back to us. He, like $limid’
right figure in theRevengeseries image, points to a map of the region as they develop a

plan of action.

Himid’s Beach Houssaeries (figure 107) relates to Hockney’s numerous Beverly
Hills swimming pool scenes, yet Himid’'s works reflect an additionalrlafeneaning, a
reference to the traumas of The Middle Passage, particularly litest Esa. Water in
Hockney's visions represents a Southern Californian pursuit of pleasure and the good
life, while Himid’s beach houses document a much more sobering history of forced
transport across the water. Himid has written of how the beach house isdfa site
conflict. Invasion and departure. Lost hope, abandoned lives, decimated civilisations

Continuing with water as theme, Himid produdéshetian Mapsa series of nine

% The first version was a series of 41 paintingspieted in 1937-38. A later series of 15 printswa
completed in the 1980s and 1990s. The print ser&ssmuch larger in scale than the earlier, redativ
smaller gouache works. See Peter Nesbett and Midbabois,Over the Line: The Life and Art of Jacob
Lawrence(Seattle: The University of Washington Press, 2002

®” Lubaina Himid, Maud Sulter and Martin BarloBeach House: Lubaina Himi@Vrexham, Clwyd:
Wrexham Library Arts Centre, 1995), 29.
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paintings that was exhibited at the Harris Museum and Art Gallery in Préstocashire
in 1997. Venetian Maps: Kingéfigure 108) employed playing card figures of kings of

African descent who charted a journey along a watery Venetian route.

Cotton.com(figure 109) was a series of small-scale black and white patterned
paintings that were completed in 2002. Himid has described the patterned bitgcof fabr
within the paintings as “messages” between enslaved cotton bale movers in Manchest
England and cotton pickers in the southern United Staféaming the Monegfigure
110) was first exhibited at the Hatton Gallery in Newcastle in 2004 andnitiegs
themes of naming, belonging, invisibility and survi¥alThe installation is comprised of
100 painted, life-sized wooden cut-out figures. Himid assigned West African, East

African and Muslim names and accompanying narratives to each of the 100 figures.

Himid has explained the thematic scope of the work, “It speaks to a broader kind
of story of people who were...taken from one place and forced to do another thing...the
group of hundred people are made up of ten groups of ten, so there are ten ceramicist
ten ville de Gamba players, ten drummers, ten dancing masters. So each of thase peopl

has a story...about who they really are, what their real name is, what tlegirrgime

% |n a March 9, 2006 interview with the author, Hinmioted of the work that it engaged with a histofry
cotton processing that involved “Cotton workerdfanchester and the ones in the southern US (slaves)
picking cotton in Carolina, packed in bales. Cottiwes up the barges into Manchester and big basgiles
almost into archways in those factories, and theopfe unpack those packs. It's as if slaves hame s
messages to the workers in Manchester. The pgimtre messages.”

% In an interview with the author on March 9, 20Bimid noted that the installation was originally ané

to be calledsifts for Kings It was just going to be callddoney and then that seemed rather crude. Itis a
fact that this is about money, this is about whosed as money, and who is used by the monied ke ma
more money. But it seemed too crude really angppeseNaming the Monegeemed the action | was
doing...”
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is...the names that they have are African nhames, West African, EasrAfkiuslim
names...you'll be able to kind of move physically and imaginatively in amorighbak

people.”®

Naming the Moneig characterized by an environment reminiscent of an urban
marketplace; each figure appears to be involved in the process of selling vaaress
squarely caught up in the colonial and imperial project. Himid also completed a set of
preparatory drawings (figure 111) that stylistically reflect thezstgt abstractions of
Romare Bearden'’s collages (figure 112). Each individual cut-out figure haseagoof

and unique and lively costume, from dancing master to shoemaker. Himid’s training in

set design is in evidence héfe.

In 2004, Himid completed a series callEte Priceless Boofor an exhibition
that examined a history of the collection and display of obJécfhese paintings,
drawings and collages were a series of ark forms (figure 113) thexttrafprecarious
history of migration, of both stasis and transpdrAnd, in 2005, in collaboration with

Susan Walsh, Himid developed two Research Resource documents that evolved from an

0 See Alan J. Rice, Alan, “Commemorating Abolitibmterview with Lubaina Himid,” University of
Central Lancashire, 2003,

http://www.uclan.ac.uk/ahss/journalism_media_comicaition/literature culture/abolition/lubaina_himid_
interview.php(accessed June 21, 2010).

" Himid has described the work, “I'm interested inking these kind of paintings, they’re not sculptuat
all even though they’re three-dimensional and ttayd in the room, they’re paintings because | want
have a way of making the audience move amongsittng, so they can be...part of the story.” See Alan J
Rice and Lubaina Himid, “Exploring Inside the Inbie: An Interview with Lubaina Himid,Wasafiri no.

40 (Winter 2003), 25.

2 The exhibition included the work of Himid, Susaradh, Mark Parkinson and Patricia Walsh, and was
organized by Himid for the Bowes Museum in Teesdaleham County in England. See Lubaina Himid,
ed.,Distance No ObjecdfTeesdale, England: The Bowes Museum, 2004.

3 Himid has written that they represent “a clasiwieen the zones of safety and danger, of stillneds a

movement and of the living and the dead, they fogether in order to mix memory with strategy.”eSe
Lubaina Himid, ed.Distance No ObjectTeesdale, England: The Bowes Museum, 2004), 13.
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examination of the impact of strategies for collecting and presentirigs\grartists of
African, Caribbean and Asian descent by the Tate Gallery. A relatestpodj2005
entitledOpen Sesamwas completed by Himid and Walsh, who collected details
regarding the Tate’s engagement with artists of color, developingydedabout

inclusion with artists, curators and audientes.

Most recently, Himid’'s works have been included in a number of exhibitions,
includingMigratory Aestheticsa group exhibition organized by Griselda Pollock, and
Swallow Hard: The Lancaster Dinner Serv{figure 114), which featured 100 plates,
tureens and jugs that were executed with techniques of over-palftifige Lancaster
Dinner Servicaeferences Judy Chicago’s semibahner Party with its themes of
inclusion and historical acknowledgement, as well as the lengthy histooyrohercial

goods that incorporated images of African descendants from the eighteenth theough t

" Himid’s online biography at the University of CeaitLancashire website at
http://www.uclan.ac.uk/schools/adp/contemporaryludraina _himid.phpnoted that irhe Point of
Collectionof 2007, Walsh examined the entire list of 29,88sts and 64,000 works (15000-2007) to
reveal 156 works by 30 artists of African Caribbea Asian descent. Himid then made extensive
investigations to assess whether a strategic pisyplace for collecting this work. In discusss with
staff with responsibility for keeping, publicizirajd adding to the collection she questioned thegisibns
and probed for their long term aims for the deveiept of a more visible representation of work bysth
diverse artists.”

'S Migratory Aestheticson view athe University Gallery at the University of Leedsrh January 11
through March 15, 2006, includea international selection of artists who examitieines of migration
and trauma.The Lancaster Dinner Servicen view at the Judges Lodgings in Lancasters produced in
conjunction with celebrations in Lancaster that coemorated the abolition of slavery. In an intenwie
with the author in Preston, Lancashire, England;did®, 2006, Himid stated that “I'll paint on these
dishes—images of people onto the plates that eeady designed.” In an interview with Alan Ricegse
footnote 78 above), Himid notes that these worferemce a continuum of African contributions, madh
which was wasted during the Middle Passage, “I ging to talk about the waste, the waste of créativ
The excuses that were used for throwing peoplebmaed that they were too ill to waste water on, I'm
talking about that vast expanse of water betwesteygay and tomorrow, Africa and the New World and
I’'m trying to talk also about the place where h#de people are now in the water. They are the bbthe
water now, they are it... the whole thing is a kinctpfle backwards and forwards. It's a kind of
continuum, it's not just an event that happened. |.thidse people are contributing--they’re just in a
different place...the legacy is still there.”
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early twentieth century. In 2007, a selection of Himid’s cut-out figures aming The
Moneywere included in the exhibition entitiéthcomfortable Truthat the Victoria and
Albert Museum (V&A)’® The images were dispersed throughout the permanent
collections of the V&A, and the installation was part of a national markitigeof

parliamentary bicentenary of the 1807 abolition of the slave trade.

Himid’s A Fashionable Marriage

A Fashionable Marriagés an installation of ten cut-out characters comprised of
paint on wood, nails, newspaper and magazine clippings and other collaged elements.
Each figure is slightly larger than life-size, a scale that enablegksdo see the work in
its entirety from a distance. The standing figures, on average, reach a hegydof
feet. The seated figures reach a height of approximately four teefte Both standing
and seated individual figures span an average width of four to six feet. Other components
of the work include three Picasso-inspired paintings for the wall, including arieng
of Picasso’s well-known Gertrude Stein portrait of 1905-6; a Julien Schnabekahspir
wall painting; a television that rests between the figures of ThatodéR@agan; and a
large, three-part hinged folding screen (6'6” x 4') that is positioned behind R€agan.

This multi-media installation, when properly installed, measures approkneefeet

S Uncomfortable Truthincluded the work of eleven contemporary artistsluding Himid. The
exhibition, which was organized by V&A Curator 2@hitley, was on view from April through June 17,
2007, and was not accompanied by an exhibitiorlague.

" Both the Gertrude Stein portrait and the Juliehrbel-inspired work have now been lost. The

remaining two Picasso-esque paintings include ax43” black and white-tinged abstraction and ablu
semi-abstract work that measures 36” x 40”.
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in height (inclusive of the wall-mounted components), a width of 20 feet, and a depth of
eight feet’®

The first showing oA Fashionable Marriagevas at Pentonville Gallery at 4
Whitfield St. in London from November 27 through December 20, 1986. The second
presentation was in an exhibition callddw Robes for Mashulaat the Rochdale Art
Gallery in England. The third showing was in an exhibition cdlledarth after
Hogarth: A Legacy of Inspiration, Works by Hogarth, Cruikshank, Frith, Hockney and
Himid, on view from October 15, 1997 through March 22, 1998 at The Victoria and
Albert Museum. In addition to Himid, this show also included works by Hogarth,

Cruikshank, Frith, and Hocknéy.

As discussed in Chapter One, Scene Four of Hogarth’s highly dravieatiage-
A-la-Mode subtitledThe Toiletteor The Countess’s Morning Levegset in a
fashionable home in early eighteenth century London. The newly-designated sountes
hosts visitors at a morning levee, the French-derived practice of regemmpany while
preparing for the day. As the Countess has her hair styled, she converses lwitarher

Silvertongue, a lawyer. For the first presentatioA éfashionable Marriageat

8 The dimensions of each component are as follovith, veight followed by width:“Art Critic” (7’ x
6'6".); “Art Collector/Dealer” (7'9” x 3); “The Funding Body” (6’8" x 4’); “The Angst/Complacent
School of British Painting” (6’8" x 3'10"); the “Bick artist” (7’7" x 6"); the “Right Wing Sycophant”
(6’3" x 2'6"); Ronald Reagan (4'6” x 6'1"); and “K—the Spirit of Resistance” (3'11" x 2'8").

" The presentation @§ Fashionable Marriagevas not accompanied by an exhibition catalogueabu
poster with an image of Himid as a young girl waduded. New Robes for Mashulamas accompanied

by an exhibition catlague. See Lubaina Himid, ©lagDyeleye and Maud Sultédew Robes for
Mashulan, Lubaina Himid: Work Past and Pres@Rbchdale Art Gallery, 1987)Hogarth after Hogarth

a small-scale exhibition, was curated by the V&R@semarie Mills and was only accompanied by a flyer
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Pentonville Gallery in 1986, Himid provided a chart of the ten central chezactidre
scene, which she has structured like a set design. The installation is divadaoint
sections that she has titled “The Art World” (figure 115) and “The RealdV(iiryure

116). The figures appear to closely correspond with Hogarth’s placemeg efsfi

As seen in Himid’'s diagram with descriptive notes (figure 117), the “Art &Vorl
characters include, from left to right, a seated “art critic” (ggll8), replacing
Hogarth’s plumpcastrato® He is seated in front of an “art collector/dealer” (figure
119), or Hogarth’s flautist, who leans against the wall of the installation. Tratiteof
the art critic is a seated male figure who sits on a rudimentary fenceptesents “the
funding body” (figure 120), replacing the character that Himid refers tagarth’s
“feeble envoy.” Two men attached at the hip represent what Himid calls “the
angst/complacent school of British painting” (figure 121), or Hogarth’sethand
surprised” individuals in the scene. Standing next to Himid’s two attached men is a
female figure whose form is constructed of boxes (figure 122). She is “thadeartist
(Cult of the Individual),” replacing Hogarth’s female “eager listeén&he stands just in
front of and to the left of a female “Black artist” (figure 123) who repl&tegarth’s

older male “Black slave/servant”.

“The Real World” side at right includes a standing hairdresser, or Himidlst“r

wing sycophant” or young Minister of Parliament (MP) (figure 124He pampers a

8 please note that all descriptive terms in quatatiarks in this and the following paragraph arewira
directly from Himid’s text that accompanied thegtiam that the artist rendered for the exhibitigeifl

81 An MP is a term used to denote a Member of Padigrin Britain.
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seated Margaret Thatcher (figure 125), replacing Hogarth’s colfit&ee is seated just
opposite a reclining Ronald Reagan (figure 126), Hogarth’s Silvertongue ther laiy
the far right of the work is a young seated girl (figure 127) that Himid redeas “Ka—
the Spirit of Resistance”, a figure who replaces Hogarth’s youthfuhseof color who

is seated on the floor, playing with auction house obf&cts.

Himid’s cut-outs appear hastily-executed with their rough edges, aaastand
jagged cuts of wood (figure 128). This is in keeping with their use as a form of tHeatrica
prop, part of a set design that is meant to be seen from afar. Himid has rermarked t
“Because of the theatre design, | made them to be temporary. They weretriotlbstl
Built just for a show...it's about impact and experience and then it's §éniect this
reason, there is a rough and slightly unfinished quality to some of the works, and the
evidence of their making is apparent. In a way, they mimic the distancedretine
viewer and the scene in Hogarth’s original levee scene, set in a privatstaoimterior.

As discussed earlier, Hogarth’s scene, although heavily populated, takes pilagetdur

intimate hours of a woman’s preparations for the day.

82 According to Himid during an interview with thethor in Preston, Lancashire on March 9, 2006, both
the seated Thatcher cut-out and the feminist dréige been lost.

8 Ka is the ancient Egyptian concept of spiritual essemarking the difference between the living dre t
deceased, with death occurring whenkhdéeft the body. The Egyptians also believed thaka was
sustained through food and drink and, as a reealtf and drink offerings were presented to the déhd
ka was often represented in Egyptian iconographysesand image of the king, which led to a lengthy
practice of translatinga asdouble For further discussion of the concepkaf see Stephen Quirke,
Ancient Egyptian Religio(New York: Dover Publications, 1993).

8 Lubaina Himid, interview by author, Preston, Lasttee, England, August 11, 2010.
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Himid’s version,A Fashionable Marriagenay have been conceived during the
late 1970s and early 1980s, while Himid was working at a gallery in Covent Garden.
There, she met David Hockney, whose work would have a profound stylistic and
thematic impact on her work, and who may have solidified her interest in Hogarth’s
work. After meeting the older artist, Himid began to extensively exaam illustrated
book that featured HockneyRake’s Progresprint series, noting that Hockney’s series
“was very current. | really think he brought Hogarth back into the thought-about,-talked
about canon® This idea of Hogarth’s relevance provides a link to what drew Himid to
Hogarth’'s work: its similarities with the social and political events ofitfsrown time.
Himid’s mid-1980s interest in Hogarth may have been partly prompted by Hoskney’
engagement with the eighteenth-century artist and may have led her togohedwwvn

version of a “modern moral subjecA’Fashionable Marriage

Himid has described her connection to HogartA fRashionable Marriage
highlighting the overarching sense of the artist as agent provocateur and, e al
subversive figure. She observed that “Hogarth, bad-tempered ambitious genitisa@and ¢
of eighteenth-century manners and morals, painter of theatrical themeglsigryt
history painter, arch xenophobe, proved to be the perfect ally. He painted life asihe saw
outside his back door. He had no qualms about heaping ridicule upon aristocratic
architects, politicians, moneyed men, stupid women, avaricious families, lazy

bureaucrats, and anyone French or Italian.” Himid continues, “In 1986 | wished to do the

8 Lubaina Himid, interview by the author, Prestoantashire, England, March 9, 2006.
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same...His theatricality and storytelling tableaux fulfilled my defsirespectacle and
drama...Hogarth was interested in the time in which he lived—the people who stood in
his way as much as those who, like Fielding and Vertue, praised his innovation and risk-
taking.”® Himid thus forged an alliance with the eighteenth-century painter and engrave
based on a mutual need to critique, through a dramatic, satirical lens, the London of their
respective time&’ In addition, her interest in Hogarth’s “risk-taking” evinced a lengthy
tradition of English satire. Works such as CruikshaiMesry Making on the Regent’s
Birthdayof 1812 (figure 129) reflected a similar, biting sense of satire that dunect;

like the most effective political cartoons, through slightly off-color humor ayeréd

pictorial symbolisnf® Himid has written that,

London in the 1980s in the midst of the hedonistic, greedy, self-serving, go-
getting opportunistic mayhem was a fabulous location for me as a satiristtand wi
Everyone who shook or moved in artistic semicircles or political whirlpools was a
deserving dartboard. | took aim and threw...Hogarth provided the many layers |
needed ...to reveal the art folk and their intrigues by comparing them to the
despicable players on the stage of world politics.

% |bid.

87 Himid recalled that “I read a lot about him in th&70s when studying theatre design. Then in tide m
1980s, his themes and fury matched mine | soughiboations, read more books, and looked at thekwor
all over again.” See Bernadette Fort, “Lubaina limmA Fashionable MarriageA Post-Colonial
Hogarthian "Dumb Show,” in Bernadette Fort and AlagRosenthal, edsThe Other Hogarth: Aesthetics
of Difference(Princeton, N.J.: Princeton University Press, 30011, 292. Himid’s reference to “fury”
speaks to the themes of subversion that are pragsbath artists’ work.

8 Cruikshank’s 1812 work was a satirical renderinting George IV (1762-1830), largely known for his
excessive tastes in alcohol, food and women. Fisaussion of the large number of satirical wdHest
focused on these characteristics associated withg8dV, see Kenneth BakeBeorge 1V: A Life in
Caricature(London: Thames and Hudson, 2005).

8 Lubaina Himid, “A Fashionable Marriage,” in Berrdi® Fort and Angela Rosenthal, ed$ie Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 30QT0.
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Himid explains the idea shared by other contemporary artists that Hogarth
represents a kind of “man of the people” who democratically lampooned the misdeeds of
London’s wealthy and impoverished citizéfia/et, such a characterization obscures

evidence of Hogarth’s conformity and oppression.

The Art World: “The Art Critic”

Himid’'s A FashionabléVarriage substituted Hogarth’s Senesino, tastrato
vocalist, with “The Art Critic” (figure 130). In Himid’s preparatory diag for the
critic, his corpulent mass appears to float within the spare plane of thegli@gure
131). He is seated on a set of sketchy chair legs, executed in a few lineartbibkes
nearly obscured below him. The sense of weightlessness, or a general larstafce,
is emphasized by a speech bubble that the critic emits, cartoon-style, $ramuth. The
bubble’s emptiness is emphasized by its relatively large scale. Hinoighorates two
succinct words within this space that summarize the qualitative contentaftitie

speech: “Not Alot.**

% Lubaina Himid, “A Fashionable Marriage,” in Berrdité Fort and Angela Rosenthal, ed$ie Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 30QT0.

L In a March 9, 2006 interview with the author, Himmioted that the image includes the text of “what |
was reading at the time: Dabydeen and Shesgredimiid is referring to relatively new, revisionist
interpretations of Hogarth’s work such as David {pden,Hogarth’s Blacks: Images of Blacks in
Eighteenth-Century English AfManchester: Manchester University Press, 198} ad examined the
image of servants of African descent in Hogarth Wwhd rarely been discussed in previous scholarship.
Himid may also have been referring to the followmglications by Sean Shesgreen: Sean Shesgreen,
Engravings by HogartiNew York: Dover Publications, Inc., 1973); Sedre§green, “Hogarth’s Industry
and Idleness: A ReadingZighteenth-Century Studi®s(1976), 569-98, and Sean Shesgréfmgarth and
the Times of Day TraditioLondon, 1983).
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Himid’s curvaceous art critic is in eighteenth-century dress. Yetdsiefrilly
white ruffles peeking out from his blouse, Himid has placed a profusion of yellow rubber
gloves. They sprout forth from beneath his vest, much like a chicken’s flesksy. watt
The rubber gloves, along with his beak-like mouth, swooping “comb” of curled hair and
bloated body, together evoke an image of a plump rooster or chicken. The ast critic’
jacket cuff features an elaborate design: collaged bits of art magaand music
reviews, while his coat trails to the floor with expressionistic, repeatagasof the
London-born, Nigerian-English vocalist called Sade. Other collaged textsdibat his
coat and vest have been cut and adhered to reveal references to artists of cglor, And
Warhol, and the Venice Biennial. Together, all of these elements conveyra jpita
dysfunctional London-based cultural world that is marked by various compatignis.
Himid has produced an art critic that is an almost mirror image of Hogadstsatq he
is one of the few characters that Himid depicts in eighteenth-century ditesgpointed
kinship with Hogarth’s earlier image points to her enduring interest in histat. while
they visually refer to Hogarth'’s figures, Himid has endowed them with cqaeary
identities. In this way, she ensured a dialogue between Hogarth’s tini®&osl

London, underscoring the cyclical nature of historical narrative.

By linking the art critic with Hogarth’s plump and pretenti@astratq Himid
pointed out similarities between the two: pompous airs, pretentiousness, puffed-up
egotism and effeminate nature. In Hogarth’s time, these characsewstre linked to the
French in particular. Yet, for Himid, she is far more interested in a critifjtres art

critic’s perceived ambivalence and/or hostility towards artists of céler.resulting
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image of the art critic reveals how she has drawn from the subversivevesrthat were

already present in Hogarth’s earlier work.

The Art World: “The Collector/Dealer”

Himid also transforms Hogarth's flautist into the contemporary figueestfady
art dealer. She names him “The Collector/Dealer,” and he plays a rudisnéuate
(figure 132). In Hogarth’s scene, his lower body is partially obscured nipée
proportions of the seatedstratoin front of him. Himid has retained the upper torso of
Hogarth’s flautist, changing his velevety jacket from burgundy to blue, and sloumt
on an unpainted, seven-foot-tall plank of wood that is plastered with spray-painted Briti
pound signs and American dollar bills (figure 133). Dollar bills were chosen because
“Real money is American money, international money,” according to HihWdithin the
installation, Himid propped this figure against the wall behind the art antiche
funder, in keeping with his position in Hogarth’s scene. In Hogarth’s levee, theianusi
plays a tune that infuses the entire scene. In Himid’'s scene, the artrdaaipulates the
art world in a similar fashion, by turns celebrating particular artistewdwering the
visibility of others. The art dealer’s whimsical representation is esmgdthin Himid’s
eloquent, delicately-rendered preparatory drawing (figure 134). Hewearmmerbund
that appears to be adorned with musical notes. Yet, upon closer inspection, thes styli
“notes” are revealed to be something else entirely: symbolic, repeatezhpefe to his

primary object of interest, the British pound.

92 Lubaina Himid, interview by author, Preston, Lasttee, England, August 11, 2010.
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The Art World: “The Funding Body”

The third figure in thé\rt World section is drawn from Hogarth’s effeminate
Ambassador who sips chocolate with paper curlers in his hair. In Himid’s version, he
becomes “The Funding Body,” an arts funder who is perched atop a wobbly wooden
fence (figure 120). His pretentiousness is made clear by the fact thaiftse ikttle
substance that the delicate fence easily withstands his weight. Hiagzedludes to
luxury or polarized class divisions in the representation of “The Funding Bodyglypam
those individuals empowered with deciding which artists were worthy of suppbthis
figure, Himid writes that he is “unable to decide between the critic’'s anddhe fad of
the day. Should he support the disabled, the Black, the women, or wait until someone else
gives permission—the countess perhapsHe is a fitting subject for Himid’s narrative
since his presence documents the utter instability of available arts sujgsmité the
GLC'’s efforts) for those considered “other,” i.e. those that were not wiealthy or

well-placed heterosexual mal¥s.

The arts funder, along with the art dealer and art critic are all siturated ieft
corner of Himid’s “Art World.” Most significantly, all share a markedidiity to

Hogarth'’s original scene, evincing Himid’s primary interest in hissbmarrative. Yet,

% Lubaina Himid, “A Fashionable Marriage,” in Bedwite Fort and Angela Rosenthal, edfie Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 30QT4.

% For discussion of inequities in British arts fumglin the 1970s and 1980s regarding “ethnic args” v
mainstream funding, see Kobena Merd#elcome to the Jung(&ondon and NY: Routledge, 1994) and
Naseem Khan, “Choices for Black Arts in Britain OUdirty Years,” in David A. Bailey, lan Baucom and
Sonia Boyce, edsShades of Black: Assembling Black Arts in 1980&Br{Durham, N.C.: Duke
University Press, 2005).
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despite being pictorially similar to Hogarth'’s figures, each has a newiagdaientity.
These identities are signified by a number of objects, including clippiogslfondon-
based newspapers and magazines, American dollar bills, rubber gloves, spey-paint
graffiti of British pound signs that provide each “character” with atgdeal of currency,
situating each in 1980s London. They also function like a crash course in popular
cultural stylization, endowing the critic, dealer and funder with symboli&ings or
badges. In this way, Himid’s figures recall Hockney’s early 1960s paintingscgndrP

standards like Peter BlakeSelf-Portrait with Badgeef 1961%°

The Art World: “The Angst/Complacent School of British Painting”

Also on the “Art World” side, two male figures with ruby-red lips are joined at
the hip and awkwardly seated in a chair (figure 121). They replaced the twbgueds
in Hogarth'’s piece, one of whom faces the viewer with a half-asleep exprasbitnthe
other snores peacefully in the corner. Himid referred to her two conjoined mé&heas “
Angst/Complacent School of British PaintingRather than human legs, the figure in
front has blue, fish-like appendages that evoke a mermaid-like quality. A®uwsd
enjoined male figures is Picasso’s well-known portrait of Gertude Steinjrdgrd
codified reference to homosexuality that links Gilbert and George, Hockneydse

Stein and Himid herself.

% Blake’s 1961Self-Portrait with Badgefeatures the artist in a blue denim suit withraul collage of
buttons with logos. In this update of Gainsbordsifdiue Boy a self-assured Blake represents himself as a
highly individualized spectacle whose identity bagen formed by dress and the badges that dontiis o

as well as the celebrity-fixated American magatihat he prominently displays in his hand.
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Himid has noted that she “was thinking about Gilbert and George and also two
Scottish guys, Stephen and Adrian Wisziewski, who were the Damien Hirgdighithe
day in the mid-1980s?® These two privileged artists were part of a well-known group of
artists called the New Glasgow Bo¥sThey represented one component of a narrative
of exclusion that was already present in Hogarth’s Workimid has written that the two
attached men “reminded me of the then very fashionable painters of the timetegadua
of the Glasgow School of Art...Mimicking the English worldRyivate EyeandGilbert
and Georgebut out on a provincial limb nevertheless...These men were the saviors of
painting, the epitome of a nineteenth-century ideal. The worlds they depicted were
peopled by men eccentrically dressed, going forth on Arthurian quests, subsequentl
meeting themselves coming back. Theirs was not a world of political matgjifaii one
firmly placed in a private commercial dealer system, which exists tomtiire world of
collectors.®® She implies that this relatively higher class and Scottish world had very

little to do with the everyday realities of working-class and/or imamigpopulation$”

% Lubaina Himid, interview by author, Preston, Lastiee, England, March 9, 2006.

" Himid references the 1980s emergence of a groaptists called the New Glasgow Boys by the media.
These artists, who were largely painters, incluisven Campbell (b. 1956), Ken Currie (b. 1960)ePe
Howson (b. 1958), Adrian Wiszniewski (b. 1958) &tdphen Conroy (b. 1964). Rejecting the
minimalism and abstraction that were prevalentraythis period, they instead produced works that
focused on narrative, social realism, history pagand the human figure. Himid’s incorporatiortiod

New Glasgow Boys is part of a larger critique of géhite male privilege in the art world, which agai
reflects an engagement with Hockney. As discuss&hapter Two, from the early 1960s, and by the
1980s, Hockney had enjoyed increasing success,ittitle US and in Britain.

% This “inner circle” also includes US President Baaand the white female artist who may be alloaed
measure of space in mainstream art history texts.

% Private Eyds a satirical magazine, first published in Londori961. Founded in 1845 by Charles
Rennie Mackintosh, the exclusive Glasgow Schodrbis an independent art school in Scotland that i
one one of the most prominent institutions for ghedy of art and design in the world. Its gradu@iekide
Christine Borland, Douglas Gordon, Peter HowsomicBrMcLean, Jenny Saville and Simon Starling.

19 This occurred despite the fact that many of Himigéers had parents who were born outside of
England, but had actually been born in Britain thelves.
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Himid is suggesting that the artists represent a privileged realmtishBart populated

by elite, and often dandified, white maf@5This world decidedly excluded individuals
like Himid and many of her colleagues, artists that forged what has become knitwen as
1980s Black Arts Movement in Britain. Himid’s association of these figures with a
“nineteenth-century ideal” highlights the link with late Victorian dandyisrangland

that has been a key component of Gilbert and George’s works and their performed

personas as artist¥’

The Art World: “The Feminist Artist (Cult of the Individual)”

Hogarth’s female figure that swoons in front of tastratobecomes, in Himid’s
“Art World” scene, a white American feminist artist (figure 122). Hinaterred to her
as “The Feminist Artist (Cult of the Individual).” She is comprised @&rees of boxes
with empty drawers, some of which are filled with figures. The two bottom upturned

drawers display plates, alluding to Judy Chicadiitner Partyof 1974% Text is

19110 1989, Saint Martins School of Art and Centreh&ol of Art and Design merged to become Central
Saint Martins College of Art and Design.

192|n fact, Gilbert and George have, throughout thaneer, produced work that blatantly contradicted
relevant contemporary styles of art. Their workufeed on an endless parade of rent boys, viewsef4in
city London and tongue-in-cheek views of the ptainling thought the English countryside, a general
interrogation of “Englishness”. As Frances Spaldiag suggested, during the artists’ time at Saguttikis,
their first experiments as living sculptures mayéhheen executed “to needle Anthony Caro and thve Ne
generation sculptors whose very masculine sculgtaminated the sculpture department; see Frances
Spalding,British Art Since 190QLondon: Thames and Hudson, 1986).

193 American artist Judy Chicagoinner Party(c. 1974-79) is a seminal work of the American ifeist
artist movement. It is a triangular banquet tdbdguring 39 place settings that pay tribute tivarse
group of female historical figures. Each plateisgtfeatures a decorative element with a vulval an
butterfly design at center. For a selection ohgsghat discuss the significanceldfe Dinner Partywithin
art historical scholarship on the American femiaistmovement, see Amelia Jones, dddy Chicago’s
Dinner Party in Feminist Art HistoryBerkeley: University of California Press, 1996).
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inscribed across two of the boxes: “The white dress is part of a plot to escape.” Thi
Dada-inspired figure is drawn from a host of inspirational sources: Picag$oudism,
Surrealist uses of furniture as allusion to psychological states of mind, Joseeh’'€or
Victorian-influenced boxes, and, as mentioned before, Judy Chidagwisr Party

Yet, Himid’s “feminist artist” resonates most closely with Louisez®&lgon’s

monumental, Cubist-informed assemblages. This figure also examines issues
surrounding those activities that have been historically deemed “women’s work,”
including craft (the ceramic plates) and household work (the garbage cany. WHité
gift-wrap tissue paper pokes out of the garbage can, perhaps part of the waouek te
reference to a “white dress” or wedding dress. Hence, a discarded weddingalress m

signify an “escape” from the expected social behavior of women and/or wotisés a

The pointed emptiness of most of the drawers reflects Himid’s commentary on the
American feminist art movement which had been critiqued for racist arst pliictices
by African American artists like Howardena Pindell. Himid provides ther& with a
subtitled name, the “Cult of the Individual,” to address this issue of racistsexal
within the feminist movement. Interestingly, both Rego and Himid used a dtelokst

of drawers in their re-workings of HogarttVarriage-A-la-Mode'**

1%4 Rego’s use, to be discussed in the next chaptieremces a form of psychological analysis thattdea
with emotional trauma. As will be explored, thi&tion was very much in line with the Surrealistsé
of furniture, largely as symbolic commentary on ¢omal states.
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The Art World: “The Black Artist”

Himid replaced Hogarth’s standing Black male servant who leans and grins
broadly as he serves a steaming cup of chocolate with a Black fentle ldimnid calls
her “The Black Artist” (figure 135)% She is much more monumental than the other
figures in the installation, far larger in scale. She appears to function lidkegarical
figure, laden with symbolism. With articulated arms and an expansive blige shes
towers over the entire room. Most strikingly, a series of wooden fish embeltish he
expressionistically-painted blue dress (figure 136). Together, tharfharying shades
of blue evoke a map-like expanse of water and land. All of these elementsttathé
Middle Passage and the many enslaved Africans who were lost overboars wayhi
Himid pays tribute to the memory and physical presence of these countlesigssame
individuals by the inclusion of this grave and spectral figdrEashionable Marriage
represents a moral commentary on specifically British actions in the nasomaoferce,

an extension of Hogarth’s commentary on morality and the thirst for luxury.tt8ms

Himid has depicted the Black woman artist with a bowl that mirrors the cup of
chocolate held by Hogarth’s standing male servant. Hogarth'’s figure stoopseadhse
European woman at his right. Himid’s figure, by contrast, tosses liquid into #heffac
the woman that she is next to, yet another example of subversion in the installation

addition, the Black artist’'s depiction with a bowl refers to an earlier wotHiimnyd

195 |nterestingly, Himid’s feminist sensibilities emstthat the quintessential image of “the blackstirts a
female one rather than male.

1% This issue of morality and luxury items, in retatito the “Black artist” figure, will be addressier in
this chapter.
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calledA Carrot Piece produced one year befofeFashionable Marriage In A Carrot
Piece a Black woman cradles a bowl of swirling energy that signifies botleakfrbased
cultural manifestations as well as Picasso’s use of the notion of magdnesfatisin
addition, Himid’s incorporation of liquid matter also speaks to her engagement with

Hockney’s swimming pool imagery during this period.

The Real World: “The Right Wing Sycophant”

Himid’s hairdresser replaced Hogarth’'s affected French hairdressewnask-

like, hook-nosed face is amply coated in white powder. In Himid’'s scene, he becomes a

lackey, whom Himid also referred to as a “tabloid editor, cheap trashyistpaehbitious

young M.P."°" This nude, pale blond figure with moveable arms holds a lengthy penis

fashioned from wrinkly plastic that accommodates the masturbatory movefibat

arm. When his arm is extended, the top of the penis morphs into an electric hairdryer

(figure 137). In the preparatory drawings for the figure, Himid listv¥&i®us guises:
“Neo Nazi politician, British bobby, CIA agent, sanction buster, greedy industrial
right-wing thug.” Himid’s aggressive yet comical description evire&hda-inflected
emphasis on political satire with a humorous quality that nonetheless delivamia ser
social critique. Other influences here include the work of George Grosz andijis da

Cubist-inflected moral critiques during the Weimar years in 1920s B&%liBoth the

197 ubaina Himid, “A Fashionable Marriage,” in Berrmitt Fort and Angela Rosenthal, ed$ie Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 20076.

198 As will be discussed in the next chapter, Rego sksres a stylistic linkage with the sobering aloci
critiques of Grosz. For further discussion of GraadNeue Sachlichke{por New Objectivity), see Frank
Whitford, The Berlin of George Grosz: Drawings, Watercolons drints, 1912-193(0London and New
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preparatory drawing and the lackey cut-out in the installation represetitjascof
Conservative politics, particularly Thatcher’s focus on privatizatioheaexpense of
social programs in Britain during her tenure as PM. Himid has described the vkak as
to recognizing the British example as part of a “wider global politic, resrenment

marked by little concern for those in need of governmental assistince

Himid has chosen a male nude that responds “enthusiastically” (with ameyecti
to Thatcher while arranging her hair. One might be tempted to assuntaghmire is
feminized with his red-rouged lips and careful primping of Thatcher’s haat, ity
comparison to other figures like the art critic and the arts funder, he is congideabl
masculine, particularly when accompanied by a lengthy phallic appendagewittigng
arm and flex-ready appendage give him the appearance of a marionette or puppet.
Indeed, Himid has casted him as a political puppet with an erection tlasdpdhe
sycophantic nature of his relationship with Thatcher and the larger Conge patiy.
Himid’s association of this figure with puppetry may refereBp#ting Imagea popular

puppet show of political satire that aired on Britain’s ITV networks from 1984 to 1896.

Haven: Yale University Press, 1997) and Jill Llogdhristian Schad and the Neue Sachlichksgw York:
W.W. Norton and Company, 2003).

1991 ybaina Himid, “A Fashionable Marriage,” in Lubaiflimid, Olusola Oyeleye and Maud Sultsgw
Robes for Mashulan, Lubaina Himid: Work Past andd@nt(Rochdale Art Gallery, 1987), 18.

10 35ee Lewis Chestefpoth & Claw: The Inside Story of Spitting Imagendon: Faber and Faber, 1986).
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The Real World: “Margaret Thatcher”

In Hogarth’s version, the relaxed countess slyly gazes with an adoring&xpre
at her lawyer. In Himid’s scene, she becomes transformed into a convolutadefia
figure (figure 125). Thatcher’'s body is comprised of a series of rectargaoktks of
paper, a massive, fluttery yellow made of geometric cuts of paper, cardboascabdxe
newspaper articles documenting Thatcher’s tenure as Prime Ministeabdus the
expansive “dress” is an ivory profusion of broken-down boxes that have been flattened to
form a white, wing-like mantle. Thatcher’s face is a Joseph Cornellian box sprietv
masks. As a whole, the figure of Thatcher may be described as flighty, wdilisusd/or
insubstantial. Her presence is a disjointed one, and nothing appears solid. Heearms ar

merely tacked or nailed onto the fluffy, cloud-like shoulder area.

This commanding representation of Thatcher corresponds to her tremendous
social and political impact during the 1980s. Himid had written of a 1980s London that
was marked by “hedonistic, greedy...opportunitstic mayhem,” a refererfoe to t
capitalist-driven policies of both Margaret Thatcher and Ronald Reagan dyréngpd
that saw the publication of numerous images of both leaders in the global gess (fi
138)!** Himid has also written of her scene: “Margaret Thatcher throws herselfds

the reclining/declining Reagan and allows herself to be invited to a madked\a|d

1| ubaina Himid, “A Fashionable Marriage,” in Berrmditt Fort and Angela Rosenthal, ed$ie Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 30Q70.
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War Ill—Nuclear Holocaust. The art world, maintaining the status quo, sings'dn.”

The central placement of Thatcher in the work is also significant because, in 1986, the
same year that Himid’A FashionableMarriage was completed, Thatcher’s

Conservative Party government abolished the Greater London Council (GLC). The GLC,
established in 1965, has been widely viewed as the provider of a considerable degree of
support for what was then called “ethnic arts” and “Black arts.” Social stidimh

McGuigan has written of “the vital role the GLC played in the formation of a Blbuk f
culture and practice in Britain,” and how GLC funding, along with other funding

agencies and Channel Four's commitment to independent films, “created the conditions
albeit fragile, for Black filmmaking**® Hence, Himid’s focus on Thatcher is of critical
significance in her assessment of the socio-political environment thdi988s London.

Her efforts certainly had a social and political impact on the serweglalle to Black

and Asian artists during this period.

Issues of class are also evoked in the form of Thatcher. In Hogarth’s $eene, t
countess was the daughter of a merchant, “the middling ranks,” which aretdistmc
and considered below, the aristocracy. As David Bindman has written of the sdeme, “T
new countess, though of a merchant family, plays up to her new rank by receiving

visitors at a levee!®* Hogarth’s entire scene is an image of the countess attempts to shift

12| ubaina Himid New Robes for Mashulan, Lubaina Himid: Work Past Bresen{Rochdale Art
Gallery, 1987), 8. This text was also publishedtenflyer for the Pentonville Gallery at 4 WhitfieSt. in
London. The exhibition was on view from Novemb@t ghrough December 20, 1986.

13 Jim McGuiganCulture and the Public Spher@.ondon: Taylor and Francis, 1996), 82.

114 bavid Bindman, “Hogarth’s Africans,” ifhe Other Hogarth: Aesthetics of Differen&ernadette Fort
and Angela Rosenthal, eds., (Princeton: Princetonedsity Press, 2001), 265.
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her own social standing with a costly, aristocratic levee that evinces a nohmberal
transgressions. As David Dabydeen has succinctly noted, “The sense of roayal de
brought about by commercialism is one that runs through Hogarth’s work, from his South
Sea prints t@in LaneandThe Cockpit'**®> The environment is one that references
infidelity, sexual abandon, and the masquerade, a theme of extravaganceta®the s

moral disarray.

Thatcher herself comes from a merchant family, with a father whagescer.
Himid produced preparatory drawings for the art critic, Margaret Tikaidigure 139)
and other characters, works that reveal a more playful and Hogarthian sbos®of
than in the artist’s larger installation. In the complex drawing for Tieat¢dimid has
inscribed on the work “The Grocer’s Daughter,” a reference to her upbringing. This
“naming” functions as a sly and ironic commentary on Thatcher’s notably nom-socia
programs policies and practices that preferenced the wealthy over more infpeVeris
citizens. At left, a relaxed Thatcher/Countess sits poised with one arm atifppropped
on the chair. To her right is a photo of Thatcher with a crazed expressiogremcefto

her media representation as frequently irate, opinionated and uncomproftfising.

15 David Dabydeen, Hogarth’s Blacks: Images of Blacks in EighteentmiDey English Ar(Manchester:
Manchester University Press, 1987), 72.

118 A recent newspaper article in The Guardian diseugisis lingering image of Thatcher. See Jackie
Ashley, “Pungent, Angry and Decisivelhe Guardian(January 2, 2011).
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The Real World: “Ronald Reagan”

Hogarth's Silvertongue entertains the countess with such a level of comfort and
intimacy that he has his feet and legs placed atop her fine sofa. Confident in his
masculinity and in their already-established relationship, he boldly invités her
masquerade, gesturing towards the masquerade scene that embbkistesdn that
stands just behind him. Himid’s replacement, Ronald Reagan, is a recliningWitjure
broad, curvaceous hips and a detached head fashioned from a square block of wood
(figure 126). He wears a cowboy outfit and “floats” in an outer space of afaits and
ascendant rocket ships, references to Reagan’s fixation on space progranes‘aryd’t
of war. Behind Reagan is a tall darkened screen (figure 140) that includes photos and
text from newspaper clippings that document a series of terrorist bombirgs)gae

with Thatcher, and other events from Reagan’s tenure as U.S. president.

Two re-workings of Picasso are placed close together above the Reagan and
Thatcher figures (figure 141), one of which is an appropriation of Picasssisvef
David’s Rape of the Sabine Wonieh These frenzied, distressed figures illuminate the
violent plans being hatched in the implied negotiations below between Thatciten]B
and Reagan (the United States), much like Hogarth used the image of Medhgsa in t
marriage contract scene Mfrriage-A-la-Modeto symbolically respond to the ill-fated

wdding.

7 Himid described the Picasso re-workings that #equl above the heads of Reagan and Thatcher as “
late Picassos; plenty of rape scenes to choose framy women'’s bodies to penetrate and destroy...”
(See Lubaina Himid, “A Fashionable Marriage,” inrBadette Fort and Angela Rosenthal, etise Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 20Q71).
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In 2009, Himid discussed her incorporation of Thatcher and Reagan in this
installation: “It's strangely of its time (because of Margdreatcher and Reagan), but |
think it can probably hold its own. They are such iconic creatures (and the relaionshi
between Britain and America at the tim&)®” Most pointedly, Reagan holds in his hand
a note that says “Join me in the dant®."This communication referred to what
Churchill referred to as the “special relationship” between the two nationgeaaction
that had begun in the nineteenth cenfdfyOther similarities particular to Thatcher and
Reagan include the ways that Thatcher revived British capitalism andrRetesting of
Soviet power. Both were viewed as populist leaders, and Reagan focused on rhetoric that
used religion to further his aims, while Thatcher focused on privatization to modify

British economic policy. Other challenges for both figures were union strikes, and

negotiations with the Soviet Union. In addition, both survived assassination attémpts.

18| ubaina Himid, telephone interview with author ®eptember 21, 2009.

19 During Himid’s August 11, 2010 interview with thethor in Preston, Himid suggested that the Lawyer
may have been holding a note with similar text oghirth’s earlieMarriage-A-la-Modescene.

120 One of Churchill’s early references to a “speoihtionship” was during his speech called the &8is
of Peace Address” (later called The Iron Curtaieegin) at Westminster College in Fulton, Missouri in
March, 1946. This relationship, marked by coopeeasentiment in military trade, commerce and
intelligence sharing, may be exemplified by thédwing: the Quebec Agreement of 1943, Thatcher’s
support for Reagan’s 1986 bombing of Libya, andfélot that the United States is the largest soafce
foreign direct investment in the British econonBior further details, see Nicholas Wapsh@ttnald
Reagan and Margaret Thatcher: A Political Marriafjgeondon: Sentinel HC, 2007); Stephen Haseler,
Sidekick Bulldog to Lapdog, British Global Strategy fronm@chill to Blair (London: Forumpress, 2007)
and Alan J. DobsoAnglo-American Relations in the Twentieth Cent@f/Friendship, Conflict and the
Rise and Decline of Superpowét®ndon and New York: Routledge, 1995).

121 5ee Nicholas WapshoRonald Reagan and Margaret Thatcher: A Politicalrkiege (London:
Sentinel HC, 2007); Stephen Haseler, Sidekitikldog to Lapdog, British Global Strategy fronm@chill
to Blair (London: Forumpress, 2007) and Alan J. Dobgarglo-American Relations in the Twentieth
Century: Of Friendship, Conflict and the Rise aneclne of Superpoweéondon and New York:
Routledge, 1995).
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Himid depicts the reclining Reagan as an odalisque with all its associated
connotations of eroticized femininity, Orientalist imagery and concubinage. Bwspntr
Thatcher, who leans forward aggressively, is masculinized in her bearing. The
portrayal echoes their corresponding representations in the press: Rahgasofiar,
somewhat more conciliatory approach, while Thatcher’s disposition earndteher t
nickname “The Iron Lady.” Yet, although Himid depicts Reagan as an odalstpie
does render his face with a weathered masculinity, constructing adacarigular lines
ona squared block of wood (figure 142). This image fittingly corresponds to hisypbrtra

of cowboys in Hollywood westerns.

The Real World: “Ka—The Spirit of Resistance”

Another figure has also been summarily modified from HogaMi@giage-A-la-
Mode In Hogarth’s scene, a turbaned youth (figure 143) plays with an ensemble of
objects bought from the auction house. The child grins in a knowing way and points to a
horned figure, metaphorically alluding to the immoral behavior of the Countess,
particularly in reference to the notion of cuckoldy.Hogarth’s young boy knowingly
plays with toys that reference clandestine activities in the Countégisteenth century

household. This young boy is transformed, in HimMarriage, into a young girl seated

122 s David Dabydeen keenly observed, “The Black gogs, pointing to Acteon’s horns to indicate that
the wife will cuckold the young Earl who is abséwnin the scene.” See David DabydedHpngarth’'s
Blacks: Images of Blacks in Eighteenth-Century Bhghrt (Manchester: Manchester University Press,
1987), 79. Since the Middle Ages, the idea of oldty, or a wife’s infidelity, has been traditidlya
signified within art historical symbolism by a paifrhorns attached to the head of the husband ko h
been deceived. The child’s gesture toward thedwfigure also references the Greek mythologidalaa
the hunter Acteon, who is caught secretly gazinganude, bathing goddess Diana. In the tale,dihan
punishes him for his indiscretion by changing himoia deer who is then killed by his own huntingglo
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on a battered brown suitcase with a handgun resting ominously on top of it (figure

127)12® Adorned in stylish, late 1960s fashion, she is accompanied by a sharply-rendered
Black dog with bared teeth. The image is drawn from a 1960s photograph of the artist
Maud Sulter at approximately eight years old during a visit to the Glaggown

Scotland (figure 144%*

In the preparatory drawing for the young child (figure 145), Himid presents the
servant/slave figure as a boy, a massive, much more significant figungaydewith a
cluttered arsenal of oversized “toys”: rockets, machine guns, army taltkersccombat
helmets, and a world globe in the background to convey the seriousness and dahger of al
of these objects. He grasps a pointedly-broken phallic rocket in hand, an indication of
Himid’s critique of Reagan’s thirst for war. The presence of these objectdinjoting
child to the depiction of Reagan with similar men’s “toys” or weapons, painted onto his

cloak, and references to political violence on the screen (figure 146).

Instead of an image of Sulter, Himid uses Hogarth’s child for the preparatory
drawing and depicts him with Reagan’s weapons. Himid extracts meregleanent
from the battery of weapons, a gun. Himid had initially planned to produce a young boy

that is physiognomically similar to Hogarth’s young servant. Somehow, tla¢e

123 Another precedent for Himid’s image may be anotherk by Tissot calledy Waterof c. 1881-82, in
which two women are seated on a suitcase. Likélthed figure, they appear to be waiting therettia
midst of travel. In keeping with Himid’s focus é@male protagonists who are marked by strength and
resistance, both the Tissot and Himid's figureaeffla (perhaps uncommon) sense of independence and
self-sufficient way of movement and “being” in thverld.

124 puring Himid’s March 9, 2006 and August 11, 20fteiviews with the author in Preston, Himid
discussed the image of Sulter at the age of eigken “while at Glasgow Zoo.”
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photograph of Sulter took on more symbolic resonance. Perhaps Himid was more
compelled to draw frorfhe Revenge Seriaad other works that were marked by the
strategic incorporation of a Black lesbian couple. With the inclusion of her own body
and that of Sulter, Himid makes a bold political statement about the impact oka Blac
presence in British history as well as a Black lesbian presence. TisllpaBlack

lesbian unit, Himid and Sulter indeed had an impact on the cultural landscape of 1980s
London, showcasing the work of Black women artists through initiatives such as The
Elbow Room. Here, iA Fashionable MarriageHimid staged (and documented) a

Black lesbian presence that is central to the larger grand narrativesettadtiag place
within the scene: issues of social hierarchy, media representationjtyisibd agency

within both the art world aand on the global political stage.

Significantly, like Barnor Hesse’s critique of the dominant narratives which
privilege the post World War Il migrations and the 1948 arrival of the ship chbed t
Empire WindrushHimid problematizes a singular narrative documenting a Black
presence in Britai® She includes the figure of a young girl reminiscent of the post-war
migration images, adorning the child in mid-20th century dress, and twentietiycent
accoutrements: a sturdy, modern suitcase and handgun. Yet the child is linked to an
eighteenth-century Black British presence. Again, the incongruous nature odfuhessf

temporal location worries any simple alignment of the figure with one pkatiperiod

1251n 1948, 492 Jamaicans arrived in England on tBe Bmpire Windrush from Kingston. This trip has
often been referred to as the first cargo markiregpost-WWII mass migrations to England, and hasbe
incessantly referenced as a highly symbolic inggmdether viewed in a positive or negative ligift)
subsequent migrations to Britain in the late tweghticentury. For further details on the symbolic
resonance of Windrush, see Trevor Phillips and Nfkélips, Windrush: The Irresistible Rise of Multi-
Racial Britain(NY; HarperCollins, 2009).
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of time. The incongruous nature of this figure is further revealed by theh&ctnlike
the eighteenth-century servants in Hogarth’s time, Himid’s young gskpte a singular
face of independence. With weapon at hand, she appears to be set apart, in tea®s of cla

and purpose, from the other characters in the scene.

In Hogarth’sMarriage-A-la-Mode the young male child appears to be mixed-
race, with a complexion and facial features that are markedly distmetthat of the
older Black man who serves chocolate (figure *47The younger figure, a page boy, is
much lighter in complexion. He wears an elaborately wrapped phgeee(turban),
which may signify South Asian descent, a line of thinking that has not been previously
discussed in scholarship on Hogarth’s scene. The presence of the pugreesalso fall
directly in line with the orientalized Black servant figures in eighteemthi&" century

fine art and in popular culture advertiseménfs.

The youth’s age, in addition to his dolled-up, prettified adornment, qualifies him

as a figure equivalent to a small pet, a frequent companion of wealthy women in

126 1n fact, Hogarth'’s representation of the oldewaat is over-exaggerated and mask-like, as tholugh t
artist had difficulty in articulating this figureThe older male’s image is much more stereotypfeah the
younger child’s. Perhaps, for Hogarth and othghteienth century Europeans, the younger childeiwed
as less threatening (and less masculine) due tageis Hence, his features have been rendereddaugigy
in a somewhat milder representation. The oldersnamavy features are similar to Hogarth’s
representation of the prostitute and Tom Idle elvant apprentice, in Hogarth’s aforementionedtprin
series calledndustry and IdlenessThis pseudo-scientific association of physiogimoaharacteristics with
morality was a frequent characteristic of much tghth century European art. For further detaés,
David BindmanApe to Apollo: Aesthetics and the Idea of Rac@énHighteenth Centurfythaca, NY and
London: Cornell University Press and Reaktion Bo@d?2).

127 This figure would be represented as an individddlorth African and/or Arab descent. See David
Bindman, Henry Louis Gates, Jr. and Karen C.C.dbaleds.The Image of the Black in Western Art,
Volume II: From the Early Christian Era to the AgeDisovery, Part II: Africans in the Christian
Ordinance of the Worl¢Boston: Belknap Press of Harvard University Prg84,).
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seventeenth and eighteenth-century Europe. Catherine Molineux has writteseof the

figures:

By the 1720s, satires of the lady and her Black slave had become a notable,
though not extensive, feature of literary discourse. These satires tendedayp port
the practice of slave-owning as part of a fashion for pets...The slave-child-pet
parallelism established a sentimentalized form of domination, displacing the
violent act of slavery into the “intense emotional relationship” of pet ownership.
As elite women sought to establish themselves in society by acquiring |aets,
slaves and fashionable animals became a form of social currency; theyebeca
objects consumed and displayed in a semiotic system of &ttus.

In addition, it is significant that Himid has chosen the artist Maud Sulter ad mode
for the young girl; the image is drawn from a photograph of Sulter at the agéf eig
Sulter often discussed her Scottish and Ghanaian heritage. Her mixed-rage linka
connection to the small boy from Hogarth’s work is telling, and raises isthees of
contemporary ideas about miscegenation, a concept that has problemiadidatipral
implications in both the eighteenth and twentieth-centuries. Himid has noted of #he wor
that she pointedly chose the image of the mixed-race Sulter to link her wythuihg
boy in order to point out how physical beauty, sometimes linked with miscegenation,
played a role in the choice of certain children to function as “pretty younthlgs.”

As Himid recalled, her choice of Maude to take the place of Hogarth’'s seatdd“may
have had to do with Hogarth’s child and Maude as mixed-race. Hogarth’s child was a

rather sensuous little creature, like decoration. Maude was also very beautifhd ane

128 catherine Molineux, “Hogarth’s Fashionable Slawderal Corruption in Eighteenth-Century London,”
ELH 76, no. 4 (Winter 2009): 498.
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took her particularly seriously. To some, she was just a pretty thing in a F6bi®d
Himid provides Hogarth’s young boy, her representation of a young girl, (and Maude)
with evidence of an additional layer of consciousness and resistance and puypose, sl
masked in an individual who is considered pleasing to look at, but seemingly without
substance. Himid transforms this entire scenario, both in the eighteenth-cattuny

and in 1986, providing these figures (or their representations) with a far greaser of

political and philosophical complexity.

Sexual tension permeates Scene Four of Hogdvtarsiage. In eighteenth
century London, despite what was common practice, the representation of such blatant
eroticism signified immoral behavior. Dabydeen writes of Hogarth’tisesual
signifiers to heighten the emphasis on sensualiijarriage-A-la-Mode including the
displayed pictures on the wall: “Jupiter embracing lo and a drunken Lot beingeseby
his daughters reinforce the mood of sexual obscenity as does the erotic noved, entit
Sophalying appropriately on the sofa...peppered with references to ladies who are
‘liberal of their Favours to their Negroé&>This inference to white women and Black
men relates to the young mixed-race child, so that both the corporeal prektrece
child as well as the inclusion of the novel hint at the potential dangers of misttegena

brought about by unbridled sexuality.

1291 ubaina Himid, telephone interview with the autlor September 21, 2009.
%0 David Dabydeertogarth’s Blacks: Images of Blacks in EighteentmtDey English Ar{Manchester:
Manchester University Press, 1987), 79.
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In addition, the decided range of complexions in Hogarth’s work has not been
examined in great detail in previous scholarship on Hogarth’s work, although the
assessment of Hogarth’s perceived sympathy toward servants arAfiéscent has been
discussed in Dabydeertogarth’s Blacksand Himid’s aforementioned essay on
Fashionable Marriage™! In Scene Four d¥larriage-A-la-Mode Hogarth produces two
images of Black servants that differ greatly in terms of physiognorhys form of
engaged meticulousness and “seeing” on Hogarth’s part may also be part aktre re
that he has been seen by Black artists as sympathetic to these figuseaspEct of
Hogarth’'s work, marked by a lengthy history of Black physiognomic complari
difference, may also be exemplified by his perceptive and thoughtful ratatse of
the young male servant in the portrait of Captain Coram (figure 148). Thie,ima
comparison with the two servantshfarriage-A-la-Mode reveal Hogarth’s marked

distinctions between his representation of figures of African descent.

Of all the commentators on Hogarth over nearly three centuries of scholarship,
only a recent essay by Molineux comments substantively on the turbaned child’s
appearance. Molineux refers to the young boy as “mixed-rdteX’simple comparison
between the young boy and the older male servant reveals a distinct difi@rence
complexion and in physiognomic detail. This may allude to distinctions in status withi
the household, or it may simply represent the actual physical differeneesehet

Hogarth’'s two models for the work. Indeed, it may be pertinent to note here thatiHoga

131 see footnote 151.
132 catherine Molineux, “Hogarth’s Fashionable Slawderal Corruption in Eighteenth-Century London,”
ELH 76, no. 4 (Winter 2009): 506.
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has been fairly diverse in his physiognomic treatment of people of color, and besima
of Black people have distinct “looks,” evidence that Hogarth seldom resorted to pure
physical stereotype. This aspect of Hogarth’s work, unexamined in previous Hogarth
scholarship, may have led to the enduring (and somewhat controversial) notion that
Hogarth was somehow sympathetic to the plight of African descendants in rtghtee

century Londort>?

The rudimentary outline of a gun rests beside the young girl on the suécase
reference to Himid’s attempts to configure the two Black figures in thike alocated
“...at the center, politically active, as knowing intelligent catalysts ahgband
revolution.™* She has also discussed it as a “commitment to change” that is epitomized
by the young girl who is seated foreground with “the necessary weapthsiimid is
referring to a larger environment in which Black people’s appropriate resgbosid be

“resistance and unity, a concept which she later incorporates in the figureyotitige

» 136

girl.

Himid has expanded on the two female figures of color in her work, the standing

Black female artist and the young girl in the foreground: “The Blacktgntiurs energy

133 Bindman critiques this notion in his essay erditldlogarth’s Africans,” inThe Other Hogarth:
Aesthetics of Differeng®ernadette Fort and Angela Rosenthal, eds., ¢®om: Princeton University
Press, 2001). Bindman proposes that Hogarth waareof his time, no more progressive than most
eighteenth-century white males of his particulassl|

134 Lubaina Himid, “A Fashionable Marriage,” in Berrmdit Fort and Angela Rosenth@he Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 2001

135 hid.

%8 |pid.
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and time into white art institutions and systems of approval and reward. However...the
answer to the predicament that Black people find themselves in is resistdnce a
unity...an international commitment to change is illustrated in the figure ahilde

seated foreground with the necessary weapbfisience, Himid is asserting that the
young girl, with handgun in reach, represents a form of resistance, a ¢lolthgs

emblem of empowerment. She has noted of the child, “She is an internationaltterroris
She is not arriving but she is an international traveler, a terrorist, why sttieehgun **®
Himid’s use of the term “unity” is a form of theoretical dialogue about thie#d
diaspora and Pan-Africanist-tinged concerns. This focus on diaspora is further
underscored by Himid’s discussion of what she has pointedly applied to the suitcase
within the installation: reproductions of passport pages. Himid has recalleddhat t

were drawn from the passport pages of Maud Sulter, who had been to Cuba, the Gambia,

the United States, Greece, the Netherlands, Morocco and Ttiisia.

Himid may have been playing with the idea of the young girls’ inherent
vulnerability and also strength by making this international terroristiagy girl. Or, she
may have employed the child in keeping with Hogarth’s original image, #le child in
Hogarth is far older than his years because of what he has seen in the house. He has a
sly, knowing look that is mirrored in the face of Himid’s young girl. The dogke a

form of aggression yet also serve a protective function, and Himid hazdefe these

137 ubaina Himid, “A Fashionable Marriage,” in Lubaiflimid, Olusola Oyeleye and Maud Sultsgw
Robes for Mashulan, Lubaina Himid: Work Past andg@nt(Rochdale Art Gallery, 1987), 18.

138 | ubaina Himid, interview by author, Preston, Lasttae, England, March 9, 2006.

%9 pid.
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animals, which appear in several of her 1980s series, as “Babel Dogs,” natifiththa

dogs are a protective forc&*

Why would Himid have replaced Hogarth’s turbaned youth with this particular
figure, a young, mixed-race child who is seated on a suitcase, in transituthes
emblematic of the countless news agency photographs which documented the post-World
War Il mass migrations from the Caribbean into the main London termini at \@ictori
Paddington and Waterloo (figure 149)? In 1984, two years before Himid completed
Fashionable MarriageStuart Hall published an essay entitled “Reconstruction Work:
Stuart Hall on Images of Post War Black Settlement,” which examined thegphpihs
accompanying articles in the newsmagazine c#tietlire Postsuch as the 1956 essay
“Thirty Thousand Colour Problems (figure 150> As Hall wrote of these works,

“These shots were taken at the big London rail-stations...Paddington, Victoria and
Waterloo. Here the crowded stations; people sitting on their luggage, or standing about
hands clasped, waiting...People dressed up to the nines, formally, for “travaatidg,’

even more, for "arrival.” Wearing that expectant look—facing the cammeea, and

140 ubaina Himid, interview by the author, Prestoantashire, England, March 9, 2006. During the
1980s, Himid’s “Babel Dogs” have figured promingntlBabel’ dogs may allude to the idea of
communication, in keeping with the Biblical taletbé Tower of Babel. On the other hand, although Bo
Fashionable MarriageandFreedom and Chandeature dogs with bared teeth, they appear tosact a
protective forces for the female figures they acpany. Although Himid’s dogs are of varying coloramy
have been Black. The symbol of the Black dog, witlit historical iconography, has been linked to
spiritual guardianship, and has clear connectiaitis thve underworld. Within many European myths, slog
act as ‘psycopomps,’ guides on the paths to therwtirld, and guard the liminal space at the bouedanf
both worlds. Perhaps the dog and its associatitin fwinting may explain its association with deatt a
the underworld. Also, in ancient Egypt, the dogamkal-headed Anubis acts as both psycopomp and
divine embalmer.

141 See Stuart Hall, “Reconstruction WorRen-8, Quarterly Photographic Magazin®. 16 (1984).
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outward, into something they cannot yet see...the new'flfedimid’s young girl

appears to have a similar sense of expectancy, but with an additional senses®.purpo

This additional purpose is certainly subversion. Himid has written of the piece,
noting that “The Black artist pours energy and time into white art institutimhsystems
of approval and reward. However the key to the piece and the answer to the predicament
the Black people find themselves in is resistance and unity. In recognizing the
individual/British situation as part of a wider global politic an internatiooalmitment
to change is illustrated in the figure of the child seated foreground with tassaeg
weapons.™® The work’s polemical tone may be seen in the critical reception to it
during its first presentation in London in 1986. As Himid noted, “Quite a few people
were offended by it. Sarah Kent, critic fime Outthought that | was very ungrateful
for the very positive coverage that she had given me in the past four to freedogeause
the figure of the critic is extremely rude and implied that the catin the pay of the
dealer and the system. She said it was ludicrous and wasn’t what she was demdg..Fr
and family found it a really vicious piece. It was meant to be like Cruikshank and other
satirists | loved. It was meant to critique the art world and the politicativ***
Perhaps viewers were offended by elements like the penis hairdryer andhtfhaed
execution. Bits of frayed paper and hastily—painted sculptural objects comiretews

clippings and rusted nails. Hogarth’s original scene was an intimate scerggnmed f

1421bid., 106-7.

143 This text was included on both the flyer for tt886 presentation g% Fashionable Marriagat the
Pentonville Gallery as well as the exhibition cagple for New Robes for MaShulan.

144 |_ubaina Himid, telephone conversation with theéhation September 21, 2009. Also see Sarah Kent,
“A Fashionable Marriage,Time Out 3-10 Dec 1986, 25.
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drawing room, a private scene, and that sense is carried through to Himik, swhimh

appears to be a set design that we are meant to view fronf°afar.

Himid drew from both Hockney and Hogarth in this wokkFashionable
Marriage represents a critique of a 1980s British arts scene that is marked by the
privileging of white male homosexual artists such as Hockney and Fraruzia.Beé/hile
Himid herself is lesbian, her work has not been fully embraced by the largi@astream
British art scene. But in her criticism, she also places Hockney, HpgadiPicasso on
a pedestal, and places herself alongside them, on their level, as she studiéssilgm c
Her dialogue with their work initiates relationships between heaselithese artists that
are viewed as integral to a global narrative of art history. Himidisjgetof the
hierarchies of the British art scene, coupled with her admiration for thtese avork, is
combined with a larger critique of white male privilege, whether homosexualt.or
Himid’s writings and themes within her work often speak to an overarchingueritif
white male entitlement. Yet, in her active examination of their work, she biazde
some measure of these artists’ power, namely a freedom to draw from admgaaf
sources. This creative use of appropriation, a form of art historical entitigseshat

has marked much of Himid’s oeuvre.

An emphasis on text links Himid to both Hogarth and Hockney. Himid’s oeuvre
includes written texts that ocument Himid’s process of developing nagdtiveer

thematic series, and the incorporation of text into the actual works themski\as

15 This is in contrast thlaming the Moneywhich has an aura of the marketplace that seenmsite
viewers to walk amongst the figures.
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interview with Alan Rice, Himid had discussed how her work may not have been fully
appreciated on its own as a contemporary art form because of this relation o histor
Himid explained that “in a contemporary art milieu, it doesn’t belong...And I thinksthat
because I'm trying to do a different thing'm juxtaposing history with image, text with
image, image with a kind of participation on behalf of the audience...you don’t have to
make an education programme around it in order to get the audience to interact with it
text to me is the same as picturé®.”In this way, Himid represents a relationship with
Hogarth, of whom Charles Lamb famously noted that “other pictures we look at—his

prints we read**’

During the mid-1980s, Himid began producing works, Heashionable
Marriage, that reflect a direct connection to David Hockney. This relationship with
Hockney may be seen in Himid’s expressionistic brushwork, Egyptianizeddjgure
tendency towards subversion, a fondness for theatricality, a frequent mining of art

historical styles and narratives, the incorporation of text, and portraitsipfes™*® Both

16 See Alan J. Rice, “Commemorating Abolition: Intew with Lubaina Himid,” University of Central
Lancashire, 2003,

http://www.uclan.ac.uk/ahss/journalism_media_comicaition/literature culture/abolition/lubaina_himid_
interview.php(accessed June 21, 2010).

147E. V. Lucas, ed., and Charles Lamb, “On the GeaisCharacter of Hogarth,” ithe Works of
Charles and Mary Lamted. (NY: Putnam, 1903), I, 71.

148 Himid’s skillful use of pictorial symbolism is edént in every phase of her career, a quality #hat i
shared with Hogarth and Hockney.. In the imagd&ive of theRevengeseries, to be discussed later, a
blue glazed bowl is positioned at the center ofttide. Its faint pink, hollowed-out interior isahe

intimate somehow by its gaping emptiness, a vaid thay metaphorically evoke that of a human body (o
continent) which is no longer whole, having beeipped of key vital organs (African descendants).
Perhaps more significantly, the bowl's exteriomiarked by a simple, meandering dotted line whiell$e
from its left upper lip to its lower right edge hi$ peripatetic trail is broken by the table’s sod yet
continues onto the blue plate, culminating on thest\African coast, a reference to the Middle Passagl
to the trans-Atlantic traversals of the slave trade
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artists also share complex pictorial symbolism and examinations olityjarad sexual
identity*® Stylistically, Himid’s work reflects a linkage with the large, thick brus
strokes that are found in works like Hockney’s unused, 1968 drawings of Prince Charles
for Time Magazindfigure 151). As Himid recalls, “At 17 or 18, | was working in New
Artists’ Market in Covent Garden. The gallery owner knew Hockney and brought his
“Paper Pools” to show at the gallery...| was studying them day after'tfays

discussed in the previous chapter, Hockney had become, by the 1960s, a figure of
steadily-increasing visibility both in England and abroad. Significantipi¢tHmet

Hockney and his parents at a Covent Garden Gallery when the exhibition dpened.
Himid recalled that “(Hockney) was friendly, because he saw that | wasamias

parents, not a posh girl from the gallery scefié.mn any event, her encounter with
Hockney during this period appeared to be the impetus for Himid’s increased imterest |

the artist's work>3

149 Both Himid and Hockney have written exhaustivebpat their influences and theoretical concerns.
Narrative is important for both artists, and thearks reflect an overarching concern with storytelland
narrative series, a practice that reveals theatigiship to Hogarth. Himid’'s work, like Hockney'draws
liberally from literary sources. Yet, Himid alsat@f writes her own narratives, including historitaits

and poetry that accompanies the works, whetheribest on the work or included as part of label cépy
various series. Himid's sketchbooks from the 198fsn reveal her examination of numerous textsnia
of these books are laden with scribbled notesrthatal her extensive research on historical figures

150 ubaina Himid, interview by the author, Prestoantashire, England, March 9, 2006.

51 The now-defunct gallery was called New Artists kr

32| ubaina Himid, interview by the author, Prestoantashire, England, August 12, 2010.

133 Theatricality is also a shared quality in bottisast works. Himid has recalled that she was irespi
after seeing Hockney's set designsRake’s ProgresandThe Magic FluteDuring a March 9, 2006

interview with the author, Himid noted that shewsdockney'’s set design fdrakeand alsdMagic Flute
| saw them and was also trained in theater design.”
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Another link to Hockney (and Himid) includes the ways that both artists have
been seemingly fearless in terms of subject matter. These practogdent in their
examination of sexual identity and desire, although Hockney’s early worksezshgenge
openly with specifically gay male desire, while Himid’'s work reflectextarof a
feminist-driven anger at gender-based inequality. The two arteseds linked by their
representation of homosexual couples, men in Hockney’s case and women in Himid’s
work. Himid often depicted a Black lesbian couple, modeled after she and Sulter, a
representation that was groundbreaking in its time. Besides the work of photographe
Mumtaz Karimjee (figure 152), other female artists of color during the 1980sgiarkt
rarely explored such an open examination of leshians of color in Brifaihe
photographer Ingrid Pollard rarely engaged with lesbian sexuality. An excdti
Pollard was an examination of stereotypes around gay and lesbian identty usi
photography and expressive text (figure 153), an image included in Tessa Bdfiiaaan
Fraser’'s 1991 publication entiti&tolen Glances: Lesbian Take PhotograpBy
contrast, male photographers of color such as Sunil Gupta, Rotimi Fani-Kaybtidea

Ajamu and the filmmaker Isaac Julien, openly explored gay male sexualititainB?

Other connections between Himid and Hockney include a highly engaged relation
to art history. Both Himid and Hockney share a frequent identification wistsadi the

past, and both produced works that re-worked Picasso, Dubuffet and others. Himid has

14 See Tessa Boffin and Jean FraSgolen Glances: Lesbian Take Photografitendon: Pandora Press,
1991).

135 For discussion of leshian and gay artists of ¢slaorks during this period, see Peter Horne aniddre
Lewis, Outlooks: Lesbian and Gay Sexualities and Visudiu@es (London and New York: Routledge,
1996) andSunil Gupta and Tessa Boffirkcstatic Antibodies: Resisting the AIDS Mytholfigyndon:
Institute of Contemporary Art, 1990).
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drawn from a large number of canonical artists such as Tissot, Picasso and Hogarth in he
work, yet these relationships have rarely been explored in scholarship ondt® arti

work.**® This fairly common situation represents an additional layer of challeages f

artists of color, whose works had not been frequently examined in all its narrative,
theoretical and symbolic nuances. Himid’s situation might be likened to that dfsan ar

like Romare Bearden, who is best known for collages that reference urbiuatiéee

stylistically and thematically drawn from numerous artistic tradgt>’

Yet, despite his
successful career, inclusion in mainstream art historical texts and éxs-6amg study of
art history that is evidenced in his prolific body of work, until fairly regemkearden’s
work has not been thoroughly examined in all its theoretical complexity. SansielKe
writes that “Bearden has sometimes been cast as an artist whose wdykdnzaus
upon, and speaks exclusively to, the Black experience in AmérftaVriting of
Bearden’s extensive reworking of works by Duccio, Picasso, Matisse aadrggz
Kennel observed that Bearden produced work that highlighted “the extent and
sophistication of Bearden's knowledge of art history but also his enormous talent in
transforming that legacy into a highly distinctive, visually compelling naddsgnifying
what Bearden once described as "“the richness of a life | kridW'ike Bearden,

Himid’s work is drawn from a rich legacy of grounding in art historical traaitand has

1% This is with the exception of Griselda Pollock,omxtensively examined Himid’s engagement with
Tissot in Griselda Pollock, “Revenge: Lubaina Hiraitd the Making of New Narratives for New
Histories,” in Griselda PolloclDifferencing the Canon: Feminist Desire and thetilg of Art’s Histories
(London: Routledge, 1999).

157 See Sarah Kennel, “Bearden’s Musée Imaginaifee Art of Romare Beard¢Washington, DC:
National Gallery of Art, 2003), 140-155.

158 |hid.

9 pid.
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yet to be fully examined in all its complexitsf

The theme of morality is another important factor that links Himid and Hockney’s
work. Martin Friedman has noted of Hockney's work that they were marked by a kind of
“morality play...Many of the bizarre characters inhabiting Hockney’s pajsf prints
and illustrations for folk tales and poems throughout the 1960s were at once sardonic and
ingenuous objectifications of such foibles as malice, greed, pomposity and
licentiousnes$® Himid, as has been discussed, is similarly focused on morality,
particularly in relation to a critique of colonialism, capitalism and to tlgetareatment

of African descendants.

Himid’'s A FashionabléVarriage, and her work in general, maintained a dialogue
with Hogarth in a number of ways: in its use of text, in its pictorial symbolisits
subversive content, and in its representation of racial difference. Hogdehiage-a-

la-Modeincludes the following text-based elements: masquerade tickets, aamte fr

1%91n a 2003 interview with Alan Rice, Himid namedhet influences such as works by “Bridget Riley,
Mark Rothko, Betye Saar, Andres Serrano, StubBemetimes because the ideas are interesting Hogarth
Kitaj, Mark Dion, sometimes because | feel an iriggble link, Tanzanian memorial effigies,
Mozambique murals, French puppet theatre, Aralwhitacture. | have been all over the world lookirtg
art and architecture listening to music watchingrapand ballet dance listening to poetry studdesign,
have read thousands of books on art, politics,iatral history, novels -from English classicemch
classics to modern stuff, detective novels andraipigies. The influences really are immense, broad a
various. | could not really say that the artistshie African Atlantic tradition have influenced me
exclusively but certainly the writings of Toni CaBambara, the constructions of Betye Saar and the
traditional music of Zanzibar have had an effecttaway that | work think and make sense of g/ lif
Alan J. Rice, Alan, “Commemorating Abolition: Iniéw with Lubaina Himid,” University of Central
Lancashire, 2003,

http://www.uclan.ac.uk/ahss/journalism_media_comicaition/literature culture/abolition/lubaina_himid_
interview.php(accessed June 21, 2010).

181 Martin Friedman, edHlockney Paints the Staged. Martin Friedman (Minneapolis: Walker Art Cent
1983), 9.
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Silvertongue that is being handed to the Countess, sheet music, novels, a marriage
contract and a stack of unpaid bills that are held by the steward in ScenéhbEaiete a
Tete In Himid's A Fashionable Marriagenews clippings are plastered across Ronald
Reagan and also the screen behind him, spray-painted graffiti of dollar signs make up the
lower half of the art collector/dealer’s body and each of the preparatorindsafor

Himid’s characters is comprised of a large number of expressively-egaostriptions.
Himid and Hogarth share an emphasis on theory and writing. As discussed earlier,
Hogarth’s writings appeared in sitobiographical Noteswritten just before his death,
andAnalysis of Beaufypublished in 1753, his attempts to fashion a theory of beauty and
grace that would counter the English craze for Continental pairffihdsimid has
completed a number of series, suciagssaint L'Ouverturgthat includes text drafted

by Himid as an integral part of the wofk. In addition, she has produced nearly 100
sketchbooks that include drawings, diary notes on her process, research on historical
figures and biographical details on the artists that she has re-worked. nssl&éz Fort

has posited, Himid’'s essay on the makindrashionable Marriagepublishedn The

Other Hogarth “resonates with many passages from Hogadl®biographical

162 5ee William Hogarth and Joseph Burke, Bue Analysis of Beauty, With the Rejected Pasdages
the Manuscript Drafts and Autobiographical Nof@955; repr., Oxford: The Clarendon Press).

183 Himid’s earlier work, such as the aforementioitéel Will Beof 1983, had text directly written on the
work, culminating in a work that appeared to mithie decorative patterning of textiles.
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Notes'® The role of text is central to her work, in keeping with her emphasis on

historical narratives®®

An additional link includes complex pictorial symbolism. Himid has written
about the qualities that first drew her to Hogarth, particularly their dramatorial
capabilities. Himid noted that “There’s something rich and quintessentiadiysk
about that guy, crudeness and funnyness. It also has to do with theater desigh....I fi
saw Hogarth, probably in the National Gallery, the painting (Marriagg®pbgbly did
engage with them more by the time | got to art school-1972-1 first went tohaxls |
was really interested in the theatricality of thent®®"This affinity extends to her chosen
medium: installation. Himid has recalled thatFashionable Marriagewvas meant only
to be seen from the front of it. | trained in theater design and painted, was never a

sculptor.™®’

164 Bernadette Fort, “Lubaina Himid& Fashionable MarriageA Post-Colonial Hogarthian “Dumb
Show,” in Bernadette Fort and Angela Rosenthas, gche Other Hogarth: Aesthetics of Difference
(Princeton, N.J.: Princeton University Press, 2008.

185 For examplePart Fiveof the text accompanying thevengeseries describes various images from the
series, including the image entitlEd/e: “Two women standing ankle-deep behind bannefsoimt of

cloths shredding maps; fragments float away. Twaonen sit in a small boat tearing up navigation thar
how many died crossing the water. Two women sit theatre box ripping up maps; can the past be
replayed. Two women sit at dinner forming strateman the future be different better. Two womerosi
rugs reliving the history and planning the futureggic carpet fly.**®> Her work reflects a linkage to
renowned African American artist Jacob Lawrenceh s emphasis on narrative text that has been
meticulously crafted by the artists to accomparghamage in the series.

188 | ubaina Himid, interview by author, Preston, Lasttee, England, March 9, 2006. In the exhibition
entitledHogarth After Hogarthorganized by Rosemarie Mills at the V&A Museumi|l$iwrote in the
exhibition flyer that “Himid first encountered Hagfa during frequent childhood visits with her mathe
London galleries and museums.”

187 Lubaina Himid, interview by author, Preston, Lastieae, England, March 9, 2006. During the same
interview, Himid remarked that withaming the Money'you were supposed to be amongst all the
figures.” IndeedNaming the Moneis presumably situated in a public, outdoor spadénd of
marketplace, with 100 figures that are meant toestiee space of the viewers. And, in an interweti
Alan Rice, she explained that she viewed theat&mase real than art in galleries...somewhere betwe
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The biting, satirical nature @& Fashionable Marriag@appeared to affect the
critical reception of the work. Himid’'s Hogarth-inspired critique of thadan art world
S0 angered critics that Sarah KentJime Out wrote that “To the Black artist the white
world clearly looks a dismal place in which everyone is conspiring to keep her out...what
ultimately weakens the piece, though, is that Lubaina spits her rage andrsprbytiets
too widely. In denouncing absolutely everyone except the Black artist she paiotahe
halo rather too goldent® Indeed, Himid'’s installation appeared to critique all except the
two Black figures. Perhaps, in engaging with Hogarth’s earlier scened ihay have
merely mimicked what Hogarth had done in the previous series, employed Bladsfig
that functioned as moral commentators. The caustic tone of the work refleatetretr
link to Hogarth. A larger tradition of English satire in the eighteenth and eiméte
century seems to make Himid’s biting, aggressive critique possible, liafasiit at

least.

Himid wrote of her tumultuous experiences with the presentatién of

Fashionable Marriagerecounting that “I never tried to place it into a collection...It was

'68 and '78 — | saw theatre as something you cdoldéh the streets, and something that you did feitimd
objects, something you did as part of a kind oftjgall activism, not necessarily something that gidiin

a theatre with velvet seats. By the time I'd gomairt school and come out the other end, | coule ha
designed an opera or a ballet, but | wasn’t thahken doing it, which is why | moved more into gaigs
and cut-outs, because | was a bit disillusioneth ttie real way of work — it was a kind of fantasjoout
how theatre worked.” See Alan Rice, Commemorafihglition: Interview with Lubaina Himid.

University of Central Lancashire, Preston, Lancashtngland (2003), Accessed June 21, 2010 . Adaila
at Rice, Alan . n.d.. Commemorating Abolition: Iniew with Lubaina Himid. University of Central
Lancashire, Preston, Lancashire, England. Accelseel 21, 2010 . Available at
http://www.uclan.ac.uk/ahss/journalism_media_comication/literature culture/abolition/lubaina_himid_

interview.php

188 sarah Kent, “A Fashionable Marriag&jime Out 3-10 Dec 1986, 25.
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greeted with horror, because you don’t see work that was that critical. I&itaowe

north of England later...It took me a long while to make that kind of work again. First
time since 1987, probably the first time | engaged in that kind of critique of white
society.™® It appears that the critical receptionMarriage led her to leave London and
move to Lancashire in the north. The experience resulted in the artist’s opyddust
consider her artistic and philosophical agenda. Criticism of the work appears tdsoave a
suspended her interest in cut-out figures, which she did not produce again until nearly ten

years later.

Conclusion

In a 2001 article on Himid’Bashionable MarriageBernadette Fort queried,
“What could have attracted Himid to HogartMsrriage-A-la-Mode a work that
castigates the rampant disease of British high life in the mid-eighteentury?*’® Fort
asserts that Hogarth’s narrative, in its subject matter, “seenmenfaved from Himid’s
post-colonial agenda’* Yet, as discussed in previous chapters, Hogahisiage-A-
la-Modeincludes critiques of marriage for social gain, luxury, adultery, and foreig

cultural influences in England, and documentation of racial, ethnic, gender-based a

189 |_ubaina Himid, telephone interview with the autleor September 21, 2009.

170 Bernadette Fort, “Lubaina Himid& Fashionable MarriageA Post-Colonial Hogarthian *“Dumb
Show,” in Bernadette Fort and Angela Rosenthas, dthe Other Hogarth: Aesthetics of Difference
(Princeton, N.J.: Princeton University Press, 200TY.

" bid. It appears that Fort asked these questamggly as a point from which to explore Himid'sssof
Hogarth. She then examines the linkages betweewdinks, and notes that “the major appeal of Homrt
Toilettefor Himid was that the scene stands so vividlyarmttie sign of commodification, that of art, class,
gender and race (280).”
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national difference. Himid'&ashionable Marriageengages with similar or related
themes that all relate to subversion. These themes include political and drintvagtie
and feminist ideas, seen through her replacement of two of Hogarth’s quakesfivith
female ones as well as her incorporation of the white female artistd Hiso critiques
white (presumably American) feminist artists and their implied lack ofasten Black

feminist artists.’?

Himid’s installation also centers on the city of London as theme, and documents
this urban space in transformation, marked by complex issues of class, thoialaad
national difference. Additional themes include a critique of the conservativeegadif
both Britain and the United States during the 1980s, symbolized by the intimate
relationship between Thatcher and Reagan, a form of critique of North Amg@ican
foreign) influences. The installation also includes a critique of luxury rssie
spending in Himid’s reference to Reagan’s over-spending on weapons of war and a large
denouncement of Thatcher and Reagan’s fiscally- conservative policiesitiiaged

the wealthy:"®

Himid's series, like Hogarth's, is also marked by radical content. Indsmi
case, she reinforces the critical role played by African descendantsish Bolonial

historyand proposes an African Diaspora-centered politics of Black resistance,

12 The artist and scholar Howardena Pindell has ewritif racism and exclusionary practices within the
American feminist art movement in publications sashMira Schor, Emma Amos, Susan Bee et al.,
“Contemporary Feminism: Art Practice, Theory andiism—An Intergenerational Perspectivé\it
Journal 58, no. 4 (Winter, 1999): 21-23.

13 These policies will be discussed later in thisptea
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epitomized by the young girl with a weapon. In Himid’s installation, just &ogarth’s
earlier series, race (and implied miscegenation) plays a critieaas moral commentary.
As Himid pointed out in text and in interviews, Hogarth used Black figures, through
gesture and facial expression, to highlight the unsavory actions of politeysociet
Londoners. For the first showing of HimidFashionable Marriagethe artist wrote for
the two-sided exhibition flyer that “Hogarth loathed everyone and everytmgvasn’t
English, however what he bequeathed Black people, inadvertently, was some visible
documentation of our contribution to and existence in British fiféClearly, Himid
believes that Hogarth, however “inadvertently,” was sympathetic to thenueesf Black
people in Britain.”®> As discussed earlier, Hogarth often employed “foreign” figures,
including Black servants, to act as observers, a subtle critique of the ‘{aaatices of
native-born English populations, a practice that has been briefly examinegebgl se
scholars in recent yeal€ David Dabydeen may have been the first to pointedly explore
this aspect of Hogarth’s work. In his groundbreaking text entileghrth’s Blacks
Dabydeen discusses Hogarth’s use of Black figures to illuminate ethsadmauct:

“The Black man serving chocolate contrasts with the whiteness of the weodrass and

person, but he is more a satirical than an esthetic device, throwing light on tleeafatu

174 Lubaina Himid, flyer forA Fashionable Marriagexhibition, Pentonville Gallery, London, 1986.

5 David Bindman dismisses Dabydeen and others’ tiss¢hat Hogarth was sympathetic to African
descendants because he felt that this notion wgakte Hogarth “in the minority in his own time, péa
and circumstances,” and that the discussion abetuttmorality of the slave trade had only gathered
strength in England several years before Hogadb&th. See David Bindman, “Hogarth’s Africans,” in
The Other Hogarth: Aesthetics of DifferenBzrnadette Fort and Angela Rosenthal, eds., ¢tdm:
Princeton University Press, 2001), 260.

178 sych scholarship includes David Dabydeen'’s teatt piovided the first in-depth examination of these
figures: David Dabydeefjogarth’s Blacks: Images of Blacks in EighteenthDey English Art
(Manchester: Manchester University Press, 19879reMecently, see David Bindman (see previous
footnote), and Catherine Molineux, “Hogarth’s Fastsible Slaves: Moral Corruption in Eighteenth-
Century London” irELH 76, no. 4 (Winter 2009).
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the white society that he servéd”Himid explained one aspect of her connection to
Hogarth, noting that he “used Black people to highlight the evils and misdeeds of almost
everyone he saw; they were signifiers of European hypocrisy and the scsditets of

white folk. Black people in Hogarth’s work nearly always reveal pretentiosisnes
artificiality, and the dreaded sophisticatidr'®” Here, Himid implies that Hogarth was
largely sympathetic to Black people while also discussing Hogarthigueriof

continental, non-English cultural forms.

Himid centers the colonialist project within this by focusing on figuresthke
Black man who serves the sugared chocolate. His very presence within améightee
century aristocratic household in London references colonialism and trade assniueh a

steaming cup of chocolate which he proffers to the household guests.

The servant’s inclusion in the scene calls forth a lengthy history of Black
populations residing in England. After Britain’s acquisition of colonies in Nortle#oa
and the Caribbean, and its heavy involvement in the slave trade, small but distinct
communities of African descent emerged in port towns including Bristol, Livegrabl
London. By the close of the sixteenth century, hundreds of Africans and Asians had been
brought to England to work as household servants or as musicians. English artists of the

eighteenth and nineteenth centuries such as Joshua Reynolds produced countless

7 David DabydeerHogarth’s Blacks: Images of Blacks in EighteenttntDey English ArfManchester:
Manchester University Press, 1987), 76.

78 ubaina Himid, “A Fashionable Marriage,” in Berrmdit Fort and Angela Rosenth@he Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 30QT0.
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paintings and prints evincing a Black presence in Britain prior to the twengathry.
Reynolds’ 1761 portrait of Lady Elizabeth Keppel with her female servant whens se
kneeling in the lower register of the work, is one such example (figure 152). It
exemplifies European portraits of the time that included the image of adoringssivami
servants of African and Asian descent. As a whole, these figures laugetiohed as

markers of wealth and status in the paintings.

In engaging with Hogarth’s figures of African and Asian servants, ¢Hforges a
connection between a seventeenth and eighteenth century Black presence in England
(who most often arrived by force) and the mid to late twentieth-centuryajemsr who
chose to settle in England voluntarily (and largely as a result of post-viighBri
recruitment efforts). In this way, Himididarriage blurs the boundaries of temporal and

spatial movement and settlement in terms of a Black British presence.

Like Hockney, Himid places her own body within Hogarth’s narrative, and the
installation functions as a kind of self-portrait of Himid’'s experiences guhie mid-
1980s in London. This period was a formative part of her identity as an artist and
curator, much like HockneyRake’s Progressay be viewed as a self-portrait that
documents a critical part of his development as an artist and as a gay maorotéss
of coming out. At first glance, it would appear that Himid does not specifiailigle to
her identity as a Black lesbianFashionable Marriage Yet, she has included a
representation of herself in a work that is laden with references to homosexuality

emblematized in Hogarth’s work with the feminized French and Italian reyeled in
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her own version by the two gay male figures and the invocation of Gertrude Stein. Her
incorporation of an image of Maude Sulter in a scene that links both of them, the only
two Black figures in the scene, together, represents yet anotheplexainthe ubiquitous
“coupling” that has been a prominent theme in Himid’s wdtkAlthough the two

figures are physically separated, both within Hogarth’s scene, andhldtenid’s scene,
they are both linked through race-based idenfftyThey are linked through African
descent as well as by the fact that their presence in the scene, Himid tends&rifies

both artists as symbols of Black women artists working in 1980s London. And, she does
evoke homosexuality in the form of Picasso’s portrait of Gertrude Stein in thatpamtra
the wall and the image of the two gay male cut-out figures that referenceadgoGl
School of Art. All of these figures, however, represent a kind of mainstream art and
literary world that Himid was not part of, or was excluded from. Yet, by incarpgra
these figures, she may also be subversively asserting her own identitgyag@ngan,

just as she later employed the figure of herself as part of a lesbiae cotiptRevenge

series.

Above all, Himid’s connection to Hogarth MFashionable Marriagéas to do
with subversion. As pointed out in her aforementioned discussion, her interest in
Hogarth evolved from her sense of him as a “bad-tempered genius” who demograticall
critiqued “aristocratic architects, politicians, moneyed men, stupid womengiauari

families, lazy bureaucrats, and anyone French or Italian.” Himid igirefe¢o a sense of

79 As discussed in Chapter Two, Hockney has als@semted numerous portraits of largely homosexual
couples in his work.

180 yet, in Hogarth’s scene, as discussed previotisé/two figures are also physically distinct imtsrof
facial features as well as status within the hoakeh
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fearlessness in Hogarth’s life and work. In HimiBashionable Marriageher chosen
themes reflect her own kinship with bold choices in thematic material, evident in he
persistent focus on highlighting the role of Black people in British history, hetterdd
critique of disparities in both the political world and the art world, and in promoting a

form of Black resistance that could potentially employ “the necessaponsa

In Hogarth’sMarriage series, the city of London plays a critical role in the
narrative, stemming from the shifting demographics of the city itsslarAhistorian
Elizabeth Einberg has written of this period, “With around 600,000 inhabitants at the turn
of the century, it was the largest city in Europe...London was the country’s mairtort, i
financial center, the seat of government and the court, the main consumer ofrgbods a
dispenser of patronagé® Marriage-a-la-modewith its pointed inclusion of an urban
household marked by objects that reference the auction house, continental paimtings, a
the social practices of the wealthy such as the morning levee, provides a telling
representation of the city’s class-based, social mores during this pivotal péfithdthe
rise in individual prosperity, there also appeared an additional transformatiorcitythe
streets and in the homes of the wealthy: a rapid increase in the number of insliefdua
African and Asian descent in London (as well as in other English port cisies)esult of

the slave trad&®?

181 Elizabeth Einbergylanners & Morals: Hogarth and British Painting 17F60(London: Tate Gallery,
1987, 11.

182 See the following text for details on the incregshumbers of Africans residing in London and inest
cities in England during the eighteenth centuryndsiWalvin, Black and White: The Negro and English
Society, 1555-1945 (London: Penguin Press, 197&grHryer, Staying Power: The History of Black
People in Britain (Atlantic Highlands, NJ: HumaegiPress, 1984) and Gretchen Gerzina, Black London:
Life Before Emancipation (Piscataway, NJ: Rutgensversity Press, 1997. As noted by M. Dorothy
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Himid’s Fashionable Marriageeveals a similar concentration on the city of
London, and with the tremendous demographic, social, cultural and political
transformations that were occurring there during her own temporal sétengie
twentieth-century. Himid'’s installation is comprised of two sides: “Thal RvVorld”, or
the global political stage, and “The Art World.” Like Hogarth often did, Himid least
performance with the topical personalities of the day. In the politicals{li#) section of
Himid’s Marriage, Margaret Thatcher becomes the Countess, while Reagan, who the
artist has described as “the most stupid Hollywood actor we could find,” plays ¢hef

Silvertongue the Lawyéef?®

While drawing comparisons between Himid and Hogaittesriage series, it is
also vitally necessary to consider Himiéfashionable Marriagen light of the socio-
political specificity of England after World War 1l. By the end mid-1980sselshifts
had affected every aspect of English culture. Films sutlo@sing for LangstonHanif
Kureishi’'sMy Beautiful Laundrettand others emerged from a particular moment in
1980s England. The combination of an expanding post World War 1l economy in
England, rapidly changing immigration laws and increasing economic hauidsmewly
independent colonies—all of these social, political, economic and cultural facoltede

in the rapid expansion of British-based Black populations well into the mid-1970s. These

George, by 1770, the Black population in London gealvn to more than 14,000. See Geotgmdon
Life in the Eighteenth Centu(ilew York: Capricorn Books, 1965), 140.

183 | ubaina Himid, “A Fashionable Marriage,” in Bern&ge-ort and Angela Rosenth@he Other
Hogarth: Aesthetics of Differen¢®rinceton, N.J.: Princeton University Press, 30QT7.
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factors resonate with many of the key social, political and cultural mores ofthHisga

time, such as the arrival of new populations from outside the city.

Racially-motivated attacks against Afro-Caribbean and Asian populations
increased with the rise of neo-fascist groups during the Labour years lepdmg
Margaret Thatcher’s time, as did policing efforts aimed at restraihasg groups,
culminated in a series of uprisings throughout England during the 1980s. As a result,
institutional responses to this disarray included the efforts of The GLeatdon
Council (GLC), and its funding of anti-racist projects, Black British farkshops as
well as visual arts activities by artists of African and Asian des€érin addition, artists
of African and Asian descent organized exhibitions, opened Black gabeegsublished

exhibition catalogues.

This distinct socio-political environment in the mid-1980s proved fertile ground
for the ideas coursing throughout Himid'kin Black Lineessay, her advancement of the
work of Black women artists, her literary, artistic, and activist-baseégismjas well as
her production of works liké& Fashionable MarriageHimid’'s Fashionable Marriage
was produced during a period of frenzied activity for the artist in mid-1980s London. She
was organizing exhibitions, creating new work, writing reviews and astildeturing

and serving on arts board panels, all largely focused on promoting the work of women

184t is significant to note here that historicaliyBritain, all non-“white” groups have been commponl
referred to as “Black”, a term fairly synonymougtwihe phrase “people of color” in America. Recgntl
the use of the blanket term "Black’ has increagibglen replaced by the usage of terms such as Afro-
Caribbean and Asian. For further discussion ofv Hese categories have been defined in both thte pa
and present, see Ann Phoenix and Barbara TiBkadk, White or Mixed-Race?: Race and Racism in the
Lives of Young People of Mixed Parentd@@93; repr., London and NY: Routledge, 2001).
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artists of color. Their ruminations on homelands were largely a responsegaans-
immigrant sentiment in England, although at this point, most of these populations had
been born and bred in England. Ingrid Pollard’s aforementioned 1987 Rasitesal
Interludes(figure 155), in which ethereal images of Black men and women are shown
calmly traversing hazy ancient cemeteries and idyllic countrysidesghout rural
England, illustrates this conundrum. Like much of Himid’'s work, Ingrid Pollardisse
represents a literal re-insertion of Black figures within the narrativEsiglish social
history; each image is accompanied by text referencing the role odAfiod in building

British colonial wealth.

Himid provided a manifesto-like outline of the driving force behind some Black
women'’s image-making in 1980s London in the catalogue essayédrin Black Line
“All eleven artists in this exhibition are concerned with the politics aalitiess of being
Black women. Our methods vary individually from satire to storytelling, framel
vengeance to careful analysis, from calls to arms to the smashing of stesebd¥gare
claiming what is ours and making ourselves visible. We are eleven of the hundreds of
creative Black women in Britain. We are here to stdy.These sentiments appear to
echo those of the direct-action tactics employed by U.S.-based group<Iik&R in
the late 1980s and early 1990s. All were strategic attempts to actively irbigde s

change through the assertion of an organized, culturally-significant presence

185 |_ubaina Himid,The Thin Black LinéLondon: Institute of Contemporary Art, 1985), fae.
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This investigation of race is part of a larger examination of the transformations
that have occurred in the city of London, from th& &8ntury through the present. The
theme of cosmopolitanism is central to both Hogarth and Himid’s marriage-themed
works. Himid’'sMarriage ably taps into Hogarth’s focus on moral decay and its
relationship to heightened commercialism (or over-consumption) in an urbaug séti
the same year that Hall produced his essay, Peter Fryer's seminal ldggbular
Staying Power: The History of Black People in Britaias published®® Also available
was Elyse Dodgson®lotherland: West Indian Women to Britamthe 1950°”
Dodgson’s book included an image from Bieture Postarticle, most notably that of a
young Afro-Caribbean woman surrounded by a sea of suitcases. In 1985, Dangaroo
Press first published the aforementioned, groundbreaking text etdtpath’s Blacks:
Images of Blacks in Eighteenth Century English Betvid Dabydeen’s examination of
numerous figures of African descent who had long been ignored in two centuries of
scholarship on Hogarth. All of these visual and literary texts likely contddotéhe
inclusion of the alert young girl seated on a battered brown suitcase in Himid’s

Fashionable Marriagavho represents both an “old” and “newer” Black British presence.

Much of the aforementioned texts produced in the 1980s discussed the role of
Africans and Asians (and others that had been historically lumped togethesin Bri
under the term “Black”) in British wealth from the late sixteenth centuputyir the

present. Whether discussing the numerous depictions of servants of color seen in

18 See Peter Fryeftaying Power: The History of Black People in BritdLondon: Pluto Press, 1984).

187 See Elyse Dodgsolyest Indian Women to Britain in the 19%0sndon: Heinemann, 1984).
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eighteenth-century English art or the photographs documenting those fronritiiee@a

who had been largely recruited to rebuild England after WWII, the tenor of these works
were marked by a kind of documentation or chronicle of these populations. In short, these
texts provide a form advidenceegarding a Black British presence. All appear to be

linked by an underlying aim: to focus on this presence as a significant, a@droglonent

of British social, cultural, financial and political history. Himid’'s work intgardar

reflected this need, during the 1980s, to ensure that a pre-twentieth-ceiattk\BBtish
presence, inextricably linked with the making of British wealth, had not been fargott

Ingrid Pollard’s aforementiondéastoral Interludesnd Eugene Palmer’s 1980s Grand

Manner-styled portraits are some of the more well-known examples ofrtitisgst-2

Himid’s work, with its emphasis on earlier histories, runs counter to an enduring
notion of a Black British presence that has been largely viewed as a twegtiaihyc
phenomenon. As Barnor Hesse has noted, “The dominant and popular narrative of ‘race’
in Britain almost always begins, opens, within the framework of post-1945rB @tadl
this period of postwar immigration is referred to as the period of settlemehBlask
settlement began in the second half of the twentieth-centtinHimid’s Fashionable
Marriage, however, attempts to move beyond restrictive temporal boundaries at the very

least.

Himid’'s A Fashionable Marriageelates to Hogarth in its reliance on subversive

18 See Richard HyltorEugene Palmer, Indetpswich, Uk: Ipswich Borough Council, 2003).

189 Barnor Hesse, “Black to Front and Black Again: Rbzation through Contested Times and Spaces,” in
Michael Keith and Steven Pile, edBlace and the Politics of Identifizondon: Routledge, 1993), 163.
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tactics. It references various modes of resistance, both through violent aeanthé
young girl with a gun), and Himid’'s own tactic, the strategic organizinghafr &lack
and largely female artists, as emblematized by the standing Blaalefantist in Himid’s
installation. Himid has written that “My work is a mixture of humour, fury, lmelgon,
and optimism. | wish to challenge the order of things, the hierarchies, the and the
legends. | want to call in question those in power and make them answétabret’
this somewhat simplistic binary obscures substantial differences elueéd and

Hogarth.

1% New Horizons: An Exhibition of Artsias on view from January “18hrough February 5, 1985 at the
GLC Royal Festival Hall in London.
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CHAPTER 4
Secret Drawers: Patriarchy and Domestic Tension in Paula Rego&iptych After

“Marriage-A-la-Mode” by Hogarth

“The only difference between the immortal Greece and contemporay tnSigmund
Freud, who discovered that the human body...is full of secret drawers thahenly
psychoanalysis is capable to open.”

--Salvador Dali

In 1981, Paula Rego completed tRed Monkegeries of acrylic paintings on
paper, based on the childhood recollections of the artist’'s husband, the Egyptian-born,
British painter Victor Willing" Willing had recalled that as a child, he had played with a
toy theatre comprised of three characters—a monkey, a bear and a aheegdre
Rego’s series, based on these figures, begins with a butterfly escapinglimorarad a
dog, a seemingly innocuous image, although the very idea of escape hints ef a mor
sinister notion of entrapmehtBy the next few images, the underlying threat of violence
has become palpably redRed Monkey Beats His Wigfollowed by an image of Red

Monkey in agony. Keeled over, he vomits a bloody, viscous substak¢éarCuts off

1In 1932, Victor Willing (1928-1988) moved to Engthwith his family and studied at the Guildford
School of Art from 1948-9. He then attended tre8ISchool of Fine Art in London from 1949-54,
where he met Rego. Willing’s early paintings wigarative, then later began abstractions and wirks
included motifs that suggested isolation such dswentary shelters and objects of furniture. He is
perhaps best known for his later, 1980s worksrefiect the influence of Picasso. For further d&gion

of Willing’s career, see Rachel Kirby and Nichoferota, edsVictor Willing: A Retrospective Exhibition
1952-85(London: Whitechapel Art Gallery, 1986) and Fi@dradley, ed.Victor Willing (London: August
Media, Ltd., 2000).

2 See John McEwerRaula RegqNew York: Rizzolli International Publications, 48).
3 Atlanta-based artist Kojo Griffin works in a simnilvein, using animals engaged in tension-filled,
psychologically-charged scenes. For examples ifi@s work, see Franklin Sirmans and Kojo Griffin

Kojo Griffin: New Work(New York: Mitchell-Innes and Nash, 2001) and R&rC. Phillips, “Kojo
Griffin: Home and InsecuritiesArt Journal 62 no. 2 (2003): 88-97.
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Red Monkey’s Tafffigure 156), and it remains unclear exactly which appendage has

been severed.

The Portuguese-born Rego is best known for such domestic narratives, which
often hint at sexual intrigue and barely-contained violence. Rego has aleckesiw
children’s fairy tales in all their inherent terror. In many of these&sydhe invisible yet
overwhelming presence of Freud and his notion ofittteeimlich(the uncanny, or the
revelation of secrets that ought to have remained hidden) appear to be*afpiay.
chapter will focus on a Hogarth-inspired work by Rego, whose enigmatic sifenes
domestic life have made her one of the most celebrated artists in Bhitaif99, Paula
Rego completed a pastel triptych entitlagptych after Marriage-A-la-Modéhat draws
from Hogarth’sMarriage-A-la-Mode Like much of Rego’s work, this triptych mines the
psychological anxieties and ambiguities of gender relations. Narcamntent, both real
and imagined, is critical to Rego’s paintings and graphic works. In mays; tines focus
on storytellingrequiresthe figuration that has been the hallmark of Rego’s work since
the 1980s, concurrent with the figurative-centered School of London works created by
David Hockney, R. B. Kitaj and others. Additionally, this reliance on the figurative and

on “ambiguous narrativity” inextricably links the artist to Hogarth's atare series.

In Triptych after Marriage-A-la-ModeRego collapses temporal spans, using
Hogarth’s eighteenth-century London as a template. She evokes her 1940s childhood in

Portugal (when arranged marriages were still commonly enforced), ah838e

* For discussion of Freud’s notion of theheimlich see Robin Lydenberg, “Freud’s Uncanny Narratives,
PMLA 112, no. 5 (October, 1997): 1072-1086.
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materialism of the Thatcher era, while simultaneously grounding the waatkei 1990s
London. Most pointedlyTriptych after Marriage-A-la-Modspeaks to the impact of

politics on every aspect of domestic life.

Rego’s Progress: Artistic Development

Maria Paula Figueiroa Rego was born in 1935 in Lisbon, Portugal, an only child
in a middle-class family. When she was 1%z years old, her parents |eiftdt dar
England and left her in the care of relatives. Her father, an electricakeng
accompanied by her mother, left Portugal to work for Marconi, a telecomationis
company then based in Essex, EnglarRlego's father was an Anglophile, while her
mother’s upbringing had been more aligned with the French-centerectradit
wealthy Portuguese populatiohDuring the eighteen months that her parents spent in
England, Rego was cared for in well-to-do Estoril, near Lisbon, by a grahemt
manic-depressive great aunt, an array of maids and later a governess...vebHaullf

She was educated at St. Julian’s, an Anglican English School in Carcavebos), fceam

® The Marconi Company Ltd., an engineering comparmas founded in 1897 as The Wireless Telegraph &
Signal Company, was then called Marconi's Wirelesegraph Company after 1900. Later, the company
became known as The Marconi Company in 1963. Mescadvancements in radio and television
included the following: transatlantic tests, highguency tuned broadcasting, and the establishafi¢hé
British Broadcasting Company, later the indepen@81€. See Gavin Weightma8jgnor Marconi's

Magic Box: The Most Remarkable Invention of thér T@ntury & the Amateur Inventor Whose Genius
Sparked a RevolutiofCambridge: Da Capo Press, 2003).

® Fiona BradleyPaula RegdlLondon: Tate Publishing, 2002), 9. In John McEyRaula RegdNew
York: Rizzolli International Publications, 199233 4Rego noted that “A very happy memory is thelgnaf
the BBC World Service, which my father used toelisto every night. | could hear it from my bedrgom
it's still a wonderful sound to me.”

" Suzie Mackenzie, “Don’t Flinch, Don’t HideThe Guardian Saturday, November 30, 2002. Rego’s

parents arranged for her to stay in Estoril duistoestorative climate after she was diagnoset wit
incipient tuberculosis.
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1945-51, where she studied art. She was then sent to a finishing school in Kent, England.

Rego then studied at the Slade School of Art, London from 1952-56, where she
met Victor Willing, a painter who would later become her husband. The Slade, under the
direction of William Coldstream in the early 1950s, was highly prestigiouaglthis
period. There, Rego’s colleagues included artists who would later play leadiagrol
British art: Craigie Aitchison, Michael Andrews, Euan Uglow and her futusband
Victor Willing.® Slade philosophy and practice during this period focused on life-
drawing and painting from models. An early work entitebration (The Birthday
Party) of 1953(figure 157) is based d@rupo do Leapor Group of Liongfigure 158), a
well-known painting of a gathering of renowned artists and writers bydheentury
Portuguese Realist painter Columbano Bordalo Pinheiro (1857-1929). Rego has
proffered that her interpretation of the seminal work is “a very Portugaese,swith the
tablecloth and checked shirts®.As will be discussed, her Portuguese-based themes are
both celebratory and sentimental in regards to localized cultural traditibalsgeritical

of morally-questionable political theories and policies.

Prompted by a Slade assignment during her first year tdader Milkwood
(figure 159) is based on a poem by the Welsh poet Dylan Thtnfasgo set the

narrative in Portugal rather than in Dylan’s Welsh fishing village. Reggiteng is a

8 Fiona Bradley and other scholars have writtenasf Rego “left the Slade in 1956, by which time il
met and, somewhat scandalously, fallen in love Witlior Willing, who was married at the time” (Fian
Bradley,Paula RegdLondon: Tate Publishing, 2002), 9.

® Marco Livingstone, edPaula RegdMadrid: Museo Nacional Centro de Arte Reina Sdfig07), 247.

0pid., 42.
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lively scene of hardworking, thick-fingered women with sturdy, capable franfesr T
rudimentary forms evoke the everyday quality of a classic domestic sheFgwomen,

fried eggs, chickens being prepared, and the piquant drama of women'’s kitchen
conversations. The monumental scale of the women clearly recallsR&pgeriences

during childhood, in which she described visits to the kitchen, “there were dead chickens
and cooking and people ironing and just everything. It was the centre of activitlg, lwhic
liked very much.** This whirlwind of activity, while stimulating and filled with familiar,
comforting presences, must have also appeared larger-than-life or oveimgheln

environment made even more vivid and theatrical in the eyes of a young child.

Rego’s frequent references to Portugal would later include her frequenit use
Lila Nunes, a former caretaker for Rego’s husband, as model for her works.19a&e
soon after Nunes’ arrival from Portugal, she has posed as both men and women in the
large paintings that have been critical to Rego’s success. In partRalzo has long
drawn from Portuguese folk and fairy tales such as The Bogeyman narrative. Of

Portugal, Rego has noted that “My paintings have never been about anythir§ else.”

From 1957-63, Rego lived in Ericeira, Portugal with Willing and their three
children, Caroline, Victora and Nicholas after the couple married in 1959. Reges,shar

along with Hockney, as outlined in Chapter 2, an early fascination with Dubuffet. In

1 John McEwenPaula RegdNew York: Rizzolli International Publications, 42), 41.

12 Maria Manuel LishoaPaula Rego’s Map of Memory: National and SexualtRsl(Aldershot,
Hampshire: Ashgate Publishing, 2003), 4.
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1959, she began producing collage paintings after seeing Dubuffet's Art Bgeshia

A 1959 exhibition of his work in London piqued her interest, and she was drawn to his
raw, complex gestural works that were seemingly childlike yet reveeadad depth and
profoundly mature theoretical consideratidhsRego has written of how Dubuffet
released her from the formulaic “serious grown up art” that was encouragdd i

schoolst®

Also present in Rego’s work during this period was the free-association influence
of the Surrealists, particularly Joan Miro and Giorgio De Chirico. The callagelti-
layered, graffiti-likePortrait of a Lady(figure 160) includes cryptic texts and numbering
systems that are highly reminiscent of Hockney’s early 1960s Worksom
approximately 1959 through 1966, Rego produced collaged works with mainly political
themes that examined Portuguese life under the dictatorship of Prime Mimgbaro
de Oliveira Salazal. These abstractions were marked by a violent, untidy quality; in

large part, they evoked dispersed human entrails.

31n Marco Livingstone, “Tales to Tell,” in Marco \ingstone, ed.Paula RegdMadrid: Museo Nacional
Centro de Arte Reina Sofia, 2007), the author niitas“Although she now admits that she missednggei
his (Dubuffet’s) first show in London, at the ICA 1955, she later acquired the catalogue and was
immediately entranced by the energy and raw lifaisffaux-naif style and his concept of an Art Brut
unmediated by the refinements of polite society).(43

14 See the following for texts that discuss Rego'soemter with Dubuffet: Fiona Bradlepaula Rego
(London: Tate Gallery Publishing, 2002) and JoheEMen,Paula RegdNew York: Rizzolli
International Publications, 1992), 45.

15 John McEwenPaula RegdNew York: Rizzolli International Publications, 48), 45.

'8 The numbering may also relate to the numberingta@dymbolism found in Pop Art in Britain during
this period.

' Salazar (1889-1970) was Prime Minister of Portdigah 1932 to 1968. His regime in Portugal was
aligned with Hitler's Germany. He founded and fked Estado Novo (New State), a right-wing
government with fascist undertones. For furthecdssion of his policies and social and politicapact,
see Michael DerrickThe Portugal of SalazgiNorfolk, VA: HIS Press, 2009).
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In Salazar Vomiting the Homelarftigure 161), at center is an abstracted female
figure who holds a shield, represented as an ochre-hued oval form with prominent pubic
hair. At left is the dictator, represented as a red and white eye-balbitikenfith lengthy
appendages. Rego has acknowledged that the work’s narrative is less than
straightforward, noting that “...really it should be the homeland that is vomitinge8ala
This was semi-sympathetic to the dictator, which was an extremelygeiténg to
do...The form at the left is Salazar vomitin§."Other works directly critiqued
Portuguese colonialismiVhen We Had a House in the Courafyl961 (figure 162)
references the colonial war in Angola in southwestern Africa. Rego hasdrtipdiethe
work is a party scene with a twist, stating that “There are sexy wgsitsel the house.

This is a festa, where you hang things up...a big party, with music coming out...The
soldiers were killing all the black people as part of the war...very often as spdft t

The left section of the painting has an image of a tank, with dead bodies spread out in the
foreground. The central scene has hanging banners that are visible at tdgatidima

right, an abstracted gramophone or phonograph. Its copper-hued horn emits a series of

scraggly lines that evoke the sound of music blaring into the room.

Rego’sExile of 1963 (figure 163) was produced when Willing was very ill,

having had a heart attackxile includes a distorted image of a Portuguese soldier in a

18 paula Rego, “Commentaries,” in Marco Livingstoae,, Paula RegdMadrid: Museo Nacional Centro
de Arte Reina Sofia, 2007), 248.

19bid., 249.
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brown suit. Rego has explained that he is “in exile in Paris,” yet thinkingildhood

and his grandmother’s recitation of Portuguese folk fal€3everal figures may be
discerned in the work, including a witch, phallic symbols, and an inscribed dateyof Ma
1904 that Rego randomly chose as though marking a moment of historical or personal
relevancé’ Himid has also noted that the soldier is envisioning his bride in Portugal,
and “how beautiful she had been, all dressed in white, with her train and everytheng. Th
sea is behind...It was a painting that | did in a particular mood, of slight nostathia
sadness® While Rego embarked on a lengthy period of experimentation with the semi-
figurative, she seems to have found it challenging to leave narrative contertBehi

Her process of producing these early 1960s works entailed a distinctive, aloabistic
strategy”* Rego began by drawing forms onto paper, then cut them up in an agitated and
expressive manner. She then carefully positioned various images in a stiluature
suggested a sequential narrative that “felt just rightlfi this way, Rego’s interest in
narrative prevailed. Her distorted and cut figures were re-arrantged form that

implied a linear narrative, to be read from left to right. For example, thenaémtioned

When We Had a House in the Couniryarticular functions much like a three-part

%0 bid.

! bid.

?21bid., 249-50.

% For example, Rego has provided lengthy explanatidmer work in the following texts: Paula Regalan
John McEwen, “Paula Rego in Conversation with JdlecEwen,” in Ruth Rosengarten and Vic Willing,
Paula RegdLondon: Serpentine Gallery, 1988) and Paula R&gommentaries,” in Marco Livingstone,
ed.,Paula RegdMadrid: Museo Nacional Centro de Arte Reina Sdtia07).

%4 For discussion of this process, see Christina Baggzius,Paula Rego in Focud_ondon: Tate Gallery,
2004) and Paula Rego and John McEwen, “Paula ReGomversation with John McEwen,” in Ruth
Rosengarten and Vic Willinqaula RegqLondon: Serpentine Gallery, 1988), 46.

% Christina Bagataviciu®aula Rego in Focud_ondon: Tate Gallery, 2004).
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comic strip, employing a sense of implied time and motion that began witiulestic

murder of Angolan residents at left and ended with scenes from the indoatiéssti

When We Had a House in the CourgndExile are examples of how Rego’s use
of dreamlike sequences, narratives that are never quite straightfamsimplistic.
These abstractions function much like Hockney’s early 1960s works in that they are
laden with Dubuffet-inspired codified numbers and text and rich pictorial sysniolilin
addition, they point to Rego’s close connection with Surrealism that began in childhood
For her fourteenth birthday, her father bought her a copy of Alfred Baaritastic Art:
Dada and Surreali®.?® Significantly, Rego's favorite painting is a Surrealist work by
Max Ernst entitled'he Virgin Spanking the Infant Jesus in Front of Three Witn¢ages
PE and the Artistffigure 164). In this image, two individuals, Andre Breton, a founder
and leader of Surrealism, and Surrealist poet Paul Eluard, view the disgijglatian
through a window! This image of a Christ-child who has misbehaved and an angry and
violent Virgin Mary is an uncommon representation, to say the least. The work includes
all of the elements that have continued to intrigue Rego, including the Suri@alision
intimate, architectonic Classicized settings that convey a sensawd.dithe painting
also embodies an interrogation of religious beliefs. It examines theoaaathallenges
of everyday folk, an exercise that becomes taboo when applied to sacred iconsisike Chr

and Mary. As a whole, Rego’s earlier pastels evoked the frenzied awamzatings of

% See Fiona Bradleyaula RegqLondon: Tate Gallery Publishing, 2002), 9.

%’ Fiona Bradley has noted that “Rego likes this imfagenany reasons. Sympathetic with Surrealism’s
central ambition to understand and communicateridreeams and desires, and excited by its deterimimat
to erode all boundaries and break all taboos irptheess, she is familiar with the movement’s pieto
techniques and conceptual strategies. See FicamdleBrPaula RegqLondon: Tate Gallery Publishing,
2002), 6.
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the Surrealists, while her 1970s works recalled the thick, Classicized human and
architectural forms and sparsely-populated environs found in DeChirico’sngaint
Rego’s figures also reflected the somber isolation of the AmericdisResnter Edward

Hopper and the American Magic Realist painter George Tooker.

The Firemen of Alijd¢figure 165) was inspired by a family vacation spent at New
Year’s in Alijo in northern Portugal. Rego recalled that impoverished volunteereiire
stood barefoot in the snow outsidpasada or small hotef® Styled after cartoons and
books featuring reproductions of Catalan Romanesque art, the social consciousness of
Surrealism is present in this critique of the disparate social classésgeBom the
fascist regime in Portugal. Yet, this deliberate narrative is onlifiethafter we are

provided with an explanation from Rego’s textual descriptions.

Spain has also been configured in Rego’s w@tay Dogs (Dogs of Barcelona)
(figure 166) is a violent splattering of forms, executed in collage and @orylkcanvas.
It is a partially-abstract image of expiring dogs that are surrounddakbye
commentary on how the government in Barcelona failed to address the overpopulation of
canines in a problematic way. Rego has recalled3nay Dogsvas drawn from a book
of reproductions of Romanesque paintings in Barcelona and from a painting of Saint
Roch, “whose wounds were licked by a dog and made better...They had stray dogs in

Barcelona, and to get rid of them they filled bags with poisoned meat and justhbre

2 bid., 251.
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about. The dogs would eat it—not just stray dogs but pets—and they ity
Dogsis part of her enduring interest in social critique, emphasizing how broad political

decisions may impact every level of social interaction.

Rego’s first show was at a 1961 open exhibition organized by The Calouste
Gulbenkian Foundation in Lisbon and she won a scholarship from the Foundation in
1962%° Also in Lisbon, she had an important solo exhibition at the Sociedade Nacional
de Belas Artes (SNBA) that opened in 1965The exhibition was well-received, but her
dark, seemingly-mutilated forms heightened the perception of Rego as a praiduce
violent, highly politicized image¥ This period was also marked by tragedy and
uncertainty: 1966 was the year of both her father’'s death and her husband’s diagnosis
with multiple sclerosis. Willing began assuming the management of Riegjoés’s
business, managing the factory until 1974, when Rego and her family returned to

London.

From 1963 through 1975, Rego lived in both London and Portugal, settling
permanently in London in 1978. During these unsettled years, Rego’s work went

through a transformative phase as well, and she had yet to gain the recagriibndon

2 |bid.
30 Seell Exposicao de Artes Plasticgkisbon: Fundacao Calouste Gulbenkian, 1961).

31 See Alberto de Lacerda, “Fragmentos de um Poetitalémlo Paula Rego,” iRaula RegdLisbon:
Sociedade Nacional de Belas Artes/SNBA, 1965).

32 For discussion of reception to this exhibitiore $eicia Aimeida-Matos, “ReviewiVoman’s Art
Journal 17 no. 1 (Spring-Summer 1996): 47-48. For discussitthis tumultuous period in Rego’s
career, see Fiona Bradldjaula RegqLondon: Tate Gallery, 2002).

% 1n 1969, she represented Portugal in the Sao Mietwl in Brazil.
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that would come in the late 1980s. At the end of the 1960s and through the 1970s, Rego
worked with acrylic, intrigued by its brighter colors and quicker dryimgeti Rego

combined the acrylic with collaged elements, focusing on subject medten drom

Portuguese fairy tales. In 1975, she was awarded a Gulbenkian Foundatioa ghaahy t

these narratives. In 1978, she again garnered attention when she was inclusiesey a

of contemporary Portuguese art, organized by the Royal Acatfemy.

Rego’s 1970s works (figure 167) owe much to DeChirico and Surrealism as well
as Aubrey Beardsley®n-de-siecleworks (figure 168). Rego’s enigmatic works from
this period have rarely been discussed in the major studies of her work. Their bold,
graphic outlines and references to sequential narrative relate to copscsiti Japanese
prints. The connection to Beardsley is not a spurious one. He had been largely
influenced by Japaneskungaprints®* Many of Beardsley’s works were characterized
by grotesque creatures and erotic, mysterious themes based on literatiyaga Such

images easily appealed to Rego’s sensibilities.

The 1980s brought an entirely new style of working for Rego, and she produced
large-scale paintings marked by an increasing interest in Old Mesigings>® From

1981 through 1985, she produced acrylic paintings on paper suchRedthéonkey

34 SeePortuguese Art Since 191Dondon: Royal Academy, 1978).

% See Chris Snodgrassubrey Beardsley: The Dandy of the Grotesfford, UK and NY: Oxford
University Press, 1995).

% Fiona Bradley has written of how Rego was “encgedsby fellow Portuguese artist Joao Penalva, who
urged her to stop massacring her forms, and sugghdbst the writer Rudolf Nassauer, who took heotukl

at Old Master paintings in Italy and Spain, shegtal making collage and began the 1980s with a
radically new way of painting” (Fiona Bradlejyaula RegqLondon: Tate Publishing, 2002), 9).
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series that stylistically recalls the Neo-Expressionism of the 19805983, Rego
produced opera-inspired paintings executed with thick, gestural lines thatasededn
childhood trips to the opera with her fathdihe Vivian Girls in Tunisigfigure 169) was
the first in a series of works inspired by American outsider artist HeargdD and his
watercolors and illustrated novel featuring the Vivian Girls (figure 37®he was
highly intrigued by Darger’s narrative of uber-powerful and deceptively vaithe
young girls who often overpowered the men who captured them. Rego had been
introduced to Darger’s work by Victor Musgrave in the late 1970s, and latedvisite
Darger's residence in Chicago after his déatiRego has explained thhe Vivian Girls
in Tunisiais essentially “about mothers eating their daught&rSHe is referring to the
sometimes antagonistic relationship between mothers and daughters. Agaiis Re
presenting images that shift the dynamics of power, this time betweenrsnatide

daughters.

Rego’s mid-1980&irl and Dogseries (figure 171) were based on her
experiences with the final stages of her husband'’s illness. As Rego reco\illied
needed additional care during this period, and in her representation of their clyrerai

“chose to use a dog because you can't do the same things with people...it doesn’'t have

3" Darger was a self-taught artist who worked asigain a Chicago hospital who, around 1905, begran
illustrated novel calledhe Story of the Vivian Girls in What is Called thereal or the Glandelion War
Storm or the Gaudico-Abbenian Wars as Caused bltld Slave RebellioriThe work was a violent
chronicle of wars involving an army of both nudelamiformed young girls, with figures traced from
illustrated children's books and magazines.

38 Victor Musgrave (1919-1984) was a British art éeand curator who promoted Art Brut. From 1953
through 1963, he managed a gallery called Gallerg i@ London which exhibited the work of Francis
Newton Souza, Yves Klein and Fluxus artists.

% paula Rego, “Commentaries,” in Marco Livingstoae,, Paula RegdMadrid: Museo Nacional Centro
de Arte Reina Sofia, 2007), 253.
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the same tenderness. It would have been ridicufSuss’would be her strategy
throughout her career, Rego shifted the presumed power dynamics, hereacasiim@s
submissive and a woman as figure of power. These works bespeak her connection to
Hogarth’s uses of “ambiguous narrativity.” TG&l and Dogseries conveys an

underlying sense of malice and tension, coupled with varying degrees of ten@gichess
care. Ruth Rosengarten has written of this narrative uncertainty in & seting that

“we seem to be about to witness some unspeakable act, or perhaps not ...The artist
remarks that, ironically, the more precisely she captures a gesturegakher gfs

ambiguity, and the wider its scope for multiple readifdstiogarth’s work reflects this

same quality in its wide breadth of possibilities for narrative interpoetati

Stylistically, Rego’s work also reveals the influence of Surrealisnsjdmrtor
“folk” art, Portuguese painted tiles, Disney films and children’s illustrbtaaks. In
particular, Rego has drawn from the work of Picasso, Velazquez, Goya and otheln Spanis
painters as well as Dubuffet, also a source for Hockney, as discussed in Chapter
Her work also resonates strongly with the paintings of early twerdesttury Polish-
French artist Balthus, whose enigmatic scenes that included semi-nude ymuag w
were marked by undercurrents of violence and sexual tension (figur&*1F2addition,

they recall the work of feminist Surrealists such as Leonora Carringéonedios Varo

“1pid., 254.
1 See Ruth RosengartéPaula RegdlLondon: Serpentine Gallery, 1988).

2 Rego’s work from the 1980s on has a stylisticriffiwith Picasso’s Blue and Rose Periods,
incorporating a similar mood of isolation and spirgpopulated space using pastel hues.

3 For discussion of Balthus's life and work, searitlas Klossowski De RolBalthus(New York:
Balthus, 2002).
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and Frida Kahlo, sharing a similar ease with enigmatic and provocative, emgtionall

charged narrative¥.

Yet Rego has most often been described as a School of London artist. The School
of London may be said to have begun in the 1940s, after Francis Bacon and Lucian Freud
rejected the prevalent art world styles and produced work that focused on the human
body. Later, in 1976, R.B. Kitaj, a principal figure in the movement, used “The School
of London” to describe the diverse group of artists who produced a prolific number of
works that highlighted the human fofh.In one of the more recent incarnations of the
School of London in the 1980s, Tony Bevn and Paula Rego became known for their
figurative works?® Rego has recalled that “I'm not going to do apples or oranges because
| hate that...I felt...nauseous with utter boredom because | couldn’t see anynftues i
oranges. To me they were just oranges — it didn’t seem endugirice the 1980s,

Rego’s focus on narrative content has alnmeguiredthe figurative human body that

links her to the School of London.

“4 See Patricia Allmer, edingels of Anarchy: Women Atrtists and Surreal{stew York and Lon don:
Prestel, 2009).

“5 Kitaj called it the School of London in R. B. Kjitdfhe Human ClaylLondon: Arts Council of Great
Britain, 1976). The movement may be viewed iresavphases. Freud and Bacon, credited with the
initial establishment of the movement, influenceaihmyounger artists like Michael Andrews, Frank
Auerbach and Leon Kossoff. During the 1960s, tluther figures emerged: Peter Blake, David Hockey,
and Kitaj, followed by Euan Uglow and John Wonnagothe 1970s.

“% Like both Himid and Hockney, Rego is a unique cgtsey in national identity. In 1969, Rego was
chosen to represent Portugal in the Sao Paulo Biané in 1985, she represented Britain at SaodPaul
She is often referred to as a School of Londostads are David Hockney (an Englishman who was the
residing in the U.S.), R. B. Kitaj (born in the U.Sand Frank Auerbach and Lucian Freud, both clemed
British artists despite being born in Berlin.

" Edward King, “Interview with Paula Rego,” in FioBaadley,Celestina’s HouséNew Haven, CT:
Abbott Hall Art Gallery and Yale Center for Britigkrt, 2001), 9.
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From 1986 through 1993, Rego had turned from the collaged and cut-and-paste
painted figures, and began producing large-scale acrylic figurative warkey
examined themes of family life with a particular emphasis on psychad@naly
examinations of women'’s lives when faced with patriarchal sociadsndnThe Cadet
and His Siste(figure 173), the British artist Ron Mueck, Rego’s son-in-law, modeled as
a young cadet who is being dressed, in an almost ceremonial manner, by aisteider s
Although she kneels at his feet, suggesting a form of servitude or a métprglshe
is, however, the primary figure of power. The brother, by contrast, appeantsizdd.
In works like these, Rego shared affinities with the somber tones and subvamnssig t
of 1920s German realism of George Gro$¥ésie Sachlichkedr New Objectivity

(figure 174)*

After the 1988 death of Rego’s husband, she completed the aforementioned well-
known painting entitledhe Dancdfigure 3) in the same ye&t. Set below an ominous
military bastion, a gathering of sturdy-framed women dance with sus@agymilitary
men by the sea. Its circular composition recalls the cyclical phasdg@journey.

With its swirling sense of movement and festive crowds, the scene recaentiraental

provinciality found in Pieter Brueghel’s Flemish, sixteenth-centurlyegatgs.

“8 Neue Sachlichkeieflected the corruption, pursuits of pleasure éaahoralization in Germany after its
defeat in WWI, as well as the impotence of the WaiRRepublic which was in power until the inceptafn
Nazi power in 1933. Works from this period alspresent a broader satire on the human condition.

9 The Dancas first mentioned (and illustrated) in ChaptereOn
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By the late 1980s, Rego had also begun to work with models, resulting in images
that were compositionally arranged like set designs. These panoramscofidamestic
dramas brought the lives of women to center stage. Her career becarssttahlighed
in London in the mid-1980s, when she represented England at the 1985 Sao Paulo
Bienale in Brazil. Then, in 1988, she gained increasing critical and popular aanaim f
these large, sparsely-populated narrative paintings after a one-pengatian at the

Serpentine Gallery in Londofi.

Many of Rego’s most recognizable works were produced during this period,
including the seminalhe Familyof 1988 (figure 175). A mother and daughter (or a
group of sisters) subdue the paternal figure of the house, an emotionallyechavggr
play between masculine and feminine subjects. At the centdredfFamilyare three
figures, including a woman with stern facial features whose back is turnednd aaca
woman with a pink bow in her bobbed hair who kneels on thé'b&amth subdue the
struggling male figure who would otherwise be viewed as a figure of aythdoetto his
business suit. The man is effectively silenced, however, by the upper arnnaintiaa
who holds him from behind. She covers his mouth as she reaches over to peel back the
sleeve of his suit jacket. The third female figure in the painting, a younglgirstands
at the center of the open window with a knowing and smug expression, appears handily

aggressive, set for a boxing match.

¥ See Ruth Rosengarten and Vic Williftgula RegqLondon: Serpentine Gallery, 1988).

*1 The model here is Lila Nunes, the principal casetdor Willing during the last years of his lifé&er
being diagnosed with multiple sclerosis in 1967.
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The Familyrelates both to Hogarth’'s work and to Regbrptych After Marriage
A la Modethrough its reliance on pictorial symbolism. Beyond the main scene, other
actions take place, and Rego has strategically placed objects around the toopatha
much more than what they appear to repre¥entA dresser at the right of the castration
scene is graced by three objects: a length of red fabric, a waterduegsevered long-
stemmed red rose. The image of a cut flower initially evokes a sense of lognoaoc
possibly the lost innocence of the girl who watches by the window and the lostniceoc
of all three female figures who may or may not have been the victims of incelsepr ot
abuse. The blood-red rose may also symbolize violence in a broader sense. dn,additi
carefully placed near the rose is another item of blood-red hue, a lengthigf plus
Caravaggiesque fabric that evokes the emotionally-charged drama of tlypi&arhe
folds of cloth work in conjunction with the flower nearby to evoke a sense of feminine
vulnerability. More specifically, both objects, in their formal structure riglesoke the
delicate nature of the vaginal fold. In addition, the parted curtains behind thegidung
at the window, echoed by those seen on the oratorio, might also evince the vaginal
opening, the parting of legs and the underlying specter of incest that pertheatetire

scene.

Other similarities between Regdreie Family Hogarth’s work and Rego’s
Triptych After Marriage-A-la-Modeare the incorporation of curtains and the use of

ambiguous narrativity. As discussed in Chapters One and Two, the use of curtains for

*2 At the base of the oratorio is another scene,ahatheron who appears to be feeding and/or attgaek
fox. The mythological tale of the heron who pitke bone from his enemy'’s throat further outlirtes t
complex melding of love, hate and desire charagtegihuman relationships.
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added drama and symbolism is a recurrent symbolic motif in Hogarth and Hockney’s
work as well. The curtains on either side of the woman at the window appear to have
recently parted in preparation for her performance onstage, when she joins thénother
teaching the male figure a potentially painful les¥biThe Freudian scene depicted in

The Familyis essentially one of castration, a notion that is clearly outlined by tl@scti

of the diminutive woman with the face of a woman and body of a schotidithe wears

a plaid skirt vaguely reminiscent of a Catholic school uniform. With her left hand, we
see that she has unclasped the opening of his pants and is holding them open. Her other
hand is obscured—it may be engaged in the act of castration or it may be moéataly

the other side of his pants down. In any event, this gesture representplaoneda

scene of castration in which a male figure has been subdued by twodemataed in

the accoutrements of naive young girls, a pink fluffy bow and a Catholic séfidPs

With The Family Rego has ensured that themes of spirituality, gender relations, domestic
life and national identity are given equal representation in a singular waekOedipal
interplay of power, desire, misdirected libido (and ultimate revenge) meg@ R
dysfunctional family a prime example for symbolically-rich expliora of women’s

domestic lives. In underscoring male fears of castration and ultimatelysuingation of

>3 Here, it may be useful to ask, “Why is this magpife being punished?” Rego does not provide any
definitive answer, yet incest appears to be th@aien subtext.

** The notion of castration, both literal and implieds periodically been present in Rego’s work,
exemplified by the aforemention&kd Monkegeries.

55 Rego’s narrative of masculine and feminine gileigs further underscored by scenes painted on the
Portuguese oratorio in the far right corner ofibi@m. At its top, St. George slays the dragon,tsylio of
the triumph of good over evil and, in a larger ggmd the triumph of Christianity over the Devi€snning
actions. Rego’s invocation of St. George is palidy prescient, in that the figure is the patsaint of
both England and Portugal, and of soldiers in gandRego has identified the woman standing beBind
George as a young Mary Magdalene (See Fiona Bratiggoduction: Automatic Narrative,” iRaula
Rego(New York: Thames and Hudson and London: TateeBalPublishing, 1997), 13.
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masculine power, Regoamily reveals the psychological anxieties and ambiguities of
human interaction. As will be discussed, similar themes are present in Ragtysh
After Marriage-A-la Modewhich involves a similar suggestion of male castration (or

helplessness) and an overt shifting of societal gender roles.

In the equally well-knowd he Maidgqfigure 176), Rego also casts Lila Nunes as
the central charactéf. The Maidsis drawn from a play by Jean Genet, in which a
wealthy woman is murdered by two sisters in her employ who then dress up in the
murdered woman'’s clothing. In Rego’s image, a woman in a maid’s uniform appears
ready to style a seated woman'’s hair. The standing maid’s menacingakdike
expression implies a hostile sense of aggression. Indeed, her face is notlicstadally
fronm the complexion of her neck, as though a plastic mask has affixed to thedoeal”
below. The hidden knife that she grips in her left hand points upward beneath the folds
of her dress at the waist, evoking a phallic erection. At right, another sewmhtes the
young daughter while gazing intently towards the standing woman in frowg.géze
hints at the incestuous relationship that is played out both in Genet’s play as iwe¢hles
1974 film adaptation of the production. Genet’s play is loosely based on Lea and

Christine Papin, two sisters who murdered a lawyer’s wife and daugttemians,

%% A film adaptation of the play was released in 19%&eThe Maids directed by Christopher Miles,
American Film Theater, 1974.

*" These fictional characters became the heroesdBthrealists, and French intellecturals like J8anet
and Jean-Paul Sartre began to attribute the murdléssues of class struggle. See Stephen Balban,
Genet(London: Reaktion Books, 2005) and Peter Brookk Jseph Halpern, ed&enet, a Collection of
Critical EssaygEnglewood Cliffs, N.J.: Prentice-Hall, 1979) text regarding Genet's themes of
subversion.
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France, in 19332 In the play, Genet's “Solange” and “Claire” perform dramatic,
sadomasochistic rituals while their employers are absent. Their rolegplayolves the
murder of the wife and each sister alternates between acting essstthe house and
servant. A central theme in Genet’s narrative is that of the overthrow edl¢hwer class
by the oppressed, melded with undercurrents of sexual tefis®uch a tale,
characterized by subversive elements: violent, ritualistic role-plathedoreaking of
class-based boundaries through a form of “poetic justice” and taboo sexual umdescurr

represented ideal narrative elements for Rego.

In the late 1980s, Rego began working extensively with etching. She had alread
produced some earlier etchings in the 1950s and 60s, then began working with
lithographs in the early 1986%.TheNursery Rhymetchings (figure 177) were begun in
1989. Many from this series were enhanced with aquatint, and they solidijetsRe
status as one of the most significant graphic artists of heflifie series was
produced after a lengthy focus on large-scale paintings that culminaedajor
retrospective at the Gulbenkian Foundation in Lisbon. The series exethpbfv

Rego’s scenes that focused on children configured childhood as a time of vuliyerabil

%8 For details on the Papin sisters case and itadgtmpee Rachel Edwards and Keith Redflee, Papin
Sisters(New York: Oxford University Press, 2001).

¥ The play was first performed in Paris in April1#47 in a production directed by Louis Jouvet, and
film version was released in 1974.

%1t should be noted here that Rego’s etchings ®@fl®60s paralleled Hockney's production of the muedi
during the same period, at the early stages of &its’ careers.

®1 The series was inspired by lona and Peter Op#e, Bue Oxford Dictionary of Nursery Rhym@®51;
repr., Oxford: Oxford University Press, 1997).
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fear and anxiety? In short, Rego has depicted childhood as a place that is deaiiealy

space of innocence, and her work has often hinted at the latent sexuality ohchildre

Rego’s depictions of childhood are anything but idyllic. Most of all, they speak
of how childhood is not a fairy-tale place of innocence, and they often hint at the very
adult dramas that surround them. Like Hogarth’s children, the action of childrengooint t
the adult, often clandestine and immoral actions taking place in the primanyvestraA
critical example is the aforementioned Scene Four of Hogavtirsage-A-la-Modg in
which the young servant plays with the horned object that speaks of the cuckoldsy that i

taking place.

Rego’s images of children also examine the idea of children as pawns, largely
controlled and manipulated by adults. Rego’s husband, Vic Willing, has discussed the
theme of parental domination of children in Rego’s work, and Rego herself has discussed
childhood as a place of intermittent security melded with ever-presefif fRago’s

engagements with the idea of childhood vulnerability also relate to her expemsrees

%2 Rego began working with fairy tales because of oris regarding her childhood, lengthy periods of
playing alone and being told stories by her grantheroand other family members. In addition to her
grandmother, Rego has also discussed an eldertynaomed Ludgera who would visit her grandmother’s
house in Ericeira. Rego recalled that “she useadltane stories non-stop. She used to make ugestor
according to what | wanted to hear, you see. Wie'dnder the eucalyptus tree after my siesta hpttls
say: 'What shall we tell the story of today?' Attiday, ‘Let's have the king with the daughter wias

very wicked', that kind of thing; and she wouldbaleate the story according to my demands... | just sat
there and listened. It was a most delicious fgeliffMcEwen,Paula Regp43). Rego also noted one of
her mother’s servants, an elderly woman “who usetbtne and sit in my bedroom at night, becausesl wa
so frightened of the dark, and tell me stories fitwm country, the country place she came froml téll
asleep. She'd tell me rustic stories about anirthis ant that eats the belly of the goat, thbitab
revenge. She wasvery old, maybe ninety, and | Idnedstories as well.” (See McEwdtaula Regp43).

%3 See Fiona Bradley, Ruth Rosengarten, Victor Wjlkn al.,Paula RegdNY and London: Thames and
Hudson, 1997), 34.
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child, when her parents hired a woman called Dona Violeta to tutor Rego in pi@parati

for her entrance exam to St. Julian’s School. As Rego noted of the woman, “I loathed
her. She was rough and cruel and used to hit me...She’'d say, “You can't draw. You'll
never be able to draw.” But being a child | never told my mother, because tHatwas
though it was meant to be, even though when she popped her head round the door I'd be
thinking, “Please stay! Please st&{I'Rego’s recollections regarding Dona Violeta and
Nunes raise the issue of a forced isolation that is a critical aspecjosReuvre.

Rego’s works are marked by a substantial number of individuals, usually womengtrappe
in ominous situations in solitary rooms or other settings. Seen in this personat,conte
perhaps Rego herself, having been a small child sequestered in a room for hours on end,
identifies with those seemingly subdued, yet quietly subversive, individuals who
populate many of her paintings and drawings. This aspect of Rego’s upbringingemust
considered in relation to the pronounced feminist focus in her work. It is feasible that
this experience of isolation and powerlessness would culminate in a desirestorgber

and artistic freedom. Her work also reflects a close identificatidntivé women who

have now become physically (and concurrently emotionally) empowered.

The period of childhood mined in much of Rego’s work is laden with a disparate
sense of both security and precariousness. This ambiguity appears to have Oidied soli
during her early formative years: “My grandmother was very good to me. $hadol
stories and didn't leave me alone in the dark, so | wasn't afraid there at@limyA

grandfather spoiled me...He used to get me toys sent from Germany...bigioears a

% John McEwenPaula RegqNew York: Rizzolli International Publications, 38), 36.
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dolls.”® Yet this nurturing relationship with her grandparents was coupled with fears of
the unfamiliar, or that which was physically outside the boundaries of the &amily
domestic setting. This sense of the outdoors as a fearsome place islaontmanent

of Rego’s work, which often takes place in intimate, closely-defined quartego s
recalled that “at Estoril | first was aware of the outdoors, somethingleutse house,

and | was absolutely terrified. My mother said | was afraid of the fli@gaslafraid of
everything. | couldn't bear to be put outside and | was afraid of children. Oh God, it was
awful. It was just terror, terror”® In consideration of these experiences, it is no
surprise that her works often convey an overwhelming sense of isolation. Asg will
discussed, this sense of isolation is a key component of the emotional unease found in
Triptych After Marriage-A-la-Modedn that image, even the heavily-populaBstrothal
scene conveys an emotional distance or disconnect between many of tre fiRjege

has discussed childhood as a place where she escaped to a world of her own creation,
gaining a sense of peace through art-making. WorksThiptych After Marriage A la

Mode with their overwhelming sense of psychological detachment, point to Regly’s ea
formative experience of being alone in a room with toys, her imagination and her

drawings®’

% bid., 41.
% |bid.

®"In a conversation with John McEwen, Rego statat‘thwas in this playroom with my toys for hours
and hours on end and very few people came in thenel. | used to do a lot of drawings. | used twsi
the floor and make this aaaaaaaaaaa noise, dstiflwhen | draw now, and I still draw on the ftodViost
of the time I'm unaware I'm making a noise, obvigusut | know it still gives me the same satisiauwtit
always did. My mother knew | was alright when sbeld hear this noise. She didn't have to come in.
And for me being in this studio, working in thisidio where we are now, is exactly like being inttha
playroom when | was five.” See John McEwPaula RegdNew York: Rizzolli International
Publications, 1992), 42.
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For Rego, fairy tales offered rich narrative possibilities, often drawn from
indistinct threads of storyline that could be endlessly modified, re-shaped, and mined for
dramatic content. These sources were ideal for Rego, who appears to redishesar
marked by enigma. Rego’s other stylistic influences include Ramon Gomezeate#sS
works likeBlanco y NegrqPortuguese tales executed in graphic form), and English
illustrators such as Beatrix Potter, Arthur Rackham, John Tenniel and hisrAlice
Wonderland images, and the French illustrator Benjamin Rabier, best known for the
character Gideon the Duck and, in 1924, the advertiselnaevdche qui rit{Laughing
Cow)®® Often, Rego has depicted animals in these scenes, both in primary and
secondary roles. Rego’s use of animals represents a form of return tmotildne that
was marked by being an only child in which the animals become fully human, active

participants in the narrative drama.

Also during this period, as mentioned earlier, Rego gained enormous critical
recognition after her one-person exhibition at the Serpentine Gallery irf19&he has
exhibited throughout the world, and her work is held in numerous collections, including
The British Museum; The Frissaris Museum in Athens; The Metropolitan Museum

New York; The National Gallery in London; The Saatchi Collection; The&Mtrseum

% See Paul Coldwell, “Paula Rego: Printmaker” inlR2aldwell, ed. Paula Rego:PrintmakeflLondon:
Marlborough Graphics, 2005) and John McEweaula Regp43: “Because my mother's upbringing had
been French | had more French books as a childBhgtish, | loved Benjamin Rabier's drawing, for
instance. He was the man who dreavwache qui rit. And there were the adventures of a dog and a goose,
Gedeon and Placide. | loved them.” Laughing Ce®w brand of cheeses produced by the French company
Fromageries Bel.

% See Ruth Rosengarten, Victor Willing et 8laula RegqLondon: Serpentine Gallery, 1998).
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of Modern Art in Portugal; The Tate Gallery in London and The Yale CenterritesiB

Art.”©

Rego’s career also moved forward considerably in 1990, when she became
appointed the first Associate Artist at the National Gallery in Loridcfhere, she
completed the Hogarth-inspired triptych and several other works sUdtedstting
(figure 178), begun just before her residency and completed during her tenuré there
The Fittinginvolves a woman engaged in feminine ritual. She is being meticulously,
strategically dressed by her mother in order to lure a potential husband.| Bs seken
in the next section of this chapter, this theme of a feminine rite of passagestsecam

critical component of RegoBriptych After Marriage-A-la-Mode

Other works completed during Rego’s residency incliamkeph’s Dreanffigure
179) andTime Past and Preserioth of 1990Joseph’s Dreanwas inspired by a
sixteenth-century National Gallery painting by Philippe de Champaigne€fi0) that

depicts a slumbering Saint Joseph in the foreground, the Virgin Mary seated iquite fa

Y Rego’s work is also represented in the collectinfiihe Arts Council of Great Britain, The British
Council, The Gulbenkian Foundation in Lisbon, afek National Portrait Gallery in London. Rego has
exhibited internationally at institutions such dsTArnolfini in Bristol; The National Gallery in lnmon;

The National Museum of Women in the Arts in Waskamg DC; The Tate Gallery; Since the 1980s, she
has been represented by the Marlborough Fine éninirly Marlborough Graphics Gallery). She has als
received an Honorary Doctorate of Letters fromfiilowing institutions: University of St. Andrews i
Scotland; the University of East Anglia in Norwidchge Rhode Island School of Design in the US; The
London Institute; Oxford University and Roehamptdmiversity.

" International recognition of Rego’s work alsoremsed in 1987 when she became one of the artists
represented by the London-based Marlborough Galkerywn globally for its focus on modern art argl it
museum-quality exhibitions.

"2 Critics have proposed that the work is based arSleen’sThe Effects of Intemperan¢e 1663-5) at
The National Gallery.
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beyond him, and an angel approaching Joseph from above, floating at the top and center
of the work”® Rego modified the scene, placing Mary in the foreground with her back to
us, actively painting the sleeping Joseph, while the angel in the original indey@dted

at the center of the painted canvas. Rego’s Mary, depicted with paintbrush in one hand
and the other propped stiffly atop her left thigh, has all of the aggressive tension and
powerful, masculinized bulk of Gertrude Stein in Picasso’s well-known porigaitef

181). Also during her residency, Rego completed the well-krrwelli’'s Gardenof

1990-91 (figure 182), a mural with three panels that document the life of the Virggn Mar
and female saints, commissioned by the Trustees of the National Galleeyuifying

stylistic element, Rego used the blue-and-white tiles that are ubiquit®astuguese

homes, cafes and other public buildings.

Rego’'sDog Womarseries of 1994 (figure 183) marked the beginning of her
extended use of pastels, and her efforts resulted in the gestural, smear-Essiggpess
that is characteristic of this procéésBefore this period, Rego completed a number of
preliminary drawings that worked towards a final image, but her moratreoeks
present a staged, carefully constructed encounter between artist and meggel. R
envisioned th®og Womarseries as a means of working through her experiences with
her late husband, noting that “I was able to go through all my love for him. They are

complicated paintings but they are the closest | came to telling him how rawed|

3 The work that inspired RegoX®seph’s Dreamvas Philippe de Champigriehe Dream of Saint Joseph
1642-3.

4 See Christina BagataviciuBaula Rego in Focu@_ondon: Tate Britain, 2004): Rego’s work with pes
appeared to necessitate a shift in her workinggescand she began to work directly with a live ehod
since she could no longer work from memory.
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him.””® She also suggests that her incorporation of an animal endowed her with greater
freedom in depicting emotions of vulnerability, dependency and lust. Rego noted that
“It's easier to get away with animals doing things; if you do people doiegtairc thing,
like screwing or something, you think “oh my god, what is this!” If it's an ahims
just, you know, natural’®

A series calleddancing Ostriches (from Walt Disney’s Fantasi)1995 (figure
184) was produced as a result of a British Arts Council invitation to 10 artists and
filmmakers to produce works in celebration of the centenary of British cihefRago
chose to re-worbance of the Hoursa ballet sequence from the opera callad
Giocondaby Amilcare Ponchielli (1834-86¥. In 1940, the ballet sequence was
interpreted as a group of dancing ostriches in Disrfegigasiag the groundbreaking
melding of animation and classical music. Rego’s dancing ostriches are ‘agdie
women in tutus, a vision that evokes both a slight humorous quality yet also a sense of
sympathy in response to those refusing to accept the steady advancemeft of age
Dancing Ostrichegontinues Rego’s themes of feminine vulnerability and women in

power, complicated by a societal fixation on the corporeal image of women.

S sandra Miller, “Fashioning Subversion: Clothes @heir Meaning in Paula Rego’s Paintingagiollo,
2006, 25.

® Edward King, “Interview with Paula Rego,” in FioBaadley,Celestina’s HouséNew Haven, CT:
Abbott Hall Art Gallery and Yale Center for Britigkrt, 2001).

" The resultant Hayward Gallery exhibition, entit®gellboundwas curated by Philip Dodd and included
works that revealed linkages between visual artféimd See Marcia Pointorgpellbound: Art and Film
(London: Hayward Gallery, 1996.

8 The opera was initially performed in 1876.

9 As Fiona Bradley has noted, ostriches are “sajulitcheir heads in the sand rather than face up to
danger or change (Bradleyaula Regp77).”
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A well-known anti-clerical novel by the T&entury Portuguese writer Jose Maria
Eca de Queiros, coupled with the Portuguese abortion referendum of 1998, was the
inspiration forThe Sins of Father Amar@997-98, a series of pastels that relate the
narrative of Amelia, who has an affair with a priest called Father AflaRego’s
examination of the novel's themes reiterate the fact that women'’s livetilabeing
controlled by politics, whether in the nineteenth century or at the end of theeteriti
The Company of Wome¢igure 185), fromTlhe Sins of Father Amaré&ather Amaro is
depicted as a 9-year-old who has been spoiled and fussed over by the femats Berva
the househol8' The image evokes the uneasy emotional dependency that is the hallmark
of many characters in her narrative seffesier Ambassador of Jesifgure 186) from
theFather Amaracseries highlights the prominent role (and sometimes unwarranted trust)
that communities have for priests within the Catholic tradition as well as thei

infantilization®3

8 |n the novel's narrative, after Amelia become g, she is sent to live in isolation with an elgle
aunt. The Sins of Father Amanwas first published in Portugal in 1874 but walssaquently banned until
after the 1974 revolution. A referendum on abortieourred in Portugal on June 28, 1998, in the'mfith
of legislation seeking to liberalise the existidgpgion law. Low voter turnout, due to voter
embarrassment over the issue of abortion, resudtdde NO’s winning, and the legislation did nospa
Rego’s partner, Tony Rudolf, modeled as Father Anrathe series.

81 See Paula Rego, “Commentaries,” in Marco Livingstaed. Paula RegdMadrid: Museo Nacional
Centro de Arte Reina Sofia, 2007), 261. Rego bamrked that “The only time he was happy was when
he was pampered by the girls who worked in the &gl maids. They used to dress him up as argirl a
make a fuss of him. He would lean against themfaekvery happy. | think his mother had diedwes

an unhappy boy.” See Paula Rego, “Commentariedyiarco Livingstone, edRaula RegqMadrid:

Museo Nacional Centro de Arte Reina Sofia, 2007, 26

8 Rego was drawn to this work because Murillo image highly constructed, painted after the artistda
studio set built.

8 TheFather Amaraseries was produced after Rego was invited by Dagn$hawe-Taylor, then Director
of the Dulwich Picture Gallery in London, to pro@utew work inspired by its largely seventeenth-agnt
collection. Rego’#Amaroseries was inspired by two paintings of boys tiate begging in the street by
the Spanish painter Bartolome Esteban Murillo (1828 Additionally, it should be noted that Rego’s
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Also inextricably linked to Rego’s examination of Portuguese culture is the
critique of Catholicism that courses through much of her oeuvre. As mentioned earlie
Rego’s favorite painting is Max Ernst’'s 1926e Virgin Spanking the Infant Jesus in
Front of Three Witness&8 As discussed earlier, Ernst's massive, haloed Mary delivers
an energetic spanking to the nude Christ-child in a walled courtyard. The image
represents Ernst’s not-so-subtle critique of the Catholic church as wellraallStanti-
clericalism. Most significantly, the notion of a much more human and aggressiye Mar
cast as a harried mother, creates a critical and subversive shift watthioli€C

iconography.

The pageantry of Catholicism is also present in Rego’s deliberate andidrama
choice of modeled dolls and other stuffed figures in setting up scenes to paint. As Sandra
Miller has noted, “Clothes are just a single element of the way PaulasRsgotings all
seem to have, in her own words, ‘religious overtones, every single one...itis all an
inheritance of images...that are all one story: sacrifice and resom&€ In an

interview with Edward King, Rego remarked on her feelings about the CatholiciChur

paintings were produced during a period of incregsnedia attention re: Roman Catholic priests and
charges of sexual abuse. Globally, news repogarding these events had begun occurring with
increasing frequency since the 1980s. For furdle¢ails on this coverage, see Philip Jenkiegophiles
and Priests: Anatomy of a Contemporary Crigdxford University Press, 2001).

8 During a January 1, 2005 interview with the auftRego stated that “I don’t particularly like theyvhe
paints because he doesn’t do it properly, butlildothe subject matter.” Also, see Fiona BradRsula
Rego(London: Tate Gallery Publishing, 2002) and Panld@ell and Stanley JoneBaula Rego:
Printmaker(Edinburgh: Talbot Rice Gallery, 2005) for discassof her admiration of the Max Ernst
work.

8 sandra Miller, “Fashioning Subversion: Clothes @heir Meaning in Paula Rego’s Paintingagiollo,
2006, 26.
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Asked if she considered herself Anti-Catholic, Rego responded, “I'm anti-Popet| don’
like the Pope because he doesn’t allow birth control — I think that's criminallyl dea
And holding back great chunks of the world, who are obedient...but | like...the saints and
the stories!®® While Rego’s personal sentiments regarding are ambiguous, the
overarching influence of the religion was felt in every aspect of Portugjteesgespite

the fact that Rego’s father was agno&ticConsequently, her work reveals a critique but
also a sense of reverence for Catholic ritual. “No matter how anti thigighat you are,
there's something there that remains in the tradition of the country. Maybetitjsod

but it's there. It's in the folk tales. And it is good as well, because it makesgbsafe.
But more than that it gives you the possibility of salvatiofi..Rego’s critique includes a
recognition of one signigicant and problematic effect of Catholicism, thatilfridden
fear. “The Church was very powerful there, very repressive,” Rego remallsone of

the lessons at kids' school was catechism...it was frightening really. Téenmghitmare
I've ever had in my life was from the catechism, where they said if you lefotrehalf

open the Devil would come and get you in the night...So religion to me was Stary.”

Yet Rego also recognized the religious focus on protection as well “Beacfiuse

Fatima you were very conscious of miracles. My mother's friends gawsaimis and

8 Edward King, “Interview with Paula Rego,” in FioBaadley,Celestina’s HouséNew Haven, CT:
Abbott Hall Art Gallery and Yale Center for Britigkrt, 2001), 9.

87 See John McEwetRaula RegdNew York: Rizzolli International Publications, 98), 8. Ina
conversation with John McEwen (42), Rego also ré&eththat “My father if anything was anti-prieste H
was what in Portugal would be called a 'good libera

8 John McEwenPaula RegqNew York: Rizzolli International Publications, 92), 100.

8 bid., 42.
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rosaries and things, which | put in a drawer by my bed to protect me, like Magic.”
Hence, Rego’s vision of Catholicism, understandably, is ambiguous. On one hand, she
presents a focused critique of women’s manipulation within the religion, doting the
impact of Catholicism in Portugal and in her family during her upbringing.h®nther
hand, her images reveal the artist’'s enthusiasm for rituals that involwesstditsaints

and rosaries as well as the grand, magical pageantry of the Catholic Mass.

In 1998-99, Rego continued her focus on the abortion referendum Attngon
series of pastels (figure 187). Here, women were depicted in nearly-soopts, each
poised on examination tables as if preparing for the procedure to begin. These tens
filled scenes, with women awkwardly lying on their backs and with legs spread wide,
conveyed a sense of physical vulnerability, discomfort and emotional anguish. The
share similar compositional details and the emotional intensity and intr@spetboth
Francis Bacon and Frida Kahlo’s work. Rego has describetlibwtion series as “still
lifes” that related to her experiences with School of London aestheticsSiattein the
1950s. When she began working on these images, she thought of how, at the Slade, “I
thought only that figure was like a still life or something by Euan Uglow,|thats doing
a Slade picture. It may connect with the subject matter, that at the Slagienewsas

having abortions™ The series bcame thematically related to both the genre of still life

9 bid., 42.

1 paula Rego, “Commentaries,” in Marco Livingstoae,, Paula RegdMadrid: Museo Nacional Centro
de Arte Reina Sofia, 2007), 263. In the same ®&go also noted that “We all knew what it was like.
There are abortion clinics on the Spanish bordberespeople go. It's totally hypocritical, it'sddfar the
poor, who can't afford to visit those clinics aratgrough the most awful process at home. The dth
course, used to go to Switzerland. It was very gatting an abortion in Portugal, and people vggiting
them all the time, since there was no contraceptlbwent on and on, and it still goes on, andgleget
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combined with her memories of student abortions at the Slade as well as theidsficul

faced by impoverished women in Portugal who sought the procedure.

Rego has been very clear about the strategic feminist themes in workkdike
Abortionseries. In an interview, Rego was asked by Edward King, “Most of your
pictures seem to be concerned with women. Why is that? Is it because yowararg w
and you see things from a woman’s point of viel¢?Rego responded, “That’s right —
it's simple as that...” and when King then asked, “There is no feminist angtgitying
that he was not consciously placing her work in a fixed “box,” Rego quickly answered,
“There is a feminist angle, because | am a feminist, indeed | am, vetysauf€
Rego’sAbortion series and other such works were largely a response to Salazar’s policies
in Portugal. Despite residing primarily in England since the late 1970s, Regaueahti
to produce work that examined key social and political transformations (@) $tasi
Portugal. Under Salazar's rule, women'’s rights became increasistigted®* During
this period, Portugal passed one of the most stringent abortion laws in the winiddi<it

illegality, stipulating that the women who underwent the procedure would fac®oa pr

arrested - the people who do them and the peopbtehatie them done. They are very badly treated in
hospitals, and there is a lot of unnecessary soffdor poor women (263).”

92 Edward King, “Interview with Paula Rego,” in FioBaadley,Celestina’s HouséNew Haven, CT:
Abbott Hall Art Gallery and Yale Center for Britigkrt, 2001), 10.

% Ibid. Here, Rego seems to answer King in a matirarsuggests obfuscation, perhaps as a means of
implying that he should perhaps use more than loeds\to assess and analyze her work rather than to
“simply” take her word for it.

%1n 1967, a new Civil Code was passed that stipdittat "the husband is the head of the family,amd
such he is to decide and direct on all matters earicg marital life. [...] It is the father, asthead of the
household, who directs the children's educatiod,governs them, according to their sex, defends and
represents themven before they are bariSee Maria Manuel LisboRaula Rego’s Map of Memory:
National and Sexual PolitidAldershot, Hampshire: Ashgate Publishing, 2003)).
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term?® In light of such measures, Rego’s work, like Himid’s may be considered a form
of revenge. Indeed, Rego has stated exactly that, noting that she “can makatit s
women are stronger than men in the pictures. | can turn the tables and do as loaant. |
make women stronger. | can make them obedient and murderous at the sant® time.”
this way, Rego’s images evince both women’s submission in domestic relgions

while simultaneously depicting them as psychologically complex andlatig

representatives of women’s agency and power.

Rego also producedartha, Mary, Magdalenef 1998 or 1999 (figure 188)
during her residency at The National Gallery in Londofhe work was completed
while producing the Hogarth triptych for the aforementioned National Gadidripition
calledEncounters: New Art from Of Here, Rego depicts “Martha” as a working artist,
and Mary at center in a classic pieta, cradling the limp figure of hersi=tadult sor’
Rego presents a Mary Magdalene that subversively breaks away fdtmoricl
representations. Here, the self-assured Magdalene is a tratiel&s prepared for

departure with hat, raincoat and Wellington boots. She is, above all, an intellectual,

% Exceptions to the criminalization of an individumight only occur if it could be proven that the timer's
life was in danger or in the case of severe fezébmanity.

% For a discussion with Rego in regards to the thefmevenge in her work, see Marianne MacDonald,
“Let Me Paint You a Story,The IndependenSunday, February 2, 1997.

" Rego viewed the work as a form of back-up plahéfHogarth work was not successful in her view.
See Fiona Bradleyaula RegdLondon: Tate Publishing, 2002), 110.

% Encounterdncluded the work of 24 artists who respondedelected works from the National Gallery’s
permanent collection in London. See Richard Motpbe.,Encounters: New Art from Ol.ondon:
National Gallery Company Limited, 2000).

% As will be discussed in the next section, bothpite¢a scene and the trunkNfartha, Mary, Magdalene
are later incorporated ifriptych after Marriage-A-la-Mode by Hogarth
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seated and reading in a concentrated fashion in front of a large traasing c

Another work,Celestina’s Housef 2000 (figure 189), engages with the

traditional Spanish and Portuguese character of Celestina who has been depiot&d in w

by Goya (figure 190) and Picast8. As Rego described her, Celestina is:
...a traditional character. She is a go-between...she makes women virgins agai
so that they can re-marry or get more money as courtesans. She gives people love
potions...In her youth she was a tart...a courtesan if you like, but not a rich one
and rather a woman of the people...She helped everybody. She might have been
the woman who did the abortions and helped those women out...and also she got
rich in the proces¥*
Rego’s invocation of Celestina must be considered part of her ongoing focus on

Portuguese culture as well as a reflection of her propensity for eggagimlegacies of

storytelling and myth.

In 2001, Rego began the more than twenty prints that compridarnbeEyre
series 02001-2002. She began the series after reading Jean RhysMi@é&argasso
Seathat narrates the life of Bertha, the mentally-ill first wife of Mr. Restbr. Rhys’
novel was based on characters drawn from Charlotte Bront8'setfury novelane

Eyre By 2001, Rego had produced a large number of etchings and then, for Jane Eyre,

1% The character of Celestina is based on a figuFeemando de Rojas’s celebrated novel entitled
Tragicomedia de Calisto y Melibgfirst published in 1499. Later calléa Celestinathe novel is now
considered one of the greatest works of Spanistatitire. In the novel, Celestina is an elderly wowho
is by turns witch, procuress and provider of “lawagic.” For further details regarding this chagacsee
“Olga Lucia Valbuena, Sorceresses, Love Magic aediquisition of Linguistic Society iGelesting”
PMLA 109, no. 2 (March 1994): 207-224.

191 Edward King, “Interview with Paula Rego,” in FioBaadley,Celestina’s HouséNew Haven, CT:
Abbott Hall Art Gallery and Yale Center for Britigkrt, 2001), 13.

285



began producing lithographs. Soon after, she produced a triptych faflegdEdward;

Bertha’'s Monkeyfigure 191) that depicts Jane preparing the bed, Rochester “showing
his crotch,” and Bertha’s monkey, which Rego depicts in all his worn and beloved
charactef® Rego explained that the monkey was “the only toy she was allowed to bring
with her, and the only bit of loving she could have was to hug this monkey | drew. It was
made in 1840, so it was from the same time that the book was written. She kissed him so
much that she wore him out, because she was lonely. His hands are tied up, so he can't
get away.**® Rego’s use of such props endows her scenes with additional realism,
narrative substance and symbolic complexity. Her focus on Bertha’'s nebkd for t

monkey references Rego’s frequent use of themes of isolation, dependence, lodging a
vulnerability. The sense of isolation is made so much more vivid in this work because
each figure is literally alone, devoid of other humans or objects, in the space of each

canvas.

A 2004 triptych entitledrhe Pillowman2004 (figure 192) includes a central
image of a nineteen-foot long grotesque, a lumpen male figure compirisddws and
loose-fitting fabric:®* A girl lies lovingly along his massive frame while a nursing
mother inspects the scenkillowmanis based on a 2003 play by Irish playwright Martin

McDonagh that narrates the life of a writer whose short stories appetarence the

0% aula Rego, “Commentaries,” in Marco Livingstorg:, Baula RegdMadrid: Museo Nacional Centro
de Arte Reina Sofia, 2007), 267

1% |bid.
194 The figure was comprised of pillows because oélement of the narrative that included the murdgrer

attempts to “ease” children’s lives by smotheringrh with pillows to save them from troubled livés a
home.
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details of a series of child murders that are taking place in the area. Rego bisidepi
the central figure as a sympathetic one who appears fragile and ill, addbasised her
association of the nurturing qualities of this figure with those of her dying father

passed away in 1968°

Rego’s fondness for theatricality and costume is apparent in workBheke
Pillowman The Cake WomaandJane Eyrewhich are large triptychs painted from
meticulously-constructed scenes that Rego created in her studio. Rego uses dwoth he
broad collection of dolls and accoutrements or props, live models as well as rented
costumes (figures 193-2%° Rego’s process of working, combined with her
incorporation of numerous “props,” result in an environment that is much like a theatrical
set. Fodane EyreRego rented Victorian attire to ensure that the resultant twenty-five
lithographs prints had a sense of historical accut¥cyShe has recounted how her
grandfather would have her perform, in costume, for his friends during her chiltffiood.

Other influences on her dramatic style include her mother, who provided her with a

1951 Paula Rego, “Commentaries,” in Marco Livingstped.,Paula RegqMadrid: Museo Nacional
Centro de Arte Reina Sofia, 2007), 270, Rego h&sdnitnat “After a conversation with Marco Livinget
- we had been talking about my father, and howetus go fishing with him as a child - | realizéxht the
Pillowmanfigure actually stood in for my father. Not besawf the smothering and the killing, but
because of the kind of tenderness and adoratian kzal for him.”

1% |ila Nunes has played a pivotal role in constngtihese scenes, assisting with the constructicetsf
and playing both male and female roles as moddRémo since the mid-1980s. Nunes had arrived in
London from Portugal in 1985, and soon after, beggsisting with Vic Willing, who had been confinid
a wheelchair.

197 sandra Miller, “Fashioning Subversion: Clothes @heir Meaning in Paula Rego’s Painting&gollo,
2006, 23.

198 Rego has recounted that “My grandfather usedawshe off to his friends. | had to perform and get
dressed up, smartened up, in frocks, very pretigk®, which | loved, and little coats, things that been
bought specially for me. Tyrolean clothes werdi@sable and tartan skirts and pinafores.” (See Wt
Paula Rego, 42).
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heightened interest in fashion and a penchant for crafting her own dramatiotens

refined and sophisticated stylishné%s.

In 2005, she was commissioned by the Royal Mail in Britain to produce a set of
stamps that commemorated the "1 8@ath anniversary of Charlotte Bronte, for which
Rego used an earlier 2001-2 seriedarfe Eyreprints. In 2007Paula Regpa major,
touring retrospective organized by tRacional Centro de Arte Reina SofraMadrid
opened in Spain. The exhibition then traveled to the National Museum of Women in the
Arts in Washington, DC, the first U.S. museum to present a retrospective of ki arti
works!® And, in September of 2009, a new museum devoted to Rego’s work called

Casa das HistoriagHouse of Stories): Paula Regpened in Cascais, Portugdl.

Rego’sTriptych After “Marriage-A-la-Mode” by Hogarth

Paula Rego’Triptych After “Marriage-A-la-Mode” by Hogartltfigure 195) was

initially called After Hogarth: Betrothal; Lessons: Wret¥ As noted in the previous

19910 John McEwenPaula Rego: Behind the Scer{esndon: Phaidon Press, 2008), 10, McEwen notes
that “Paula inherited a love of clothes, of dregsip and looking chic from her mother, Maria Figoai
Rego, who even designed the sweeping staircabeiatl®30s Estoril villa for stylish entrances axits.”

10 The exhibition, curated by Marco Livingstone, imdéd more than 100 paintings, pastels, prints and
drawings. The accompanying exhibition catalogwtuged essays by Marco Livingstone, Robert Hughes,
and interviews with and commentary by Paula Rego.

1 The building was designed by Portuguese architdaardo Souto Moura, winner of the 2011 Pritzker
Architecture Prize.

12 The triptych was first calledfter Hogarth: Betrothal; Lessons: Wreakhen it was first shown in the
exhibitionEncounters: New Art from Olayhich opened in 2000, but Rego then called it Thedhal;
Lessons; The Shipwreck, after "Marriage a la Moglélbgarth’ for the traveling Hogarth exhibition tha
opened in 2006. The work was then calleightych After “Marriage-A-la-Mode” by Hogartlin the
traveling retrospective entitldélaula Regdhat was organized by tiMuseo Nacional Centro de Arte
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section, the work was completed in 1999 while Rego was in residency at The National
Gallery in London. Itis comprised of three large-scale, mural-like lpastgaper works.

The first image on the left, initially calldgletrothal measures 50 x 160 cm. The central
image, called_essonsis the smallest in scale and measures 150 x 90 cm. The third
image, ofThe Shipwreckshares the same size as the firstimage. The overall dimensions

of the work, when properly displayed, are 165 x 500 cm (196.85 x 64.96 inches).

Each scene iffiriptych After Marriage-A-la-Moderespectively titledetrothal
LessonsaandWreck has an overarching theme, a three-part narrative that is to be read
from left to right.Betrothal(figure 196) is a re-working of Hogarth’s Scene One from
Hogarth’sMarriage-A-la-modehat is also calledhe Marriage ContractAs discussed
in Chapter Onetogarth’s scene depicts a marriage contract being signed between the
Earl and the alderman, while the alienated future bride and groom look mnagdch
other as the transaction takes place. Similarly, in Rego’s scene, thebitdierand
groom are emotionally and physically separate while their seated matersed in
1980s dress, handle the negotiations. Several other distinct scenes take place beyond the
main contractual activity. These include a seated woman who clasps a liabkbéte
like form, a grandmotherly figure who appears frozen and disturbed, and what appears t
be a rape scene in an adjoining room. Also in attendance, slouched down in a chair and

reflected in the large mirror at left, is the girl’s father.

Reina Sofia For this chapter, | have chosen to use the neasint version of the titldriptych After
“Marriage-A-la-Mode.” See the following texts for these exhibitions: RichMorphet, ed Encounters:
New Art from OldLondon: National Gallery Company Limited, 2000Mark Hallett and Christine Riding,
eds.,Hogarth (London: Tate Publishing, 2006); and Marco Livittgge, ed.Paula RegdMadrid: Museo
Nacional Centro de Arte Reina Sofia, 2007).
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The middle triptych, entitletlessongfigure 197), moves forward to a few years
later, the period just before the young girl’'s marriage. The bride’s metéeted under
the dryer in a hair salon, provides womanly instruction to her daughter. Her “Lesson”
here appears to involve strategies for using feminine beauty in a pafriaccith
Wreck(figure 198), the final image in the triptych, moves the narrative forward
approximately thirty years after the marriage has begun. The husband isadéed an
the woman’s arms, and seems gravely ill. He has spent a period of timeilfdra
business, but has been reckless and/or unlucky and is now bankrupt. In some ways, this
scene represents Rego’s critique of Portuguese colonialism and imsperRégo uses
the triptych form to suggest a linear narrative rather than, like HogartHaolhey,
employing a series of numbered scenes or plates. Rego’s work as a whoterhas of
seemed to resist any fixed narrative. Its ambiguity is further lezigttby the fact that
she often includes a series of secondary, sometimes dubious pictorial narratitasetha
place in the distance. In addition, except for the work’s title that cledred&es the
narrative order of the three scenes, the work is devoid of non-pictorial text. sRegy&’
rarely incorporates text, and she propels her narratives forward through tissoimdf
highly symbolic objects and through the actions of the various enigmatic fighces

populate her scenes.

Triptych After Marriage-A-la-Mod@ncludes themes that have driven much of
Rego’s work, including the personal impact of politics, domestic turmoil, and childhood

with its sense of terror, vulnerabilities and latent sexuality. Primamel include
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feminist ideas (or a critique of patriarchy), particularly as thiagyedo Portuguese
politics, domestic life and culture, including the impact of Catholicism on Portegues
life, references to literature, and children’s fairy tales. Certamdyexamination of
Rego’s work would be complete without an exploration of the role of Portuguese art,
literature and politics. Rego has long cast her scenes in a Portuguage resgpbonding
to three main thematic areas: politics, with a critique of fascism, cokmialnd
imperialism; gender, with a critique of patriarchal mores; and religioh,avomewhat
ambiguous critique of Catholicist® During the 1990s, Rego produced works that
directly responded to Antonio de Oliveira Salaz&ssado Nov@New State)

dictatorship, particularly his legislation that attempted to control the difr@®men'**

In addition, much of her work, regardless of theme, incorporated a particular
Portuguese presence, namely the corporeal presence of Lila Nunes.elwagsn
Rego’s repeated use of Nunes invoked an emblematic Portuguese presence, or an

individual that symbolized a Portuguese diaspora in London, thus becoming central to the

113 Maria Manuel Lisboa has written of how the colortieat fueled the regime’s financial success also
became the central cause of its decline: “One@ptincipal causes of the eventual unpopularitthef
regime, from 1961 onwards, was the outbreak of mofvandependence in Angola, followed shortly after
by Guinea-Bissau (1963) and Mozambique (1964)mFt861 onwards, therefore, colonial interests could
only be sustained at the price of a costly anddyowsar on three fronts. Up to 50 percent of thiomés
annual revenue was channeled into military actiwitjfrica, with much loss of life. The ensuring
hostility in Portugal contributed in considerableasnure to the downfall of the regime on 25 Aprir49
six years after Salazar himself had relinquishedgyan health grounds, and four years after hishdea
year after the restoration of democracy, the celogiained independence. The loss of what, forehalf
century, had been virtually the sole source of mereefor the nation entailed economic as well as
demographic consequences which to this day keepidg@drat the bottom of the economic league in the
European Union.” See Maria Manuel Lisbaula Rego’s Map of Memory: National and SexualtRsl
(Aldershot, Hampshire: Ashgate Publishing, 2008), 1

14 salazar was Prime Minister of Portugal from 1982968. He founded and I&s$tado NovdNew
State), a right-wing government that controlledtgal from 1932 to 1974. His regime notably prexdd
equal rights to everyone except women, a notiongheh inequality was “for the good of the familySee
Michael Derrick,The Portugal of SalazgiNorfolk, VA: HIS Press, 2009).
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everyday fabric of London life in the late twentieth-century. In additionpRegduced
these works as a longtime resident of Britain, having become engaged witimttanL

art world initially at the Slade as a student. Rego then became, by the periothtd her
1980s Serpentine Gallery exhibition, largely associated in the public eytheiith

figurative art produced by artists considered part of the School of London. These
included Frank Auerbach, Francis Bacon, Lucien Freud, David Hockney, R.B. Kitaj,
Graham Sutherland and John Virtue. By the 1990s, Rego had become one of the most
celebratedritish artists, certainly a reflection of the diversity of late twentethtury

London lifel*®

Betrothal

In Betrothal there are, in essence, three registers of narrative space. Reading
from left to right, one row of figures includes the four central figures in tllellmi
register of the scene. They are the primary figures, and are, agpitie largest in
terms of scale. A lower register in the foreground includes a dog, whose baskafor
resting place for the young girl’s bare left foot. Also in this lower row ctbpial text,
the dog rests on a silky, dark green length of fabric that is connected, by hue, with the
even darker, plush velvety drapes seen in the upper register, behind the mirror at left
Also included in the upper register at left is the image of the young gitlisfwho is
reflected in the mirror. At center, also in back, is a woman seated on the floor who

cradles a blanketed figure, and, at far right, a couple that we view throuigiirtiecy

15 This ethnic, national and cultural diversity wascourse, merley one phase in London history.
Hogarth’s London spectacles reflected diversityal, in a much earlier period, as a result of oibd
practices.
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usually provided by a doorway. Also in this central cluster is a grandmotfigentg who
is seated just behind the crouching young man. Yet her placement just beyond the
boundaries of the main scene, her disengaged expression, and her relativelyleninis
scale convey a physical and emotional distance from the negotiatiorg pédae in the

central scene.

Rego’s soon-to-be-engaged little girl is dressed in a white party tiedss t
meant to evoke a sense of purity. The young girl looks toward us with a bored
expression, slouched in the comfortable chair, and languidly rests her foot on the subdued
tan-colored animal in front of her chatf. The young girl is gazing at her father in the
mirror who seems pointedly left out of the negotiations. Rego has explained thak the gi
“is not interested in boys. She is interested in her daddy, who is looking at Iher in t
mirror and flirting with her.*'” In fact, the entire left side &etrothalis made up of a
trio of figures that are physically and emotionally connected, unlike theiatheiduals
in the scene. At top left, the seated father is reflected in the mirror. Hiarkegpread
wide in a posture that suggests sexual confidence, openness and accessibility. Hi
daughter tilts her head in order to look at her father more directly. She plyysicall
connects with the dog by placing her right foot on him. These three figuats are

“Arnolfini Wedding” image: the young girl in a white dress is her father' sl the

16 This gesture of keeping the dog’s body pressechdswlso a form of control. In a 2005 intervietw
the author, Rego stated that “The dog is just tHes get, in control, like she controls her daddiPaula
Rego, interview by author, 1 January, 2005, Londorgland).

7 paula Rego, “Commentaries,” in Marco Livingstoee,, Paula RegqMadrid: Museo Nacional Centro
de Arte Reina Sofia, 2007), 265.
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father/husband, and the dog that represents domesticity. Like Van Eyck’s image, a

mirror or all-seeing eye is also present.

The girl’'s mother is seated on the chair arm, positioning her as much more
informal yet also situating her physicaipovethe other woman, shifting the balance of
power. She gazes off into the distance with a kind of smug, knowing expression. She
does not meet the eyes of the groom’s mother. She is, in effect, a woman who evokes all
of the yuppie-like, shoulder-padded stiffness of the 1980s capitalist-drivern&hata.

There is an awkward tension between the two seated mothers, and both appear rather
uncomfortable. The groom’s mother, for her part, tightly clasps the fir tstal is

draped over her shoulder. She looks directly into the eyes of the other woman to
establish a connection, yet her body language is much more tight and non-recdpive. S
appears to be the more formal of the two, with a contained, upswept hairdo (in dontrast
the other woman’s relaxed hair that has been casually drawn back with a headlbend). T
groom’s mother is also physically larger, with a massive head and largbecsome

fingers. Social class has been indicated by the women’s dress and bodily canportm
The woman at left may represent new wealth, while the woman at right mageepr

“old money” that may be fading as the years go by.

Further right inBetrothal as the prospective groom’s mother grips her fur stole,
she is herself held by her kneeling son. As Rego has commented, the kneelistijlboy

loves his mother, clings to her, does not want to marry the'dfirl. He leans against his

18 paula Rego, interview by author, London, Englakauary 1, 2005.
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mother near her side like a small child, although he is clearly an adult, adorned in a
business suit. By contrast, the girl who he will marry is approximately erghine,
another reference to the incompatibility of the pair. Beyond the groom and his mother, a

grandmotherly figure gazes ahead in what appears to be an intense, prophetic tranc

In the upper, or back registerBétrothal two other scenes beyond the central
characters reference what is to come: sexual acts, power, fear, andssobmwithin the
domestic space. A seated woman grasps at a large blanketed figure, shapediike a ba
but larger than a toddler between her legs. She is engaged in a maternat gi@tbrac
simultaneously appears to take part in a sexual act. This figure echoesiéfgeadency
that marks the relationship between the clingy son and his mother who enables the
obsessive behavior. Another scene takes place at right in the very baakwatimhis
back to us has his arms folded as a woman undresses before him. The scene is infused
with the heightened psychological tension of a forced sexual act. In facthRegalled
it a rape scene that was based on a 1957 painting by her husband, stating that “The rape
scene between the girl as she grows up and her lover was always part of aptioanc
of this scene...That's why | did so many studies for it...bought dolls’ furniture aed ma
figures in Plasticine in order to do this scene, and then | made drawings of it fiioosva
sides.™® This extensive process of model-making and producing numerous sketches
(figure 199) hints at the scene’s tremendous personal significance to Regpdition,

in a 2005 interview, Rego stated that “Vic painted a pic of him and me where I'm like a

119 judith Bumpus, “Paula Rego,” in Richard Morphet, Encounters: New Art from OldL.ondon:
National Gallery Company Limited, 2000).
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dog woman crouching and he’s standing there watcHf{geyond its reference to the
an earlier painting, the work perhaps referenced Rego’s early refapiomsh Willing in
a broader sense. Soon after they met, Rego recalled, Willing instructed hakeéoy6ur
knickers off,” and “I did it. | always did what he told me. |loved him like m&d.”
These remarks indicate that the submission that is often present in Rego’sisagmes
always be viewed in an entirely negative light. The submission scenario that is
undertaken by a willing couple is quite different from Rego’s feminist stanainer

works that critique social mores that disempower women.

Significantly, the composition @detrothalappears familiar, even beyond its
obvious linkage to Hogarth. This familiarity may represent an additional maetative
that involves Rego’s conversation with the canonieal Meninas (Maids of Honoby
Diego Velazquez (figure 200> Compositional elements frobas Meninasare
certainly in evidence here. For example, just as in the Spanish work, a child has a foot
placed on the back of a dog in Rego’s scéndn Velazquez's work, King Philip IV of
Spain and his wife are seen in the mirror. In Rego’s scene, the father of thegybisg
reflected in the mirror. At right, in the open doorway in the back oM&sinasis the

shadowy image of Velazquez, while an open door in the back of Rego’s work reveales an

120 paula Rego, interview by author, London, Englakeuary 1, 2005.

121 5yzie Mackenzie, “Don’t Flinch, Don't HideThe Guardian Saturday, November 30, 2002.

122 Curiously, in a January, 2005 interview with theter, Rego noted that she was “not thinking of
Velazquez,” and that the inclusion of the mirrorswan accident.” However, as outlined above, toeks

reflect a broad number of compositional similastie

123 Also referenced here is Jan Van Eyckisolfini Wedding(1434), with its incorporation of a dog in all
its connotations of faithfulness and domesticity.
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image of a woman and man in the back at rightLas Meninasat left, the servant girl
kneels next to the princess, and at right in Rego’s scene, the prospective grolsm knee

near his mother, clutching at her to maintain a sense of security.

Also, both Velazquez’'sfantaand Rego’s prospective bride wear a pale, formal
and girlish dress. Such an adornment is emblematic of innocence and purity, despite the
sly expression on the face of Rego’s young girl. Also, at the left shigtinmages, a
framing device is included. In Velazquez's scene, it is the Spanisfsddige canvas,
and in Rego’s, it is a large mirror. Rego’s pastel, like Meninasfunctions through the
incorporation of various layers of pictorial narratives, both in the foregroundt ahtef
further still in the background. This strategy also links Rego to Hogarth, whoysdplo

similar forms of compositional complexity in his narrative scenes.

In Betrothal,the critical family members are gathered in a middle-class
Portuguese sitting room to conduct business. The featured players include the two
mothers who conduct the transaction, the elderly grandmother, the young girl sed, he
and the child-like future groom who seems riddled with fear, clingy with the need fo
maternal security. The girl's father, whose stern, somber presenfiedteckin the

mirror, somehow magnifies the tension in the room as business negotiations take place

In terms of a comparison with Hogarth’s “Marriage Contract” scene, Rego’
Betrothalis quite distinct in a number of ways. In Hogarth’'s scene, the mothers of the

engaged couple are completely absent. Of Hogarth’s scene, Rego has renrarked, “
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Hogarth, men are doing the de&® Rego, on the other hand, has notably provided the
mothers with all of the power and visibility. Here, the maternal figures arplioonm

these class-driven marriages, a seismic shift from Hogarth’s time.

And, just as in Hogarth’s scene, Rego’s couple look away from each other. They
are emotionally separated by their incompatibility and disinterest. h¥gtare also
separated physically, by all of the other participants in the scene who condnesbus
despite the personal interests of the couple. The overwhelming sense mindbktis
present in much of Regoteuvreis also felt here, despite the fact that the scene is a
heavily-populated one. Judith Bumpus notes that the figures are “...linked only by wary
glances among the individuals...As in Hogarth's first scEme Marriage Settlementhe
boy and girl show no interest in one another, and the scene going behind the grandmother
points to the future direction of a relationship without affection or respectike
Hogarth’'s image of the howling Medusa who warns of the great tragedies thaswil
from the forced union, Rego includes the image of the grandmother who is seated beyond
the groom and his mother. Her anxious and shell-shocked state conveys thbatesise t

is envisioning the troubles to come.

Rego’sBetrothalmines the expressive possibilities of household pets and
inanimate objects such as curtains, positioning them in ways that heighten thailebaroq

theatricality and corporeal symbolism. She incorporates a calm, soothing, dodoed

124 paula Rego, interview by author, London, Englaleduary 1, 2005.

125 Judith Bumpus, “Paula Rego,” in Richard Morpheit, Encounters: New Art from Old.ondon:
National Gallery Company Limited, 2000), 268.
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dog as stabilizing force iBetrothal and includes a hissing black cat to signify the
emotional collapse that has taken plac8mmpwreckthe very last scene. For heightened
drama, she includes a luxurious and velvety curtain behind the mirror, and provides the
seated dog with a silky pallet on the floor. Red®etrothalalso includes a pronounced
sexual undercurrent. Just as HogarMariage-A-la-Modereferenced clandestine

sexual relations between the countess and her lawyer, R&gfotdhalsuggests sexual
tension between the young girl and her father, in the young man who clings to his mother
and in the scene that may indicate “rape” in the background. Indeed, this constant
reference to sexual relations and sexual identities is an elementghates by all four

artists discussed in this text, Himid, Hockney, Hogarth and Rego.

Lessons

Lessonswith its compact scale and two central figuresnuch more intimate
than the expansive, history painting-styletrothal.In Lessonsonly the mother and
daughter play starring roles.Lessonsnaintains a dialogue with the previous scene
through its sequential continuation of the narrative but also through one other pictorial
element: the repetition of the exact gesture of hand over heart that is begen by t
groom’s mother as she clutches at her stole. Hetesgsonsthe bride’s mother
performs a similar affectation, but she clutches at the towel draped arowttbbilers

that soaks up her dampened hair.
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Here, the daughter gazes adoringly upwards, into the mirror. It is undietrer
she is actually looking at her mother. If so, then it is fitting that her motegped-up
hairdryer forms a kind of halo above her head, a factor that fits snugly witmiestal
Christ-like hand gesture of benevolent® Significantly, the mother’s hand gesture is
highly reminiscent of two figures at right in El Greco’s 1612-14 painting eshiithe
Adoration of the Shepherdi®m the Prado in Madrid. In addition, the white towel
draped across her shoulders and the yellowy hues of her dress below echo the colors seen
in the angel flying above at right in the El Greco work. Rego’s use of the Vertica
triptych form, coupled with gestures drawn from canonical works of Christian
iconography, endows the entire triptych with an overarching tone of heighteneal dram

and spiritual resonance.

The young girl’s simultaneous gaze at the mirror, her own image, and that of her
mother is an important one, and may be viewed as a Lacanian moment of selfti@togni
and self-definition. She is here participating in a rite of passage tha¢adlher to the
next phase, maturity and womanhood. The mother's contemporary slouch bag hangs on
the arm of the chair, another reference to the earlier scerBetristhal the previous
scene, the groom’s mother has an understated snap-front handbag that tgsia s
arm of the chair, also seemingly held up by her infantilized kneeling son. Another
element that links botBetrothalandLessongictorially is the lush green curtain. In the

first scene, the curtain is visible behind the mirrored image of the fathenngaistto

126 Again, just as in her appropriation of elementsrftVelazquez’s Las Meninas, Rego has drawn from
key works of Spanish art from the Prado.
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his presence. Here, iressonsit has been given a more central role, nearly covering the
background. In both instances, the curtains act as framing device, providing a lush,
dramatic backdrop to the primary scene. Rego modeled this scene afteoamenc

with Pedro Berruguete's portrait of Duke Federigo of Urbino with his samréf201), a
glorification of the Duke's military and intellectual achievements. Hesgégad, Rego
highlights each mother's powers of feminine attraction. The scene represgots

critique of the patriarchy-driven “fixing” of feminine and masculine roles.

Lessonshares a critical component with Hogarthfarriage-A-la-Modein
Scene Four. The countess is getting her hair styled and a white drapeisedjaround
her clothing to protect her clothing. Hogarth’s countess was a mother, evinded by t
rope of coral draped over her chif. During this period, coral was used for teething.
Besides the coral, the child is absent, physically, from the scene. Hatgrtsuggests
that the child is absent from the new mother’s mind; the rope of coral is merely an
afterthought. The countess appears more concerned with entertaining ter Reg®’s
scene draws from Hogarth’s setting and highlights the image of the yoliagrgither
in a domestic scene. Here, Rego references how cultural mores have béemteahs
and also reveals the fact that this family is less wealthy: the motbeaitisd under a
hairdryer, after having prepared her own hair. No servant is present to preasffamet fl
mane. Rego’s pictorial linkage with Hogarth is made clear in the white draipis t
included in both Hogarth and Rego’s scenes. Both women in each scene have a drape

across their shoulders to protect their clothing, but the similarities yazgdl with that

127 see discussion of this interpretation in ChristRiding, “Marriage A-la-Mode,” in Mark Hallett and
Christine Riding, edsHhogarth (London: Tate Publishing, 2006), 149-150.
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factor. While the countess’s child is nowhere to be seen, Rego’s mother figure has her
child before here, and she is involved in a rite of passage, an instructive mombidhin w

she passes the torch to her young daughter.

Again, for dramatic effect, a Baroque curtain is included in the background. In
addition, a selection of highly symbolic objects is on view, including a smatirig of a
monkey. It speaks to the mantelpiece collectibles on display in Scene Tvogarttis
Marriage-A-la-Mode'?® In that scene, the bride and groom return from their separate
nights out and are seated below a mantelpiece cluttered with a lively asgmtme
exoticizedtchotchkes Here, in Rego’s scene, the girl and her mother have merely one
collectible that does not rest in a place of privilege. This object functions mare as
common toiletry item that would adorn a woman'’s dressing table. It is wholiyafist
from the seemingly-priceless objects that would be included on the mantelpgece in

much more public and highly visible space, the sitting room.

Shipwreck

In Shipnvreck the husband’s large body is now cradled in his wife’s lap. They
form an awkward pieta form. Here, the son’s clingy relationship with his mother ha
now been transferred to his wife, who attends to him like one would nurture an infant.
This narrative suggests that is has again been “fixed” or “repaired” loyreamwwho acts

as maternal figure. Rego has explained that the husband has,

128 Again, the curtain is employed for dramatic effectnotif that pictorially unites the work of Himid
Hogarth, Rego and Hockney.
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...spent all their money... The accounts are strewn all over the floor. The

creditors have gone through all the drawers of his traveling trunk, because he's

been to Brazil, like many Portuguese men, to make his fortune. But...he lost

everything. You can tell he's been in Brazil because of the parrot he brought

back... But, despite the misfortune, she's holding him on her lap to comfort him.

The blind cat's there to defend them against the world... In (Hogarties)

Lady's Deaththe Countess Kkills herself, but my woman is left to do the clearing

up and get things back to nornia.

Rego’s message here is an ambiguous one. Her discussion of the scene conveys a
sense of anger, yet her depiction of the husband is a sympathetic one. The incorporation
of a pieta scene adds a sense of nurturing and grace to the work, embodied by the wife.

She has now become a kind of martyr herself, as she is now “left to do the cleaning

1130

up

The chaotic nature of tHghipwreckscene is indicated by several factors: a
hissing cat that is positioned in the foreground in a direct line from the seated woman.
The tense black cat, like the distressed grandmother in the first scene, entedie
scene’s overarching emotional tone. The cat mimics the wife’s angertaidimand’s
vulnerability and self-inflicted diminished stdf&.Other indications of chaos and
disarray include the disheveled papers that are strewn across the floor, saneytimej,

tilting furniture that forms criss-crossed, careening lines across #ueimAlso included

129 Judith Bumpus, “Paula Rego,” in Richard Morpheit, Encounters: New Art from Ol.ondon:
National Gallery Company Limited, 2000).

% bid.
131 Rego has referred to the cat as a blind cat wkende the married couple. See Judith Bumpus, #Paul

Rego,” in Richard Morphet, edEncounters: New Art from Oll.ondon: National Gallery Company
Limited, 2000).
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is a traveling trunk with drawers that nearly spill out onto the floor. Chaos s@apeal

seen in the fact that this miniscule woman, like most pieta figures, holds adukle a
figure that is far too large and unwieldy for her smaller frathelThe traveling case with
open drawers relates to the inner workings of the mind, particularly a form of
psychological turmoil, just as in Surrealist works such as Salvador Dhk's
Anthropomorphic Cabingfigure 202). In a similar fashion, as discussed in the previous
chapter, Himid’sMarriage reworking employed furniture in two ways, through the
female artist whose body is made up of a chest of drawers and the younigogisl w

seated on a suitcase that also functions as a temporary chair.

Shipwrecks based on Hogarth’s penultimétarriage-A-la-Modescene called
The Bagnigin which the husband is murdered by his wife's lover. Hogarth’s scene
represents an environment of utter chaos. As discussed in Chapter One, in Hogarth’s
scene, the Countess and Silvertongue have arrived at rented rooms to spend the night,
unaware that they were being followed by the Countess’s husband. After confronting the
couple, the Earl is stabbed by Silvertongue, who then flees through a window in his
night-gown. The young Earl, with fresh stab wounds, sways to the side as thesSount
prays before him on her knees. Meanwhile, the noise from the encounter has prompted
the arrival of the landlord, who arrives with Watchmi&h. Hogarth’ scene also includes

several works on the wall that echo the tone of the proceedings: a tapestry of The

132 Rego noted that the traveling chest was originaliymed by the American actor, Douglas Fairbanks Jr.
and was later owned by Rego's late husband, Withing, who bought it from his neighbor’s father
(Paula Rego, interview by author, London, Englalahuary 1, 2005).

133 Watchmen in England, from the fifteenth througé tineteenth centuries, were an early form of
organized law enforcement.

304



Judgement of Solomon on the back wall, a prostitute with massive exposed breasts and a
scampering squirrel, and, above the door, a painting of St. Luke, patron saint®f artist
who appears to document the room’s nightly unsavory actiiteSet against this

complex and frenzied environment, Rego’s scene reflects a significamtulegeom
Hogarth’sBagnia Hogarth’s scene is nearly filled with characters, while Rego’s has

solely the wife and husband in a pieta-like pose at center. Theirs is not avedhaiti

has an implied notion of the progression of time as in Hogarth's step-by-stémena

Yet Rego does, similarly, convey a sense of chaos by several gderiéeise include the
presence of the hissing cat, the tilted angles and intersecting linedaddiee and other

furniture, the scattered papers on the floor and the open and disheveled cabinet drawers

The composition foxWreckwas informed by references to religious imagery in
The Bagnio As Rego examined Hogarti¥4arriage-A-la-Mode she discovered
similarities between the dying pose of the Earl and the image of pirengxChrist in the
Descent from the Crosene on the walf® Later, during a visit to a Spanish museum,
Rego was enthralled by the image of a stern, seemingly angered Mary ini@ [ikett
scene:*® Again, just as in her admiration for the refreshingly human image of Mary by
Max Ernst, Rego was drawn to a subversion of the sacred and iconographic image of

Mary in the Gothic work of art.

134 The image of the prostitute is placed over thd taplestry, and below the frame, two masculine bgs
revealed, likely a reference to the illusion andeg#ion that have taken place in the room. Fahé&ur
discussion of the work, see Christine Riding, “Nege A-la-Mode,” in Mark Hallett and Christine Ridj,
eds.,Hogarth (London: Tate Publishing, 2006).
izz The painted image above the door in Bagnio is@juatesan, while

Ibid.
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A sexual reference iShipwreckmay be found in the tiny baby doll, dressed in a
fluffy white tutu-styled diaper that rests on the floor. This figure musaicgy be linked
to Hogarth’s turbaned young boy who is seated in much the same position within the
scene. Both figures serve as symbolic references to miscegernatRago’s scene, the
baby doll is situated near the husband'’s feet. Its pecan-brown complexion hints at the
fact that the husband, like many Portuguese men residing in Brazil for business, has
family of African descent in Brazil. In this way, Rego’s image eedaagith race, class
and nationality through a concept of a PortugwesbAfrican diaspora. In addition,
Rego’s purposeful titling of the scene&tspwreckplays on this idea of transit, a
Portuguese diaspora, and colonial and imperial histories of Portuguese expansion and
trade. Shipwreck incorporates all of these elements: a legacy of ieseugolonial and
modern trade interests, folk tales and other aspects of Portugueseanudtaneference
to Portuguese descendants in Brazil that are the result of unions between Bertugue

businessmen and women of African descent.

Conclusion

Rego’sTriptych After Marriage-A-la-Modshares a number of qualities with
Hogarth’s work. Firstly, both artists frequently address issues thabenaigwed as
controversial. Yet, Hogarth’s narratives reflect a humor that is not preseego’s
dark, enigmatic visions. Humor is not entirely critical to Rego’s aimgssriitumor may
be found in a notion of poetic justice as punishment for misbehavior. Also, both artists’

works function on many levels of ambiguous narrativity, made even more rich and
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profound by an extensive use of complex pictorial symbotf€nA fourth linkage
involves the ways that the artists’ works are inherently theatrical. Bothonawe
broadly from literary sources to construct their own narratives. In Regsés the

narratives often relate to the impact of Portuguese politics on everyday li

Rego’s penchant for subversive content is a critical link to Hogarth. Thigyqual
is often made manifest as a modification of power roles in canonical works. $She ha
maintained that she subverts “the master painting, always. | can't justrdgyatstopy
of it without getting my own in there. Not disrespectfully but | change thg stothat a
man hasn'’t got the place of honour or a woman at the back comes fofiahd this
respect, her subversion is much like that found in the work of Himid, appropriating
elements from canonical works, and strategically highlighting “chensicthat had long
been ignored. For Himid, these “invisible” figures were black servants, blacknvand
the black woman artist in particular. For her part, Rego replaces the figuwasonical
works with Portuguese figures and alters the action to ensure that women play much

more critical roles in each narratiVe.

Rego’s strategies of subversion may also be seen in her 1950s abstractions. These
expressive collages may be read as a violent underscoring of the paiticaional and

near-spiritual violence against women under Salazar’s reign. And, in the late h®50s, t

137 For example, as discussed earlier in this chaftisrpictorial symbolism in Rego may be seen i th
aforementioned work callethe Familywhich uses symbolic imagery such as the red rose.

138 Rebecca FortnunGontemporary British Women Artists: In Their Ownréé(London: |.B. Tauris,
2007), 157.

139 yet it could be argued that ethnic differenc&®igo’s work is not as easily read as Himid’s
incorporation of figures of African descent in lirmages.

307



discovery of Jean Dubuffet’'s works, with their graffiti-like gestural freeslcsparked a
shift in Rego’s artistic proced&’ Dubuffet’s seemingly-freehand style allowed Rego to
employ a deceptively-simplistic style to tackle issues that might loeilded as

unpleasant at best. Rego viewed the period as a turning point, “I had discovered
Dubuffet, and | saw that he could draw like a child, so-called. It wasn't likecathuill,

it was highly sophisticated. | thought it might be possible to do more playful tngs

be really obscene and rudé™ This desire to shock is also a quality that unites the work
of Rego, Himid and Hogarth, as well as the early 1960s work of David Hockney, the

period in which he produced tiRakeseries.

Both Hogarth and Rego have relied frequently on the dramatic capabilities of
earlier literary themes. Rego’s literature-inspired works includgiassof prints inspired
by The Brothers Grimm, a 1994 painting calMdth (inspired by é&lake Morrison
poem), a triptych based on a Martin McDonagh play cdllesl Pillowmana series of
paintings based on the seminal nineteenth-century Portugueselrhev@ins of Father
Amaroand works based on Jean Rhydide Sargasso Sed&ego also completed a series
drawn from Bronte’slane Eyre'*? For these works, Rego began with inspiration from
literature as skeletal framework, then layered the essential wesratith ones that

primarily relate to a UK and Portugal-focused experience, creatingswluat are laden

140 ike Hockney, as discussed in Chapter Two, theenter with Dubuffet played a critical role in both
artist’s early development.

1L paula Rego, “Commentaries,” in Marco Livingstoee,, Paula RegdMadrid: Museo Nacional Centro
de Arte Reina Sofia, 2007), 248.

12 Eor more details on Rego’s literary themes, séa McEwen Paula Rego: Behind the Scer{esndon:
Phaidon Press, 2008).
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with narrative potential.

For Hogarth and Rego, one working in eighteenth-century England and the other
at the close of the twentieth century, their work reveals the tremendous impattic$
and other societal pressures on personal experiendeiptpch After Marriage-A-la-
Modeg she incorporates an open chest of “secret drawers” that symbolizeauttentes

emotional disarray that has occurred after a marriage for soaidhgmtaken place.
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CONCLUSION

Hogarth’s “modern moral subjects” provide an opportunity for a multitude of
semiotically-charged readings. In addition to his work, Hogarth himself has éamgab
figure of contention. Since the early eighteenth century, his reputation has ofted shif
with the times. Hence, he has been alternately viewed as a staunchtjreopalister of
conversation pieces for tm®uveau richean embittered xenophobe who nonetheless
copied past Continental masters, and as a confident and populist artist whose activist
tendencies resulted in a reputation as “man of the pebple dutlined in the
Introduction, these varying configurations have been incessantly in transitiom, nghi
own era and in subsequent centuries. David Bindman has written of the conflicting
interpretations of Hogarth that have evolved over the years, and structueedldees

into three categories:

He was a satirist of high sophistication who sought to bolster the dominant
culture, or he challenged it in the name of humanity.

He approached the inequalities and brutality of ordinary life from a position of
learned detachment, or he was deeply moved by the cruelties he observed.

His art was mediated by a knowledge of the art and literature of theopdst
mainly depended upon a unique and untutored ability to observe accurately the
passing scene.

! peter Wagner has written about the three latettatbrcentury interpretive approaches to scholarshi
Hogarth, grouping these categories into Paulsdnteritionalist” reading of Hogarth as a moral,
revolutionary figure who addressed the concerrithef common people” and Sean Shesgreen’s notion of
Hogarth as focused on morality yet also propodiadg) the realistic elements in the printsmorall

2 David BindmanHogarth and his Times: Serious Cométgndon: British Museum, 1997), 12.
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This dissertation has posed the following essential question: What is it about
Hogarth as an artist that has prompted artistic appropriation and art histogeiry to
such an considerable degree? The previous chapters conclude that in fairlyeacsent y
artists have been drawn to Hogarth for several key reasons. Firstly, Hogantiplex
ambiguous narratives (or his use of multi-layered, semiological slippageheen a
compelling andisefultemplate for post-WWII artists. Secondly, this narrative ambiguity
has facilitated appropriations that examine postmodern concerns involving natceal
class, sexual and gender-based difference. Within these concerns, often fuslgdrby
and indignation, artists viewed Hogarth’s work as a model for addressing tbEmes
social critique, subverting societal values and institutions that appeared eounter

productive or unjust.

Thirdly, contemporary artists have largely focused on the appropriation of
Hogarth’s narrative series or “modern moral subjects” rather than his histotiyngs or
formal portraiture. This heightened interest in Hogarth’s “modern moral ssibigc
inextricably linked to two theoretical foundations at the root of Hogarth’s chosesephra
namely modernity and morality. Hogarth’s narrative series, picked up by the
contemporary artists, crystallized numerous issues related to thesptsmfaaodernity
and morality. These include representations of the spectacle of urbanwfefdren
issues of increasing industrialization, an expanding middle class andnepaltarns of
over-consumption; attempts to forge “new” traditions and innovations despite an
overwhelming legacy of works from the past (related to interrogations chtian), and

the making of choices that define “right” and “wrong behavior.” The followingsec
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will summarize the discussion begun in the previous chapters, and reiterate these
proposed explications for the pronounced interest in Hogarth in the latter part of the past

century.

Hogarth’s narrative series are multi-layered in every sense, markestiayesic
use of signs that produce meaning through visual and verbal texts. Here, Hogarth’'s
strategies include semiotic slippages, prints accompanied by descegtive t
contemporaneous literary and visual texts that Hogarth had referred to inrstigibis
chosen subject matter, bodily gesture and comportment, strategicatipipedipaintings
on walls that were chosen for their symbolic potency, physiognomic markersrthat
character and disease, animals that mimic and enunciate human savagerytand wha
Paulson has called “verbal-visual puns” that play on both linguistic phrases anthpictor
symbolism® In short, Hogarth's narrative series are simultaneously enigrabsitracted
andmeaningful works. That is to say that they are full of meaning and/or laden with
interpretive possibilities or alternate readings that ultimaglgal more about their

interpreters than they do about Hogdrth.

One significant example of Hogarth’s meaning-making is his use of veludddn
has called “verbal and visual puns.” These may be exemplified in ScereHaufot’s

Progress in which a stacked tower of buckets tumbles to the ground as the maiden is

% For discussion of verbal and visual puns in Hdganvork, see Ronald Paulsdemblem and Expression:
Meaning in English Art of the Eighteenth Cent(@ambridge: Harvard University Press, 1975) and Nei
McWilliam, Hogarth (London: Studio Editions, 1993).

* For discussion of verbal as well as visual intergiion of Hogarth’s work, see Peter Wagner, “How t

(Mis) Read Hogarth, or Ekphrasis Galore,”1#650-1850: Ideas, Aesthetics and Inquiries in theyE
Modern Era2 (1994):99-135.
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approached by Mother Needham, a procuress. The toppling pails represent aipéay on t
verbal phrases that deals with a “moral fall or declfhiddgarth’s narratives were not
presented in a naturalistic fashion, and his visual language ensured thatdmusechar

should never be perceived as one-dimensional. These figures engage in immoral
activities yet are often, ultimately, victims of circumstance. éx@ample, the country
maiden’s perilous decline begins in Scene A éfarlot’'s Progresswhen she encounters
Mother Needham on her own. The clergyman has his back turned to them. He is far
more interested in delivering a letter that requests a preferment fromstiopBf

London?® His self-centered attempts at social advancement leaves the naive maigden ope

prey to a sequence of events that lead to moral decline.

While Hockney, Himid and Rego all draw from Hogarth’s narrative currency,
they also borrow from the formal, or pictorial, strategies used by Hogasttexemple,
as discussed earlier, Himid employs wall paintings to reiterate psyctallogbods in
her scene, and Rego produced a triptych that both captured the foundational religious
basis of the tiptych as altarpiece, then set about, through the hand gesture of tte groom
mother in the first two scenes, to reference El Greco’s work. In fact, Rqgoyana
hand position that El Greco frequently employed called the “pseudo-zygodactylous”

gesture that was often seen in breastfeeding images of the Virgin Maryistiabhr

® See Neil McWilliamHogarth (London: Studio Editions, 1993), 17.
® This interpretation has been drawn from the foitaytexts in particular: Neil McWilliamHogarth

(London: Studio Editions, 1993) and Christine RglitiThe Harlot and the Rake,” in Mark Hallett and
Christine Riding, edshlogarth (London: Tate Publishing, 2006).
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iconography and/or in images of Madonnas in which the holy infant is abdée.

position is one of maternal care, and Rego has chosen an apt symbol, laden with spiritual
and art historical resonance, for her rendering of a mother-daughtemstap.

Similarly, Rego draws from Velazquez and Pedro Berruguete in addition to Hogarth,
incorporating other gestures, symbolic uses of color and the lush, velvety curtains of the
Baroque. Like Himid, her use of curtains emphasizes the dramatic tension in@ach r
Hence, contemporary artists’ quotations from Hogarth is evident in formal tesme)la

as in subject matter.

This dissertation, by its very focus on borrowings from Hogarth, calls for an
examination of the concept of appropriation. Inltiteoduction | asked whether the
contemporary works were “a form of art historical homage,” or “largelyemed with
social critique,” and/or do they represent a critique of Hogarth and “thoseatsse
aspects of British national history and identity that he appears to signitye’prévious
chapters represent an attempt to answer these questions, and an affiliated gbestd
be addressed here as well: Which artists sought to surpass Hogarth, and topiple or
away at his place in art historical scholarship? To put it another way, whgth aere
implicitly or explicitly aiming to subvert Hogarth himself, and/or the idemalghrusts
found in his work? Ronald Paulson has succinctly outlined some of the issues that arise
when we consider artists’ implicit or explicit motives in engaging wighworks of the
past. Paulson has noted that “Insofar as an artist imitates the art arrigefathe past

not as an illustration but as an illusion, we have to ask whether he alludes to it &d,an ide

" See Lucia Chiavola BirnbaurBhe Is Everywhere: An Anthology of Writing in WoistéReminist
Spirituality (Berkeley: Belladonna, 2005), 267.
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as material out of which a new reality can be constructed, or as oppressitarss
deserving to be overturned.”In this respect, it might be helpful to consider that
Hockney, Himid and Rego’s re-workings are implicitly or explicitly digque of

Hogarth’s narrative series.

To be sure, as outlined in the Introduction and Chapter One, Hogarth himself
freely and frequently drew from Rembrandt, Raphael and other Dutch masters, from
French portraitists like Hyacinthe Rigaud, and from genre printmakers likd&ira
Bosse and others. Hogarth both verbally critiqued these works yet openly lwbfrome
them, strategically positioning himself to earn greater income and usilaydesscale
charitable works as a marketing tool to reveal his abilities in producing whaltdd ca
an admiring tenor, “the great style of history paintifig.’And, as the author, engraver
and Hogarth contemporary George Vertue wrote in the 1740s, Hogarth was often
engaged in “projecting schemes to promote his business in some extraordinary
manner.*® As evidenced by his autobiographical texts, his frequent vocalization of the
merits of his work, his pursuit of portrait commissions and deliberate associatibns w
the wealthy, Hogarth was very much enrossed in securing his own place botrafipanci

as well as within the grand halls of art historical relevance.

8 Ronald PaulsorEmblem and Expression: Meaning in English Art ef Bighteenth CentugCambridge:
Harvard University Press, 1975), 14.

9 J.B. Nichols Anecdotes of William Hogarttiondon: J.B. Nichols and Son, 1833), 9.

10 George VertuelNotebooksvol. I, Walpole Societp2 (Oxford, 1933-4): 156.
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It takes no great leap of faith to imagine that contemporary artistsfuedeel by
similar tensions between homage, self-promotion and a desire to compete witlothe a
the past. These works were likely aimed with an eye on the sanctified spéinas@él
solvency and the art history survey text. Interms of similarities, ak timcorporate
their own bodies into their Hogarth-inspired narratives, although Regssmre is less
explicitly identifiable. For example, if the groom in tBeipwre& scene is linked to
Rego’s ailing husband, then Rego herself is likely the powerful woman who holds him
together. Her presence may also be incorporated in the rape (or sedicsiman)n
Betrothal Other similarities include the assumption that all three harbor a desire to
become part of an art historical carfdnin this way, they are much like Hogarth himself,
motivated by a drive towards inclusion within a world of wealth and influence and both a
British and a Continental artistic canon. These motives were clearly floxle level of
indignation and anger at those individuals and institutions that hindered his progress. For
Hogarth and the contemporary artists, such sentiments resulted in biting nsesneti
satirical works that explored issues that might be deemed controversiallysoci

challenging or unsettling.

While Hockney, Himid and Rego’s works reflect some small measure of
similarity, it has been shown that their engagements with Hogarth aneately, truly

unique. Each produced works that might be distinguished as either quotations, re-

11 Although Hogarth did not become part of the canbBrdish art until the 1950s, namely after the
pioneering work of Paulson, these contemporargtaitivorks were produced, beginning in the 1960s.
Hockney would have been exposed to Hogarth’'s waekpite that fact that Hogarth’s paintings were not
seriously considered until the 1971 Tate exhibittwat was focused on Hogarth’s paintings. See eaeg
Gowing,Hogarth (London: Tate Gallery, 1971).
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workings, appropriations and/or borrowings. Himid is certainly the most formally
indebted to Hogarth, hence her work might most fittingly be called a re-working of
Hogarth's series. She incorporates figures like the art critic who is exdoua fashion

that is nearly identical to Hogarthtaistrata Hockney, Himid and Rego’s forms of
borrowing are distinguished by varying levels of interaction with Hogaattgsnal

image. These works may be viewed as a form of subversion of Hogarth’s work.
addition, the artists use Hogarth’s work to present counter-works that overthraiv soci
norms that relate to their own time. For example, Hockney depicts a pre-Siswual
that presents a relatively positive representation of a gay male bar. Redaded an
image that depicts women taking control of domestic affairs, a usurpati@divioial

roles. The following section will attempt to unpack the various forms of subversion and
encapsulate what has been discussed in previous chapters in regards to how, and why,

each artist chose to quote from Hogarth.

David Hockney, Lubaina Himid and Paula Rego have constructed works that
employ Hogarth-inspired social critique in their own unique and engaging whgys, it
may be necessary to attempt to define subversion. The concept of subversion derives
from the Latin ternsubvertereand includes the following definitions: “to corrupt...to
confound, to pervert, to reverse, to extinguish, to suppress, to turn upside’dotire”
term also means “to undermine, to annihilate or erase, to foil, to complement, to turn
topsy-turvy, and/or antipathy.” The section below will examine the contempartists’

subversive strategies in light of each sense of the terms.

12 John OgilvieThe Imperial Dictionary of the English LanguageCAmplete Encyclopedic Lexicon,
Literary, Scientific and Technologicéllondon: Blackie and Sons, 1883), 246.
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In addition to the aforementioned definitions associated with the terms “to
subvert” or “subversion,” each of the artists examined here, in exploring themes of
subversion and social critique, has produced work that functions with varying degrees of
anger towards individuals, institutions and/or societal attitudes. Each of thstse ar
including Hogarth has employed that anger to produce works that strategichibgs
their relevant areas of concern, varying in levels of intensity and légibBy the time
of Hogarth’s death, the artist had earned a reputation for his disagreeable tand faul
finding nature. John Wilkes, the radical English journalist and politician, wrote of
Hogarth’s propensity for complaints re: foreign artists, and noted his penchant for
revealing the “faulty and dark side of every objéét.And, using the pseudonym
“Britophil,” Hogarth drafted a newspaper article, a diatribe againstuiggobbers from
abroad,” who “depreciate every English work as hurtful to their trade ofnchty
importing ship-loads of dead Christs, Holy Families, Madonas (sic), and othet,disma
dark subjects, neither entertaining nor ornamental, on which they scrawl thieterri
cramp names of some lItalian masters, and fix on us poor Englishmen the clodracte
universal dupes™ Hogarth’s anger, it appears, led both to his completion of artworks as
well as to efforts of activism such as his work towards the passage of the 173m@i@opyr

Act.

13 see David BindmarHogarth and his Times: Serious Cométgndon: British Museum, 1997), 188
and 194 and also Neil McWillianijogarth (London: Studio Editions, 1993), 30.

1478, Nichols Anecdotes of William Hogarttiondon, 1833; reprinted London, 1970), 40.
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Hogarth’s strategic use of anger was also shared by the contemptisisy ar
examined here. To assess the foundations for such uses of anger, | will turn tcah semin
essay by the African American poet and feminist Audre Lorde. In “The Ugewgef,”

Lorde proposed that anger is “loaded with information and energy,” hinting at its
potential for initiating transformative action. Lorde outlined its usefulmeksri

personal dealings with racism, writing that “anger expressed and teghsitd action in

the service of our vision and our future is a liberating and strengthening act of
clarification, for it is in the painful process of this translation that we idewtifo are our
allies with whom we have grave differences, and who are our genuine enemiess.anger
the grief of distortions between peers, and its object is chadngethe same vein, anger,

along with other factors, has fueled the works of Hockney, Himid and Rego.

In this dissertation, | have proposed that artists have also been drawn to Hogarth
due to his production of “modern moral subjects.” Key to Hogarth’s phrase are two
concepts that form their foundation, namely modernity and morality. In terms of
modernity, Hogarth’s narrative series have come to represent the spettac@ernity,
with its associated themes of urban life, industrialization and consumption. Hogarth’s
thickly-populated scenes almost hum with the vibrancy of the encounter between various
classes that occurs in the space of the city. William Hazlitt en@dpduhis association
of Hogarth with modernity, noting that “His pictures breathe a certain,dosasy,

tavern air.*® Also part of this investigation of modernity is a questioning of the art

15 Audre Lorde, “The Uses of AngeWWomen’s Studies Quartery no. 3 (Fall, 1981): 8.

18 william Hazlitt, Lectures on the English Comic Write8' ed. (London, 1841), 292.
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historical canon, in particular how artists engaged with a looming, monumental tdgac
fine art that continued to shape the artistic progresses of the present. Hogdrtitywa
involved in competing with the canon, incorporating elements from Dutch masters and

others into his work, and this goal-oriented drive is picked up by the later artretdl.as

Examinations of morality are also at the heart of Hogarth’s narratines seks
outlined in the Introduction and Chapter One, Hogarth was extremely savvy inipgduc
works that seemed to provide moral instruction yet also catered to the pruriesgtsitd
those eager for images of vice. As Neil McWilliam has written, Hogantr'sative
series are essentially about choices faced by the central chathatefiswers could
relate to their own decision-making processes. In so doing, McWilliamsw/tiegarth
was responding to a current aesthetic debate and implicitly assbdisggerior value of

his comic history paintings-*

Hockney’s “modern moral subjects” involve the fashioning of an openly gay
identity during the pre-Stonewall era, and charted his construction of arcaisse of
self. While at the Royal College, he had began constructing an identity nbgrked
difference, developing a persona that evolved from a focus on Northern idetitirat
later led to an increasingly bold expression of gayness in his work and personal i
addition, Hockney'’s fascination with romanticized “foreign” locales and individsiath
as Gandhi, Walt Whitman, LA and Egypt, was also crucial to these effortegesher

culminated in a generalized persona of artistic and personal eclectiotsatcentricity.

" Neil McWilliam, Hogarth (London: Studio Editions, 1993), 18.
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In effect, Hockney'sA Rake’s Progreswas emblematic of his cultivation of an
individuality shaped by difference, hastened by a sense of personal anclfeggsiom.
Above all, the print series represented Hockney’s personal equating of soéahaty

to fascist tendenciesA Rake’s Progressiust be considered a critical component of the
artist’s early, self-fashioning efforts, and the series incorporateseeks that would set

the tone of his work from that point forward.

Hockney’s appropriation may be the least visibly informed by anger. He
appeared to have been more interested in increasing notoriety for himsaélisesg his
place in art history and exploring his own sense of self. His appropriation oftklogar
sought entry into the gates, but Hockney was already well on his way in. Assdi$cus
earlier, Hogarth called himself “Britophile” yet in practicesssomething else, eagerly
seeking to learn more about Continental culture and theoretical thrusts while
simultaneously critiquing them. Hockney is decidedly against provincialism paedis
to be least interested in promoting British art in general. Instead, Hockneygs@pos
new, American persona that supplanted, but did not completely erase, his Britishness.
This new David Hockney, whose arrival was signaled by freshly-dyed blonavaair,

characterized most pointedly by a healthy dose of cosmopolitanism.

Hockney’sRakefunctions as a form of visual diary or travel-writing that charts
the various phases of his trip to the United States. And, as we know, travel writing is
ultimately about the traveler’'s search for selfhood, whether to soéidieviously-held

one, or to construct a new one, however temporary. Hockney’'s 1960 trip to the East
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Coast of the United States served to move him ever closer to a new, Ameritamcexis
in a sunny incarnation of Paradise, emblematized by Los Angeles and itsheanhes

and gay-centered Pershing Square.

In terms of Hockney’s subversion of Hogarth, Hockney appears engaged in an
attempt to erase or surpass Hogarth in his late twentieth-century elevatesh paghin
art history. Hockney produces 16 prints rather than Hogarth’s eight, and makes it his
own story, pointing to the idea of a usurpation of Hogarth’s presence in one sense.
Ironically, Hockney, as an open homosexual, would not have been an ally of the populist
Hogarth, whose satirical critiques of feminized French dancing mastetskaal

castrati emerged somewhat frequently in his work.

Hockney doubles the scenes so that his own history as rake becomes more
significant. In addition, he has placed himself as rake, and alters Kisgatrative to
ensure that his downfall is an ambiguous one. Hockriggtdamscene may be viewed
in several ways. For one, the row of figures may signal anonymity, much like a row of
nondescript soldiers. If so, this would delineate a tragic end to the seriesphdef
that equals Hockney’s own personal vision of torture or hell. On the otherBealdm
may be seen dhke culmination of the rake’s coming-out process, his merger with an
openly gay world. If so, then it would mean that the rake had found, at long last, a sense
of community. Such an interpretation would be considered positive, and is decidedly

a scenario of personal decline.

322



Hockney's narrative overrides Hogarth, not just in his desire to tell his story, but
also in terms of competing versions of morality. This brings into question the idea of
modern morality. Hockney’s narrative suggests a level of comfort in baynggotion
of self-fulfillment that is counter to Hogarth’s Judeo-Christian princitiias reflect an
adherence to larger social mores. Hockney defines righteousness or ‘mesdigsible
behavior as being true to oneself, the opposite of notions circulating in Hogamii.'s i
All of the above means that Hockney’s strategies point to an attempt to sigperse
Hogarth. Additionally, Hockney’s aims in drawing from Hogarth include the cachet of
association with the eighteenth-century artist Myaelf and My Heroedn other words,
Hockney’s ongoing desire to be associated with historically-signifieguntefs is also

part of his crafting oA Rake’s Progress

Himid’s modern moral subjects include the following elements of her
Fashionable Marriagethe revolutionary tactics of a young girl, racism in the American
feminist movement, and the moral choices faced by the arts fuAdeasishionable
Marriage was produced in the middle of her organizing efforts for Black women artists,
so it may be considered part of her strategic activism. For her part] Hiakes a case
for inclusion, both as part of a lengthy legacy of a Black British presemde|so as an

essential component of the larger, mainstream London art world.

Himid also seeks a way into the canon, and her route takes her from Hockney to
Hogarth. As discussed in Chapter Three, during the pearly to mid 1980s, Himid had

engaged in a study of Hockney’'s oeuvre, efforts that likely contributed to herotett
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rework Hogarth, just as Hockney had done in the 1960s. Thematikd&hshionable

Marriage reveals Himid's displeasure with individuals and circumstances assbwikle

the 1980s London art world, conservative politics both in US and in the UK, Picasso’s
sexism, and a generalized critique of homophobia. She also sought to address the absence

of Black female couples in art.

Himid revealed her exasperation with the mainstream art world bggitally
breaking away from traditional art-making practice, producing cut-outstibatescribes
as “paintings on wood.” They are, in effect, massive, expressively-paiatggh-sawn
and collaged cut-outs. They are not normalized art objects, i.e. mounted on thieewall |
a painting on canvas. To further establish difference, Himid calls themtifggs on
wood” rather than sculpture. Himid’s installation is, above all, about control. She can't
control the art world, but shean control her work. Here, she creates a meticulously-

crafted London art world and political stage of her own making.

Yet, Himid's Fashionable Marriageshould not be considered a work that is
solely fueled by anger or impassioned fury. Himid’s installation, and itsatéméses,
has been motivated by careful study and planning. She has purposefully constructed eac
character, both formally and theoretically, mapping their roles withincirees Her
shaping of this “set” is carefully-articulated, an intellectual exeralsove all. Drawing
from Himid’s indignation at systemic hierarchies in the London art world, ateéutly
addressed these concerns through a measured, biting, critical response that spoke t

Hogarth’'s own strategies. In the flyer for the first presentatidfrashionable Marriage
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in 1986, Himid provided a diagram that identified each character, taking gre&d care
furnish the names of both Hogarth'’s figures as well as their new incarnations in ©986. |
this respect, the installation became a form of instruction, characterizedi®gcticism

that does not mesh with the notion of an art that is fashioned through heightened

emotionalism rather than cognitive agency.

Himid’s Hogarth-inspired work differs from Hockney and Rego’s appropriations
in a number of ways. For one, both Hockney and Rego have made gestures toward
serialization. Hockney takes Hogarth'’s original series of eight pmatsiaubles it,
further emphasizing its reliance on a sequential narrative. Rego takésrmage-A-la-
Modein triptych form, a sequence of three parts. Himid, by contrast, draws from only
one scene in Hogarth’s series, departing from the serialization foundathéreartists’
works. | propose that Himid, in a systematic manner, chose Scene Four of Hogarth’s
Marriage-A-la-Moce with a heightened sense of purpose. In particular, this scenario
included all of the figures that piqued Himid’s interest: a male and fengaiieefiwvhose
actions set the stage for moral reflection, the presence of not onepbBtack servants
who varied in complexion, age, and status within the household, and the inclusion of
“foreign” figures such as the French dancing master and Italiaratastho evoked
issues of national identity as well as intriguing possibilities fomaedi masculinity and
femininity identity. An additional layer of text and meaning could also be found in the
incorporation of framed art historical borrowings that were stratdgiskaced on the

walls in Hogarth’s scene. Himid took advantage of that element in Hogartl@s aeri
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well, adding her own relevant images that were designed to highlight or enuheiate

main actions in the scene.

Himid’s Fashionable Marriages, in effect, a calculated response to both her
immediate environmerandto larger political maneuvering that trickled down to impact
the London art world. Himid positioned Thatcher and Reagan at center, controlling the
world stage like puppet-masters. Her incorporation of these two figures thoyghtfull
sheds light on parallels in both Hogarth and Himid’s time that are embodied by the
figures of Thatcher and Reagan. For example, Thatcher’'s monetarist pelcaed the
South Sea Bubble of 1720, with its frenzied speculation and subsequent financial ruin for
investors:® In addition, London in Hogarth’s time was the site of increasing migration
from rural populations to the city, echoed later in substantial immigrationtfrem

Commonwealth during the late twentieth century.

Himid’s Fashionable Marriagealso includes a critique of colonialism and an
indictment of Picasso’s sexism, despite her explicit admiration for tis¢stiork™® In
addition, Himid ensures that the role of women, particularly Black women, is central t
the work. Rosemarie Mills picked up on the fact that subversion was the primary

connective tissue between Himid and Hogarth, noting that “Hogarth's bitter, tough but

18 For discussion of Thatcher’s monetarist polisiesh as the closing of under-performing factoriegtv
then led to recession and increased unemploymtsd, rgee M.J. Oliveki'hatever Happened to
Monetarism?: Economic Policymaking and Social Léagrin the UK Since 197@\ldershot: Ashgate,
1997) and Gordon Peppénside Thatcher's Monetarist Revolutiflrondon: McMillan in Association
with the IEA, 1998).

19 This critique is ambiguous because it is clear imid, who has long engaged with and appropriated
his oeuvre admires the Modernist artist.
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funny nastiness had contemporary resonances for her. Taught by expératste was
virtually expected to be dissident, she decided to make the funniest nastiesb piede
all funny nasty pieces’® Himid also shares a predilection for activism with Hogarth,
who, as discussed in Chapter One, fought for the rights of the English artistsmokhis t
As discussed earlier, Himid’s activism was also marked by strategrea@ntions within

the various realms of the London art watld.

Himid employed Hogarth’arriage-A-la-Modeas a political critique of both
global politics on the world stage and the racism and sexism of the London art world.
Along the way, her owiashionable Marriagehallenged narrow definitions of Black
British subjectivity and, in a larger sense, preconceived notions of nationatyidémt
this way, Blackness becomes subversive, particularly during the 1980s whemeaiots
stating that Blacks should leave England, while Hogarth’s work counters thsagee
reiterating the fact that these populations had a lengthy history innBriair Himid,
Hogarth is useful because within British identity during the eighteenthrgethe

defining other is Catholic and French, and this enabled her to establish connections to

% The aforementioned text by Rosemarie Mills wastided on the exhibition flyer fadogarth after
Hogarth: A Legacy of Inspiration, Works by Hogar@ruikshank, Frith, Hockney and Himidn view at
The Victoria and Albert Museum from October 15, 798rough March 22, 1998. Mills continued, “At the
time a sense of burn-out convinced her that thiglavbe her last creative act.” Mills’ referenceHonid’s
“burn-out” had to do with the critical reception AfFashionable Marriagediscussed elsewhere in this
chapter.

2 Himid realized that there was no infrastructunetfe presentation of works by women artists obrol
so she established a gallery and organized extrlsitof women artists’ work throughout London. She
noted that women artists of color were not beinitem about within the mainstream media, so sheabeg
to publish books on the works of such artists alé agecher own work. She also worked within exigti
institutional frameworks, working diligently to mentThe Thin Black Linat the ICA, one of London’s
most prominent and visible arts institutions, amdrgually succeeded in 1985.
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“others” or outsiders in her own time, including immigrants from formerdritolonies,

homosexuals, Black British artists and Black women artists in partf@ular.

In particular, Himid sought the following from Hogarth and his era: to be seen on
the same level as elevated figures in art history, and to be giverchdauge to achieve
that status. While she worshipped figures like Picasso and Hockney and dritigoe
at the same time, she appeared a bit less critical of Hogarth, belmwirig be
sympathetic to figures of African descent. Regardless of whether he wais sihe was
pleased to see an acknowledgement of a pfec@tury Black British presence. Himid's
Marriage also served an additional purpose: it enabled her to be in control of an entire
theatrical production of sorts. While she could not control the racist and sexist
environment of the London art world, she was able to fashion a world of her own making,

and place Black women, essentially a Black lesbian couple, at the certemairtative.

Yet, it might also be helpful here to imagine Himid’s two Black women as
emblems of two representations of Black British selfhood in Thatcher’s tioreonie,
the Black woman artist who stands tall in pseudo-Victorian dress conveys asolem
energy that speaks of historical or spiritual depth. Her aura is one that isirbgréi of
the metaphorical resonance of an allegorical figure. She wears a drefiskatbith
fish, a signifier of both the Middle Passage as well as larger implicaifapsrituality.

For example, fish are highly symbolic in Greco-Roman mythology, and they neprese

22 |n Chapter Three, | discussed how Africans inlEng were largely accepted in the eighteenth cgntur
and that is perhaps due to religion. The Blackviddal in Hogarth’s time would be normalized inity as
Protestant. This situation shifts in the ninetharg@ntury, when the nation becomes divided alomhgnial
boundaries and an African other is viewed as asider.
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transformation in Christian and Hindu iconographyhe standing Black woman artist
stands in marked contrast to the seated young girl whose tightly-wound, tadcula
energy is heightened by the potential for explosion, a tension that is embodied in the
handgun that rests next to her on the suitcase. These two figures signifg aspec
possibilities for Black people who were dealing with the events of 1980s Britain,
including the Thatcher-initiated decline in social programs and tensions with police

forces that led to events like the 1981 Brixton disturbances.

Rego’s modern moral subjects include an interrogation of arranged marriage
Her triptych nearly matches the emotional tension found in Himid's installatioa.isS
making a statement on Salazar’s sexist policies, on patriarchy in geretahe notion
of arranged marriages. She is also, certainly, impatient with infatitieen in general,
particularly those who undertake child-like, irresponsible “rake’s pregsgsthen return
home to be nurtured by women. Above all, Rego’s work functions as directed,

psychological study, an intimate examination of human relationships

Rego also wants in on the canon, and evokes Velazquez, Pedro Berruguete and El
Greco in addition to Hogarth. This reference to canonical religious imagevgsec
Hogarth’s use of Christian iconography. For example, in Scene Gxeélaflot’s
Progress as pointed out by Ronald Paulson and Neil McWilliam, when the maiden meets
Mother Needham, formally it is based on “Visitation” scenes, while anothee ss®kes

the Annunciation. We might ask here, “What do these references to religious

% For a comparison of fish-based symbolism in varioultural and spiritual traditions, see Hope B.
WernessContinuum Encyclopedia of Animal Symbolism in WaidLondon and New York:
Continuum, 2003).
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iconography do for the scenes? The answer is that they elevate the scene, and provide
serious, much more dramatic tone and gravity to the everyday occurrences taein pl
a bustling London square and/or in a domestic setting in which an arranged marriage

being formalized.

For Rego’s part, she presents an opposing view of arranged marriages and of the
traditional role of a male figure as provider/protector/all-powerful yentiter recasting
(or reduction of) paternal roles is exemplified by the only male figure tisad Btarring
role in the triptych, the husband $hipwreck He is an infantilized figure who is cradled
by his wife in the final scene. He has become, essentially, a childlike fig

characterization echoed by the powerless doll that has been placed on the floor.

Rego’s subversion has to do with a reversal or contradiction of Hogartlgs.seri
The triptych is truly a formal departure from Hogarth’s narrative. She epfeeritique
Hogarth’s use of all-male figures in a position of power during the negotiaiehs
“corrects” him in her replacement of the male figure (although one is rotme,
reflected in a mirror, which gives him a more critical role as allkgegye). Rego’s
Triptych after Marriage-A-la-Modealso reveals expansive ideas regarding national
identity in contemporary London. In Rego’s hands, references to Portuguese cgelture a
repeatedly invoked. These are made manifest, for example, by Rego’s frequent
incorporation of the body or presence of Lila Nunes. In Rego’s School of London
imagery, Rego’s inclusion of Nunes invokes a Portuguese diaspora in England. All of

these prolific scenes that feature Nunes and other Portuguese modelgginamy
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Rego’s Camden studio, become normalized as part of the everyday fabric of Litedon |
And, just as Hogarth’s spectacle of urban life documented the ethnic, religmus a
cultural diversity found in the city of London in the early eighteenth century, Rego’
work provides a form of social documentation or charting of difference in thaity

well.

Yet, it must be stated here that, without knowledge of Rego’s own biographical
narrative, one might be hard-pressed to read these characters and asttigginctly
Portuguese. Rego has provided, in numerous interviews both in exhibition catalogues
and newspaper articles, explications of her strategic use of Nunes andjhentre
evocation of her childhood and Portuguese political themes. In light of all of these
factors, one might easily conclude that Portuguese themes have been centraittto her
making practice. Still, School of London sensibilities are overwhelmingleptas her
work as well, and it is clear that her imagery from the 1980s on maintains a synergist
relationship with, for example, the psychological intensity found in the paintings of

Lucien Freud.

Rego’s residency at The National Gallery resultedfter Hogarth and followed
an intense period of study and a concentrated immersion in the grand narrativiésiof Br
art. This period also allowed for a sustained engagement with canonical worksof ar
general. Yet, what is significant about Rego’s triptych, and for both Hockney god Re
as well, is that Hogarth’s series enabled all of them to speak about their owmsonce

For Rego, Hogarth’Marriage-A-la-Moderepresented an opportunity to address the
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abortion referendum and arranged marriages in Portugal, critical to Rego&ching
interest in a feminist critique of patriarchy. Rego also used the piecekmuicher own
complicated relationship with her husband, who had become ill and died long before the
Hogarthian triptych had been made. Rego has linked Willing to the pieta image in the

last scene.

In addition, it should be stated here that Rego critiques patriarchy yetappear
more focused on empowering women, providing them with the authority and
transformational might that had been afforded to men. She provides an image that now
casts women squarely at the center of the action, arranging thedlkfiateh. This
reversal, still, does not throw out the morally-questionable “arranged mas@gerio.

Yet, this scenario may be a necessary component in the narrative as céintray ek

to Hogarth’s earlier scene. In all of these ways, Rego has produced a vaoniayha
essentially be read as both a counter-narrative to Hogarth yet also dateogubat does
not entirely, or radically, overturn the central narrative, that of a doomed geafoia

social gain.

Hogarth’s eighteenth-century narratives sucRake’s ProgresandMarriage-A-
la-Modeengaged with multi-layered and ambiguous themes of identity, empowerment,
intimacy, vulnerability, revenge and irony. These inherent qualities endowedegigsh s
with an enduring sense of social currency and relevance that ably suited the
postmodernist concerns of artists like Himid, Hockney and Rego. Hogarth, with his

daring narrative series, provided a sense of artistic freedom thaatadilthe artists’
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provocative explorations of late twentieth-century London life. For thesesatid
others, Hogarth’s “modern moral subjects” represented a potent and regersenatoee
that could be endlessly mined for its semiotic complexity, rich representafiomsdern

life, morally-challenging content and narrative possibilities.
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Figure 1. Rex Harrison ithe Notorious Gentleman
(The Rake’s Progre$s1945, film still, directed by Sidney
Gilliat, Individual Pictures.
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Figure 2. Lubaina Himidict One, No Mapdrom theRevengeseries, 1992.
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Figure 3. Paula Regdhe Dance1988.
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Figure 4. William Hogarthlhe Harlot's Progress, Scene B3732.
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Figure 5. William HogarttEnthusiasm Delineated 762.
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Figure 6. Yinka Shonibar®iary of a Victorian Dandy1998.
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Figure 7. William HogarthThe Roast Beef of Old England (Calais Gal&¥9.
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Figure 8. William Hogarthindustry and Idleness: Plate 1. The Fellow 'Prentices at
their Looms30 September 1747, Etching and engraving on paper.
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Figure 9. William HogarthiMarriage A-la Mode: 3. The InspectidiY45, engraving
By G. Scotin
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Figure 10. William HogartlGin Lane 1751.
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Figure 11. William HogarthA Scene from the Beggar’'s Opel&28-29.
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Figure 12. William HogartNoon (The Four Times of Day)738.
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Figure 13. Rebecca West and David Lod&wvModern Rake’s
Progress 1934.
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Figure 14. Isaac JulieNagabondia2000.
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Figure 15. William Kentridgdndustry and Idlenes4,986-87.
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Figure 16. Sue Codhe Pit 2000.
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Figure 17. Steve BeHyee the Spirit, Fund the Part§995.
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Figure 18. Martin Rowso@pcaine Lang2001.

377



Figure 19. William HogarthThe Rake's Progress: 1. The Rake Taking Possession of
his Estate 1734, Oil on canvas.
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Figure 20. William HogarthThe Rake's Progress: 2., The Rake's Lav&a
Oil on canvas.
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Figure 21. William Hogartfihe Rake's Progress: 3., The Rake at the Rose-Tavern
1734, Oil on canvas, Sir John Soane's Museum, London.
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Figure 22. William HogarthThe Rake's Progress: 4., The Rake Arrested, Going to
Court 1734, Oil on canvas, 625 x 752 mm, Courtesy Sir John Soane's Museum,
London.
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Figure 23. William HogarthThe Rake's Progress: 5, The Rake Marrying an Old
Womanl734, Oil on canvas, Courtesy Sir John Soane's Museum, London.
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Figure 24. William HogarthThe Rake's Progress: 6., The Rake at the Gaming
Housel734, Oil on canvas, Courtesy Sir John Soane's Museum, London.
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Figure 25. William HogarthThe Rake's Progress: 7., The Rake in Pri$é84, Oil on
canvas, Courtesy Sir John Soane's Museum, London
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Figure 26. William HogarthiThe Rake's Progress: 8, The Rake in Bedlbi34
Oil on canvas, 625 x 752 mm, Courtesy Sir John Soane's Museum, London.
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Figure 27. William Hogarthylarriage A-la Mode: 1. The Marriage Settlemehf45,
Oil on canvas, The National Gallery, London.
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Figure 28. William Hogarthylarriage A-la Mode 2: The Tete a Tet@45, Oil on
canvas, The National Gallery, London.

387



Figure 29. William Hogarthylarriage A-la Mode: 3. The Inspectidi45, Oil on
canvas.
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Figure 30. William Hogarthylarriage A-la Mode: 4. The ToilettE745
Oil on canvas, The National Gallery, London.
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Figure 31. William Hogarthylarriage A-la Mode: 5. The Bagnib745
Oil on canvas, The National Gallery, London.
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Figure 32. William Hogarthylarriage A-la Mode: 6. The Lady's Deatfi45, Oil on
canvas, The National Gallery, London.
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Figure 33. William HogarthCaptain Coram1740.
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Figure 34. Hyacinthe Rigaud, Detail frdPortrait of Prince Joseph
Wenzel | of Liechtensteit740.
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Figure 35. William Hogartharlot’'s Progress Plate 1, 1732.
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Figure 36. William HogarthA Harlot's Progressplate 3, April 1733
Etching with engraving on paper.
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Figure 37. William Hogarthyloses Brought Before Pharoah’s Daught&r46.
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Figure 38. David Hockneyortrait of My Father 1955.
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Figure 39. David Hockney,ea Painting in an
lllusionistic Style 1961.
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Figure 40. David Hocknegping to be a Queen for Tonight
1960.

399



Figure 41. David Hockneydhesivenes4,960.
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Figure 42. Jean Dubuffet, Untitled, 1948.
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Figure 43. David Hockneidoll Boy, 1960-61.
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Figure 44. David Hocknewlyself and My Heroged4961.
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Figure 45. David Hocknew Grand Procession of Dignitaries Painted in the Semi-
Egyptian Style1961.
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Figure 46. David Hocknefjcture of a Hollywood Swimming Podlo64.
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Figure 47. David HockneStudy for Play within a Plgyl963.
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Figure 48. David Hocknelpeter, Paris 1975.
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Figure 49. David Hockneld Rinkrank Threatens the Princesigtail fromThe
Brothers Grimm 1969.
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Figure 50. David HockneWr. and Mrs. Clark and Pergyl970.
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Figure 51. David HockneWenry Geldzahler and Christopher S¢dt969
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Figure 52. David HockneYVhe Artist and Modell973.
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Figure 53. David Hockney.e Plongeur(Paper Pool 18) from tHeaper Poolsseries,
1978.
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Figure 54. David Hockneylulholland Drive 1980.
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Figure 55. David Hockney, The Twenty-Fourth V.N. (Very New) Painting, 1992.
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Figure 56. David Hockney, PlateA Rake’s Progress: The Arrival961-63.
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Figure 57. David Hockney, Plate A Rake’s Progresat left, and William
Hogarth, Scene Tw@ Rake’s Progresat right.
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Figure 58. David Hockney, Plate 1A ,Rake’s Progress: Receiving the
Inheritance 1961-63.
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Figure 59. David Hockney, PlateARake’s Progress: Meeting the Good
People (Washington}961-63.
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Figure 60. David Hockneyhe Student: Homage to Picasd873.
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Figure 61. Plate 2A, David Hockned,Rake’s Progress: The Gospel
Singing (Good People)961-63.
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Figure 62. Mahalia Jackson, Album cover @arden of Prayerl1966.
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Figure 63. David Hockney, Plate 8, Rake’s Progress: The Start of the
Spending Spree and the Door Opening for a Blph861-63.
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Figure 64. David Hockney, Plate 3A,Rake’s Progress: The Seven Stone
Weakling 1961-63.

423



Figure 65. Charles Atlas print advertisement, 1950s.
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Figure 66. David Hockney, PlateAtRake’s Progress: The Drinking Scene
1961-63.
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Figure 67. David Hockney, Plate 4A,Rake’s Progress: Marries
an Old Maid 196-63.
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Figure 68. David Hockney, PlatesRake’s Progress: The Election
Campaign (With Dark Message)961-63.
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Figure 69. David Hockney, Plate 5A,Rake’s Progress: Viewing a
Prison Scengl961-63.
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Figure 70. David Hockney, Plate & Rake’s Progress: Death in Harlem
1961-63.
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Figure 71. James Van Der Zee, Funeral scene, c. 1920s.
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Figure 72. Cecil Beaton, self-portrait with costume sketch for Aubrey
Hepburn inMy Fair Lady.
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Figure 73. Cecil Beaton, drawing from p.Gcil Beaton’'s New York 938.
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Figure 74. David Hockney, Plate 6A,Rake’s Progress: The Wallet Begins
to Empty 1961-63.
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Figure 75. David Hockney, Plate A,Rake’s Progress: Disintegratipon
1961-63.
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Figure 76. Derek Boshieldenti-Kit Man 1962.
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Figure 77. David Hockney, Plate 78ast Aside1961-63.
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Figure 78 Snakes and LaddeBoard Game, British, 1920s, V & A
Museum, MISC. 5-1980.
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Figure 79. David Hockney, Plate8,Rake’s Progress: Meeting the Other
People 1961-63.
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Figure 80. David Hockney, Plate 8A,Rake’s Progress: Bedlarh961-63.
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Figure 81. Panzer Tank Commander of a Tiger | Battle of Kursk in July, 1943.
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ure 82. Kerby (After Hogarth) Useful Knowledg&975.
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Figure 83. William HogarttKirby’'s Perspectivel754.
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Figure 84. David Hockney, Brothel scene frohme Rake’s Progress
Glyndebourne (original production), 1975.
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Figure 85. David Hockney, Set Design Reike’s ProgressGlyndebourne
(original production), 1975.
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Figure 86. David Hocknegtudy for Bedlamnsketch for
The Rake’s Progres4975, ink on paper, 10” x 10.”
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Figure 87. David Hockney, Model for Tom’s Room with Baba’'s Hanging Objects,
The Rake’s Progres4975.
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Figure 88. David Hockney, Nick Shadow and Tom Idle at Tom’s London residence,
scene fronThe Rake’s Progres§lyndebourne (original production), 1975.
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Figure 89. Miah Persson and Topi Lehtipull'ire Rake's Progress
Glyndebourne Festival Opera 2010. Photograph: Mike Hoban.
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Figure 90. David Hockney, Auction SceneTine Rake’s Progress
Glyndebourne (original production), 1975.
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Figure 91. Lubaina Himidd Fashionable Marriagel1986.
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Figure 92. Lubaina Himi@he Family Manc. 1982-3.
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Figure 93. Lubaina Himid)e Will B 1983.
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Figure 94. Lubaina Himidsreedom and Changé&984.
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Figure 95. Pablo PicasSayo Women Running on the Beat822.
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Figure 96. Lubaina Himidhe Carrot Piecgl1985.

455



Figure 97. Exhibition catalogue coveMNew Robes for MaShulah987.
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Figure 98. Lubaina Himidscenes from the Life of Toussaint L’'Ouverture
(detail), 1987.
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Figure 99. Lubaina Himidloussaint L'Ouverturel984.
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Figure 100. Lubaina Himid;oussaint L’'Ouverturel996.
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Figure 101. Lubaina Himi&or Romare: Is Now Too Late2988.
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Figure 102. Lubaina Himidn Spinster Salt’s Collectign
from theWing Museunseries, 1989.
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Figure 103. Lubaina Himi@etween the Two My Heart is Balanc@891.

462



Figure 104. James Jacques TisBattsmouth Dockyard (How Happy | Could be
With Either),1877.
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Figure 105. Lubaina Himidive, from theRevengeseries, 1992.
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Figure 106. Jacob Lawrenc®trategy from theToussaint L'Ouverturseries, 1994,
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Figure 107. Lubaina Himilletal/Paper from
The Beach Housseries, 1994.
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Figure 108. Lubaina Himi&/enetian Maps: Kingsl997.
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Figure 109. Lubaina Himi@otton.com
2002.
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Figure 110. Lubaina Himidjaming the Monegdetail), 2003.
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Figure 111. Lubaina Himidjaming the Monegdetail), collage on paper, 2004.
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Figure 112. Romare BeardBayou Fever #19, The
Emperor of the Golden Trumpet 1979.
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Figure 113. Lubaina Himid;alleon/Shackrom The Priceless Boaoseries,
2004.
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Figure 114.Swallow Hard: The Lancaster Dinner Servicketail), 2007.
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Figure 115. Lubaina Himid, “The Art World,” detail fromnFashionable Marriage
1986.
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Figure 116. Lubaina Himid, detail of “The Real World” fréxfashionable Marriage
1986.
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Figure 117. Flyer from Pentonville Gallery presentatioA éfashionable Marriage
1986.
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Figure 118. Lubaina Himid with Seated Art Critic fréxfashionable
Marriage (1986), 2004, Preston, Lancashire. Photo: Mora Beauchamp-Byrd
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Figure 119. “Art Collector/Dealer,” frédn
Fashionable Marriag€1986), Photo: Mora
Beauchamp-Byrd
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Figure 120. Lubaina Himid, “The Funding Body,” detalil
from A Fashionable Marriagel1986.
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Figure 121. Lubaina Himid, The Angst/Complacent School
of British Painting,” detail frorA Fashionable Marriagel1986.

480



Figure 122. Detail oA Fashionable Marriag€;The Feminist Artist
(Cult of the Individual),” 1986.
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Figure 123. Detail ofA Fashionable Marriageat left: “The
Feminist Artist (Cult of the Individual)”, and at right: “The Black
Female Artist.”
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Figure 124. Lubaina Himid with “The Right Wing
Sycophant” fromA Fashionable Marriagel986.
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Figure 125. Margaret Thatcher frofnFashionable Marriage1986.
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Figure 126. Lubaina Himid, “Ronald Reagan” frénfashionable Marriage
1986.
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Figure 127. Lubaina Himid, “Young Girl” frofashionable Marriage1986.
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Figure 128. Lubaina Himid, Detail from “The Black Artist”,
A Fashionable Marriagel986.
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Figure 129. George CruiksharMerry-Making on the Regent’s Birthdai812.
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Figure 130. Lubaina Himid, “Art Critic” (detail) frolA Fashionable
Marriage (1986).
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Figure 131. Lubaina Himid, “The Art Critic,” Preparatory drawing for
A Fashionable Marriagel986.
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Figure 132. Lubaina Himid, “Art Collector/Dealer,” frofnFashionable
Marriage (1986).

491



Figure 133. Lubaina Himid, detail of “Art Collector/Dealer,”
from AFashionable Marriagd,986.
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Figure 134. Lubaina Himid, detail of preparatory drawing for “Art
Collector/Dealer” fromA Fashionable Marriagd,986.
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Figure 135. Lubaina Himid, “The Black Female Artist,” detail
of A Fashionable Marriagel986.
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Figure 136. Lubaina Himid, detail from dress of “The Black Woman Artist,”
A Fashionable Marriagel1986.
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Figure 137. Lubaina Himid, detail of “The Right Wing
Sycophant” with phallic extension, frofFashionable
Marriage, 1986.
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Figure 138. Reagan and Thatcher outside the Oval Office, Washington,
DC, August 17, 1987.
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Figure 139. Lubaina Himid, “Margaret Thatcher,” Preparatory dra¥gng
Fashionable Marriage
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Figure 140. Lubaina Himid, Screen fraxFashionable Marriage.
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Figure 141. Lubaina Himid, Picasso-inspired wall paintingg\féashionable
Marriage installation, 1986.
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Figure 142. Lubaina Himid, detail of “Ronald Reagan”
from A Fashionable Marriagel986.
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Figure 143. William Hogarth, Seated young servant,
detail from Scene 4Mérriage-a-la-Mode 1745.
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Figure 144. Maud Sulter at Glasgow Zoo, c. 1968.
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Figure 145. Lubaina Himid, Preparatory drawing for
young servant fronrashionable Marriage1986.
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Figure 146. Lubaina Himid, Detail of screen frédntashionable Marriage.
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Figure 147. William Hogarth, Standing older male servant,
detail from Scene Four dllarriage-a-la-Mode 1745.
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Figure 148. William Hogarth, Captain Lord George Graham, c. 1745
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Figure 149. Haywood Mage€ustoms Hall, Southampton
England, 1956.
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Figure 150. “30,000 Colour Problem®&jicture Post 1956.
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Figure 151. David Hockney, unpublished
Portrait sketch of Prince Charles Tame Magazing
1968.
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Figure 152. Mumtaz Karimje&, Search of an Imag@letail), 1991.
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Figure 153. Ingrid Pollard)eny...Imagine...Attackdetail), 1991.
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Figure 154. Joshua Reynoldsdy Elizabeth Keppel with
her female servanil761.
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Figure 155. Ingrid Pollard, detail froRastoral Interludes1987.
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Figure 156. Paula Regwife Cuts Off Red Monkey’s T,all981.
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Figure 157. Paula RegGelebration (The Birthday Party}.953.
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Figure 158. Columbano Bordal@rupo de Leap1885.
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Figure 159. Paula Regodnder Milkwood 1954.
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Figure 160. Paula RegBprtrait of a Lady 1959.
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Figure 161. Paula RegBalazar Vomiting the Homelanti960.
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Figure 162. Paula Regw/hen We Had A House in the Countt961.
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Figure 163. Paula RegBxile, 1963.
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Figure 164. Max Ernsthe Virgin Spanking the Christ Child
before 3 Witnesses: Breton, Eluard and the Pgif&26.
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Figure 165. Paula Regbhe Firemen of Alijp1966.
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Figure 166. Paula Reg8tray Dogs (Dogs of Barcelona)965.
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Figure 167. Paula RegA,Bela Adormecida: Uma Fagda974, gouache.
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Figure 168. Aubrey Beardsldyysistratg 1896.
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Figure 169. Paula Regdhe Vivian Girls in Tunisigl984.
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Figure 170. Henry Dargefrhe Story of the Vivian Girls, in What is known as the
Realms of the Unreal, of the Glandeco-Angelinnian War Storm, Caused by the
Child Slave Rebelliofdetail), c. 1973.
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Figure 171. Paula Regbyo Girls and a Dogl1987.
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Figure 172. Balthus;olden Days1944-45.
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Figure 173. Paula Redgie Cadet and his Sistefr987.
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Figure 174. George Groskhe Lovesick Marn916.
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Figure 175. Paula Regbhe Family 1988.
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Figure 176. Paula Regbhe Maids 1987.
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Figure 177. Paula Regbittle Miss Muffet 1989.
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Figure 178. Paula Regbhe Fitting 1990.
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Figure 179. Paula Regdpseph’s Dreaml1990.
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Fig. 180. Philippe de Champaigige Dream of Saint
Joseph1642-3.
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Figure 181. Pablo Picas$®ertrude Stein1905-06.
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Figure 182. Paula RegGyivelli’'s Garden(detail), 1990-91.
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Figure 183. Paula Regbpg Woman1994.
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Figure 184. Paula Regbancing Ostricheg¢from Walt Disney’'sFantasig,
1995.
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Figure 185. Paula Regbhe Company of Womei997.
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Figure 186. Paula RegAmbassador of Jesu$998.
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Figure 187. Paula Regoriptych (detail), 1998.
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Figure 188. Paula Regmblartha, Mary, Magdalenel998.
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Figure 189. Paula RegGelestina’s House2000.
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Figure 190. GoyaViaja and Celestinac. 1808-12.
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Figure 191. Paula Regdane; Edward; Bertha’'s Monke2002.
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Figure 192. Paula Regbhe Pillowman2004.
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Figure 193. Paula Rego’s studio, Camden Town, London, January 1, 2005.
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Figure 194. Paula Rego in her studio, Camden Town, London,
January 1, 2005.
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Figure 195. Paula Regoriptych After Marriage-a-la-Mode by Hogartth999.
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Figure 196. Paula Rego, “Betrothal,” detail framptych After Marriage-a-la-
Mode by Hogarth1999.
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Figure 197. Paula Rego, “Lessons,” detail from
Triptych After Marriage-a-la-Mode by Hogarth
1999.
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Figure 198. Paula Rego, “Shipwreck,” frdmptych After
Marriage-a-la-Mode by Hogarth1999.
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Fig 199. Paula Reg&eduction I(Study forMarriage-A-la-Mode
triptych), 1999.
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Figure 200. Diego Velazquelzas MeninagMaids of Honor), 1656-7.
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Figure 201. Pedro Berruguefake Federigo of Urbino with his
son Guidobaldpc. 1476.
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Figure 202. Salvador Dall;he Anthropomorphic Chest of Drawei936.
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