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Abstract

This thesis explores the relationship bet wi
cul ture fr oml1t8 90r gtuod 91 ©Ot&h8a tn @ rhii rst pceeuli od wa ¢
the creation and &Gommuni clTéhtei am pdfc Difc kpearitnt
as a revision of, and intervention within,

Sickert studies. nltto pgruoevsitd eosn sn eowf ionrsiigg hntasl ii

as well as the relationshid® bhetweénihor mda
theories of intermedial it yd,anelx aymeitnianpg rtohpe i
fréodemach medium, imaiomtdiemg toarselee hpwi nterl vy.
facilitated by my discovery of previously

related to th& ip@magern ngisn alidc kermatwi ngs, 1 nc

magazines of the 1890s aasnd pIr9 Inks ,e pah edriewear,s

posters and pod¥tcaondsanapdribdimad il |l ustr
as sources for his |l ate paintings.

Through these materials | explore the dif
Si csenmtrt. Ehkapmi enre&o Mlar akvé mtgs printed i n t he
and argues that his artistic idea was root

printerly | a®mgpupaigret ofigsSifckemtt hree perspect
|l i ne, coltoaugre,. alntd amguese t hfatp Hicwckewdas i n d
understanding of print media, and was furt|
Chapter three G nypaisntigmgesa@gprc&egnritati ng t of
examines auwitdueere prhiantt i nfl uenced the way t

and perceived. Chagpst elratfe Usnegeixessini riadeo®isc k e

analyseBchos®bkti oht of their source il 1l ustr:
i nterpr et aBcihoonast tfeordieragc ht o t heir intersecti
cul tur al narr até vewn aar twiedtl i asj Gurckey.t The

on thdeéeahkdamger spective that provides a ney

originality of these works.
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l ntroducti on

Thi bBai Boretngf 59t3i00Y..1) , painted by Walter Sick
from a photograph 'he tbbk pairhtengtbhfatayst

catches a glimpse of posters on an advert.i.
colourfady templirt ecture, the column dominat
Porte St Denis itself in the distance as a
morning, and the ubiquitous print is alrea
fully aiwakserma.i n$ing captures changes that
city si mcienettheee nmihd century, as noted by a |
The real architecture today, the one tha
environment, isféehatpostef,cbheupsolunder
the stone monument, | i ke ruins overtaken
demoli shed every night and reconstructed

changing i mages that abmynbgt apdndey, optov

|l augh, guide? and accost hi m.

Si ctsemptai nti ng @&n ddetshaerl iljpomidronimt @tshte r |,
demonstrating that the everyday scene was |
playing an i mportamitntr od @e msl hteo piase ncec @d ¢
overshadowed by the allure of gleaming scr.
advertising columns suc hc calsoMaoheastn siFir etnhceh ,p a

were a novelty in the ninateehithmi cenpur yos e

1 Baron proposes that Sickert went to Paris in October 1930 in connection with the exhibition of his

work at the Galerie Cardo, and it was probably in this visit that Sitd@k photos for the motif La

Porte St Denis. Wendy Baro8ickert: Paintings and Drawing®New Haven, CT: Yale University

Press, 2006), 471.

SWritten by the FrenchujsdinnakciesCoahnd, wwhbee, pEar na
Tal me yOorl 931U LA giendalfef dRéhweye des DB8UXx (Hepdesmber 1, 1896
Quoted from L&wdarArnme tkael Mag,e of | mpressionism: Con

(University Park, PA: Penn State University Press,
12



were named after the French printer Gabri el
won the competition to obtain the concessi

in the 1860s, as @apt opk ctBea ttohner kta ot sya malrhne ¢

i n -caeh, with a hexagonal awning and a poi
acanthus | eaves, were painted forest green
Parisian boulevards. There Iwemmes momet lt & almu d
areas of Paris, and, together with other m
fountains, and public toilets, these ubiqu
creating a visual moder ni tkyn owm mlibhaek < idfy as

the era, such as ttheeef t el umpwal . aTlktihe sviasidal
compl emented by the devel-opmenhéenfhpcent uc)
the installation of advertising columns me.
indi spensabl e means of di.s pTlhaey icnog uamnds ,a cccoev
with bright and artificially coloured prini
dayti me, especially on gloomy days. The i m
as depla nPorte Pl Psni e comparison to the
foreground.
The advertising columns were not al one;

el sewhere, i n conteietg dinfdf @ mdretr iaopdsgfesr @inmdg
a ateilon between caoammersdtea uamhtwi Ppu aelsietnyt ed t

wi ndows along sidewal ks,-bgatTheée ngmahpes aovot el

entertaining performers in street posters
magazi nes,esantdh abtr oaclhsuor adverti sed shows. Th
read and distributed in different places,
to books. People might pass by and disrega

Sickert pleepimtght paloso establish a | oose c«

column, just as Sickert portrays by includi
have just finished searching for informati:
contempl ati ngwerwad.h Ailitse rhneaatdi vlieol vy, he might

13



somet hing else, but whilst waiting, who is
head to glance at the posters on the col um
al so shows ®Ghatcetsa acnossIfuosmnms t hi's space in
inform a friend (in an age before the inve
the coloured column next to Porte St Denis
|l wish to argue her eotthatnlpr itrot 9 ea tr etaldi s
at, btud ebngh s0iTehrec edner gence of print itself
characterised by new printing technologies
production and reproducti by, ppbungge¢such BB
packaging and the publishing industry), th
spaceé, spprainitess integration with other pra
print and architecture), and?3AlHe ode xeélesmpme
devel opments shape the view of the world b
Collectively, they contribute to the establ
significant influence on a¢tstipatiind ipnmrgoduct i
demamsttes this connection between print cul
advertising column at the centre of the pa
intensity. Meanwhile, the Porte St Denis, 1

eceged dwhPahiwitnessedtt oé Wwonkenls$48, and

Queen Victoria passed i n 18355, giinvetnheonyleyara
background presence, dissipating | ike smok:
cul tsurganli fi cance, has |l ost its centrality i

emerging print culture has affecbedrebde vi
column is not only a represented Ifact, but
space: the square shape and details of the
the blocks and windows of tThhee gfocshietresct ur e

colour s, i magi ned -apwiSiitck ephotfagpmapgthth,e ol ac |

SFor masdien of the definition of plritnér zatlitug ewi tstee
Print: El ements of Readi(rCdhiicragtohe THhrea Unfi vRemisn tt ySatfu

2018), 2.
14



| i tpeatacches of colour in the painting, and t

f

k
d

(0]

o

f

u

f

rmal components. Additionall yanasharpai nt
nd aqf bpurti nmth)i ch rfeeaicgsalhicspmawdat ul fil s
cumend,arS@somdrk poses the issue of transcg
ot her, an i mportant concern for modern ali
Growrdd in the éoauwnmgf omrithhte amd eracti on be
int culture, this stuaymedimsemtand esveeail alh:
apes and intervenes in the pictorial spa:

oceeds from three premises.
Firstly, the tradiét iroenlaalt ivoinew oo farptr ihnats ct

part of poopyl an cekbtentedecades has there

atespowntspecificity as a medium has had
riodicals, for exampl é, vhiasvuea lc ognusaildietrieeds
pression ananiPWegtr utphe mem iof mere to be exrg
ope ®fr efremences, and its profound effect
der st andi ngdwictohndvielne si eoanr,t iasmntdi ¢ cr eati on a
ncepts. |l nspdPredabyttbnd, athis study emp
d qualities of print as a Gmeidnituenm aacntdi oan tw

her reddlLms .PoSitekxetmpbenfiises the profound i
l ture i ni esrmaeiamgd exepsetrhet i cs at this ti me
monstrates the need for a comprehensive
prints, and of the connections and di st/
|l ture more broadly.

Seco,nddtyudi es of modernism have spared n

paint, typified by the high formalist t|

4 As discussed in Thomas CroMpdern Art in the CommoCulture(New Haven, CT: Yale
University Press, 1996).

5 See Koenraad Claeghe LateVictorian Little MagazindEdinburgh: Edinburgh University Press,
2018); Faye Hammill and Mark Husséyo d e r ni s m6 s (Pondiom Bloor@sburyt 2016 s
and Peter Booker and Andrew Thacker, ed§he Oxford Critical and Cultural History of Modernist
MagazinesVolume I: Britain and Ireland 1880955 (Oxford: Oxford University Press, 2009).
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di scourses of the materiality of paint and

studiSeskett, who has been described as a p
rationale for, and usage of, artistic medi
rather, di fferent mediums interact with on:¢

influentilalaimedioumyovi de @& fardsh amdc @dnt he

relationship between print and painting mo!
of print into pabwnmidwei Bl nbwl perspective up
interprengesvencBatkert studies. These chal
concerning paint, authorship, conflicting
and the nature of creativity. To some exter

medi um of paint.

LatfSiyctsemwn experience intuitively | ends
was a journalist, writerd,aldaiprutreru,i tpr icrotnmeel
print culture. His connection to esint cul
and other studies, but never systematicall"

interrelationship between the different me
technically and conceptually to a broad r al
aspect ®fc&rekert

This study emphasises the incursion of p

first review how the authority of the disc:

main issues arising fr omrtehvei oduosmi Shiacnkceer to fs ti
Based on this, | el aborate the need for a

engage with the relevant i ssues. Il then ex
empl oyed in this researchthesfiegre outl inin
The | iterature on Sifckeugednd th

perspective

The most di stinctive feature ofs Si cker't

16



use of paint, with interpretations having

f ocons paint as a formal el ement to its wuse
monograph on Sickert, Wendy HBjauraolni tcyo noffi r ms
paidtand interprets this as a priimd®i |l y f or m:
exper iwmemt $ he proper use of paint, showing

Whi st alkelr adapercihnawpue h resul ts ifpnooar Igiugauliidt ys u
fand to Harold Gil®wmamsanofChaplases oGi wheérch n
it hickest ipaitPhebde. chronicling the & or mal d
oeuvr e, Baron raises the question as to whi
practise his fTohrunsa lo pepxopse rnigmepnads snean g wi rcyont en
suggest st aannd iunngd eorfs pai nt as a formal el emen
Bar®nstissnae mi ni scent of the modernist pr
content, whi cb)iog elrlamnFg®Eyt.gb srhdagpretd wr i t i ngs &
fpl asti c codmessioadbdt mdaircen ambaeay wvbaThe way he
cl artihfeisedsii esn®f ten through analysing speci f]
to be r esgpulrsaespudecdtyad spnot easy to gain a cle
ter mfetal eipowsiss bl e toi deshinpaamoi&kagrr efhrayg,e t er
the plastic consideratitdieuire il msitti ioon

as | understand, is not a specific el ement
e v al waltaiwhdi ¥ h pl gowid drppdbeemat eri al, paint
in a painting is the medium of Tphdaswec exp:
can see that paint was given priority in t|

mai nly to thEr pi ev eniheé phroameodrdarr bw idttiht | e o f

SBaron, fA1913 to Aut umn 1Sickett,Paifigend DralvingsBl. fds e of Pai n:
Sickertds criticism on Whistl erTheMNewAgedun&/g,l t er Sicker
1910, 1293 0 . For Sickertodés criticism on Gilman and Gi nn:¢
Pai nt er s TheaNew Ageldne 81314, 155. Both are reprinted in Anna Gruetzner Robins,

ed.,Walter Sickert: The Complete Writings on £Bxford: Oxford University Press, 2000), 2237,

and 378381.

'Wendy Bacégmpnhdon: Phaidon, 1973), 186.

SRoger Fry, i S & e h @ bueamsorn@toss:nQritital and Speculative Essays on

Art (New York: Chatto & Windus Press, 1927), 16.
17



Moractiti @Barchofvipavi mtn. pai Mg i cngmmesntr edd ect €
Sictsermtrt i n 1911t hewhtentithgey es aordl,y ftohhei r vi st

they are not symbolnsl,octkh etyh ec osnetcarient sn oo fk etyh e

(7))

pidPSitmi | arl y, John Rofilhekres tDeecigm sl,atSerc kverrat e
interested in his mod@lhbemamhme mtss §&hm pRisc kaer
art, accord& wiitelw afodpra toRadéslege d w8 r &s 1 n a pur e
formali st way, in an attempt atra ihsypat h enttiem:
and to di s segoawnd@vtiheewsa.r t i st

|l heegSd ckert did not consider himself as a
a diffeoeppbssegset to colour; the artist J
described fhym&ncé&erfonm, oATohti sa rneacna lolfs ctoh eo
tradition of the design and colour rivalry.
foundation of dcrhau gthhtes naainns*hlisp ,t bwhsies ensepr f
i n SBchkisrt idghe sGiagnidl ant te the way sto narrat
critcfrigpcnod Apathei sgme time, the use of pai
essence of & rgoso ds epnasien,t ifnogr. Si ckert, form a

equal weight buomntahgodd dpaiontieh@borate the

and the narrative, so hi £ svtiaenw,e tios seuabsoirldyi
paint as tthhee onpéptohsai ttfevo eonfia | aspect s.
The separation of form and content i s se

Bar@n i ncl udi ng &GRetbheecntaat iDca neixepllsor ati on of pc

subject matter thatanocotvet hsaeb®echphwi sh art

°Fry, nAJ. YSrans®raatigneld3t., 0 i n

PYRogeriMFr yWal teerPiScckhkees at oThe HNaa@uboyridd.6Gal l ery,
John RotWadnstreiRn,ch&6ltb QL ockeéoh: (Beaverbd9pdDk Newspap
?Sam Rose, fA6With an al most pathetic fatAtl ity doing
History 37, no. 1 (2014): 127.

BwalterSicle r t , A The Rdlyespeakaday 8, 4897%, regrinted in Robinsp. cit, 166.

YSickert expresses these ideas from time to time in
Dowdeswel | oNew ®ekIHeragr i1 Aepsr, 10l 1, tlis8&Il;, Cemdglish RekiawC,r @

March 1912. Both reprinted in Robirap. cit, 26 and 300.

“Rebecca Daniels, fAWalter Sickert and Popular Cul tu
18



theatre i nGot méldre Sti tktehteetl adii e shi p bet weer
l'ife is emphasised, with artists regarded
painting as a visual documelnay owWi tnto dpeirent drii
surface.

Yet ot her rsejhaodhtaesds deamaecati on of for mal
readings and t hnearsriantpilwee tehghueentieisa m i afy . Il n re
t tewe-hit yst century i mpetus t&diktiomng BfhgBirsh
social and c,ultthuegyal hawed edrommetdt e bi nary of
contfeseeing form as i ntegrhalsttooa incarlr arneitvheo dl
whil st maintaining a keen reiasiingtefptéaeati
turn has been made possible by seeing the
the materiality of paint. Paint is not onl:
Peters Corbett pionédegr e@ditolriiga lse gaugank ithteio e/® Isc

paintings and considering how paint and ot

reintegratedForm&bhebmeéeani npe visual focus
painting, including paint, ®Compngroed!| our, al
ver bal arguments, the visual, for Corbett,
knowl edge-Vi ot oheami deriod and early twenti

Q
5

guage to communicate re®Aitiysthadwbeen b

i nt uy tatvterlacted to &xm@lbordiing ttlhheipr ome diieumn

rendering of reality. Paint was opposed to
generating n&omratixawenpmeanitmge. yell ow brushs
rail inhérobateiHumger ford P3daacred ofTurVvimar o fet |
Kati e LElwg.e2n)ceare, for Corbett, a gesture 't
thned erial ity of ficmaninmtt ictlsadInf ,a wdhirelct tr ans.
Wil liam Rough, dwalter 18i t @ RBHDiDiss OriversithadStTheatre c¢c. 1

Andrews, 2010).
17 See the introductioto David Peters Corbeffhe World in Paint: Modern Art and Visuality in
England, 18481914 (Manchester: Manchester University Press, 2004)
18 Corbett,The World in Paint11.
¥1bid., 18 23.
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but rsastehretrs ai t s

sur f ace 6o fpa3inttk encgt,uaat i ng
fk nott edoitso gseutpheerri,or t o

CorbetdecsnsdBadedi c kleiofne osfu bljoenc t

physicality imTchenstructing

web ofot catil oare and

t h8Atl otylad 3 anineg att ii men,

matter S uc

Camden Town murder, together with the pictc«
urban experience and ZTthtiesmpstiosctitaol i gads p eiatds
continued,a wiortre speci & ctadryt eXt t hien Candieea
nude paintings, in which the exp&efacee Dbr
fi@..3) is related to the history of contagi
t onal cpornetsreanstts rtene di squieting?®kdemo,spher e
paint adopts a realistic role to denote a
materiality of paint to specific social an:
hi sbbryemembrance in the interwar &eriod,
use o¥FpriB8eller, the dryness of the paint
thus embodies Englishness.

Combining form and contentnd tfhoeersm ssecrhwd a;
the emblems of an aesthetic modernity, whi
moderni sation. This perspective identifies
articulated by Matei Ctlinescu, tWekeoéheron
embodies an aesthetic coffCeatl| ¢ehaHareisent|
also argued that moder ni’®maigsy ee rwd adct itchre tal
®David Pet Brexei@or dettto, Moddsr nMusyi:c WadlltdeB17S &d ceke,r tc .
and Engl i sdaMaovbedrerrins ns/mMogi(@ 0 DD 989
21 Corbett,The World in Paint199.
2| p 7.5,
2Rebecca iWaalntieerl sdc kebtan Realism: Ordinaryd Life and
The British, Ard. JDu(r2n@d2) : 59.

%Mer | i niMaelelrera,] Memory: THhH®OPM(rikhD»f Riagzse, SUrcikweertsi t
East Anglia, 2016), introduction and passi m.

®Mat@hl i nFeisvceu ,Faces of ModeGardeg, Medadeinsm, Kvamsth,
Post mod(eDunrihsaasm, NC: Duke University Press, 1987), 4.

%Char |l es Mbarerrin€ammbr i dge:

Cambridge University Press
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of relating both form and conteaemikkels moder
studies of paint as a formal el ement each
and suggest that form@& fiadraSiodkernt , whs cdi fh
influenced the interpretati ocOn dfhearott hseirnc e
hand, modernity in their writing iIis not me
but i s shaped through pictor-habtmancpul at i
met hod, with paint as the objectogyprodvi des
the pictorial surface, encouraging a focus
|l oosen the relationship between the artwor |
point | ater. At this juncture, ¢ oiwevtelrei rl
studi es.

Firstly, though Corbett promotes the vis
t hat dominates, and the analysis becomes a
at mosphere, especially in the. chseseémshth:

in hisearalyybiraashstr okYetplaays nae soifmiplaarmtr o

paint arRaidntf,f ebremshstroke, and other visua
fl attened. Not only does tihti salesroa slei ntihtes ptoh
interpretation of form or visual quality.
solidifies the dominance of pa nwomkd rest:

Secondly, the reason Corbett deoposes th
true understanding of reality is partly be:i
to their referents. However, his attributi

arbitrary &8Ad maethphwhat.is theddvifisealnce
|l anguage? Furthermore, if, as Corbett argu
system of meaning, could more ankégsis of
on soraintnigstowd diiidnsSagkert ever develop a s

|l anguage to describe modernity? Given that

27 As Corbett himself recognises, pais a metaphor for communicating reality. CorbEtte World in
Paint, 12.
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medium of paint in his paintings, why did |

materiality more emphatically? Why does pali

The attentchbhér gliseemft pa$int has al so | ed
on his early and | ate works, especially wi:
his | ater output. These dispar &tevei 8ws1l be

who refetrs woiukid szkw transcripti®dns of Vict
While there have been revisionary studies
and Daniel s, di scussed below), these tend -
di fferent amnfd Rieowh ardde nSiidker t .

The reason why the @®rappcw@athi am wiati mt $in
adi vi sion between the early and | ate wor k i
creativity of the artist.siFdgrsetspatiaheéypl
value of the medium is a component of a go:
not as I mpost asntsias,amwiarht itshte arti st wusing
wa¥EFrom this perspectiveop Fhyg gehbtsessamdsse
of an artisproVhde atiheawnchraiytti diost na toef cSaircekeerr
when he | argely adopted print as the basis
bet ween print and painther d aocshedriitgs nppda kk.y
Sickert, Daniels argued, havicnorlianatped itoh
il lustratwomnl$ Eiofy | tma dsyel,ciheose swel | as paintir
the designs of newspaestopbdtbhgeaphsa ohatl
produced i mages, and t#®lUBi ssemenanradeédamd st

reading of Waldiesrc uBsesnijoanmionf aura. On the on
regards the aura as i nhgerfeort tihne a upeirntoirng
painting over other i mages, without tracini
2Clive Bell, #Sicke The NemStatedman aNdaNati@eptemter 6G1841,12280r vy, 0

®This view appears from ti me t oVisionaneDesignbuFr yo6s ear | i
becomes more prominent in his later writings, collectefransformationsand especially in his

writing on Rembrandtés i nner vTransfonmtionsBd¥49., A Some Que
®Rebecca iifbraend = I Msxtte JehevrLe of WaApetb®Rji char d4&8 ckert

20p2035
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shaped the discour&etaofmeor iOgi nndlei toy hiem Hian
Si cse stbdumicdkisct ori an per dwdr e aphrootd urcetsitornast ioofn
any artwor ks, whba®u tAvred ehdwedan atuheasaur a of

transferred to paintings? This view of pai:

feature of art, providigggl dti emhnwerdlsnbewi ngi
the historical significance of the debate
is good to trace the illustrations on whicl
constructed i mage is farhenoori gihmal a aed et t
a painting does not cease when it is made,
wor | d. I'n I ine &ivtheRj chamideMoriphetcl ai med

precur sorflThosPwpuadt seem totgtye Bowkeet, a
claim is based on &hianpdpsriogphrti,a tainodn oonf Sihcek erre
simple transplantation of the discourse on
t hipop quiahi $ielsert withouwtd delsuwiomrg ciant a etl hae
bet ween the artist and mass production. NolI
consi der what thhaep ptei nneeaqgbfe t Swecekneartti on of pop!
culture and the emergencé owWorPkosp aasrt . p€an
se? Coulsd aSitc kbeerctome a new art in its own r
made ma taenr iessltsa Hilinsslbed c?2al narrative

Unl i ke Daniels, Seld eusaoefs maitnt qwiatt e IS
i nst epardopohsees to decentralise the role of t
anaddopt sphequmenol ofgdacmv e rmmeitrpdwiot maartawer k
Sicseltat EHwos ks & Mioakertin relation to the

i nt errwaord pien Britain, and refl edstusbtadny t he n
and nuanced ontol ogio®al and political me an
ThowghH ective in discl osikngwarhkes we ndeerrg endo |

from and sthapeadisaldeipib@imenol ogi cal reading,

S'Richard iMoe pMeder ni t yoSa fu dii @t ¢ nM$deds k(edtBB786.) a |
2Sel iMart er i alol Memodwygction.

33 bid., 25.
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w h

nnections between representation and the

a process of t Bsanhsammids, s iaonnd flraocnk st hae saerntsie:
d intricacies involvedailh,tpaioteagi o a:
ocess as well as a traditional craft. Thi

om patronage to consideration of artisti
rt of hd sneglyec@Sedtthm&Bt ekbrstorical condit
own in one of his analyses of a portrait
e portraithif.4Edwar wo¥Vkl baéed on a press
mpete with the | mmedalacy pnmoseldtei@dabdyd ¢ i Ki
wi der*Qaldliemcwrsi.t es td ap aifhred zpeg itnitmei,n Si
d thast SI t&dréhaenid gmmeoduinad e@d®Tédv sntagscount mak
nse for the period wheaendfwvimaandnr atdeochb:
l ebrity culture in the 1930s, and i mpli e:
l'ler omits mention of the i mmeddtihaet e sour
int odandestKiilnlg ref ensg etSbeylllaetre sSeiecnkse rtto ars
int as a transparent medi @mat edoivweelv,erdr yi,s
di fferent, 0&mDd ds tSiilclkked tr emvamt refl ect on
a word, while Sellfemeachkmrawlaedggpegd htehd 981
nores the i mmediate medium, print, that
ovide a clear expsl gmatnitdm ga sa ptpoe awhsy t Siec kw
y print, rather thans aintys ostohuerrc emendaitae r iwaal:
Both Daniels and Seller attempt to show
iginal as in his earlier career, but the"
iginality in the 1930s. Thleadow® motnlaert e
alitiesascf atlls® werehBjanaomtheCorlsetatr chThér e

ck of attemteilaanr ioom pvaitrht ti me and the | aw

34 b i3d2iB,6

¥ bid., 336.
®¥pid., 19.
l'bid., 336.
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hindering amwhgxplaomat i ean aaslfiitty iiss. b onusntde audp
a predetermined context.

Ipoiorutt t hese difficulties and shortcomin
space topexploamguiladte Si ckert used. Hi s | ang
has paint as a poomicomnenet ffreant moevheredoedHun

inherited from, and entangled with then po,

specific meaning in hid tvinmew tHeate tlhewie har
plastic values f cer aditfifserse rta vaer3tdins tfsh,i sne c am
case, painting should be approached in dif:
factors. In order to do this, | propose th
culdurel at i @n attow o$ iaecekaesrotn s . Firstly, print
own | anguage; it has a fompandtcogtent@acth

understanding of his mededmbhyepgdi of. aSeode
the rivalry imfg prtisretl fared eprgpilntf i es the dual
artists were concerned.

By talking of a rivalry between print an

to make i mages and tHWHeimanr exéeenitn ¢ dmmu ioaen
f idesl, and their status in this trade is flu
technol ogy. A useful example here is that
and a nostalgic status, aftdhimassugmristti @
duality of modernity within print: when its
di ssolves its association with progress, a

invol vement iThhehweman ultammwmur.f print al so ha

on the purpose and status ofs awmrti,t iansg sf aomo u

concept¥lonf igawrd&.l uidity, print also had a d
As a medium with a |l ong hist&rytaftdcsotsi rou
or new is relative,)s ands o tnsotr efliaxteidon Weo cpaai

BFry, fAO0On Some MoTdamsformatdms20@8.ngs, 0 i n
®Wal ter Benjamin, fAThe Work of Art llimnatonsed. Age of Me

Hannah Arendt, trans. Harry Zohn (London: Vintage, 2015)987
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on painting and print in the work of the C
print in terms of its relatiosntdod modelmav e
been, an i mmediate condheiironr eloat iaans htiop rteh
the concept of modernity.

I n Sickert studies, there are indeed sug
the creation of pasnhawg,neveal vapysgheas ha
significégnaode.scResglon of the &Ghpatntcaly usté
theatre periodicals as its supporting evi d:i
compositions 6f imanry iwdrr éidokfaoatimtesd and medi
through the production photos of protagoni
Pl ay Pi cRoughlreveal s the abundant paper ma
of the twentieth centurkyi,ng@nand hapgpr eadil aiteina
There are also petrbpeepi seemohagi caktoghngskel
a form of cOammmMmuetitcadam:ni ders the urban expe
era as unknowabl e becaumeaep we &hotwr & thtad d wam ¢
ideal i keowd,c epd0fiaand cwe yhave reasons to relat
the ne@wspapeéer al representation of the worl
Schwartz have shown, for somesrefadmalsi mg@ ws
sense of the world; however, while they pr
their i mmediately Oseonwli dd ge hiogs i alonng seljdect
fimechamilimmi ts in delivering readwittyh and t h
this partiality embod4Tehde ipmrtthelrialye odf trhes
viewed through print is taken to extremes |
coll ections abemabetenl newspapenstruct the -

cournttehe fear &MWel oahnghmehohgre of a typic

“Y“DavRat er s iGopobst MatoSreixalal Fdgt, sl dentity and the Cit
190159 18rt H2KEtbAE9DBS
“4Jason E. Hill and Gamne¢es g RheSPhwamrze, ghe. Vi sual
(London:urBy,oo02ntsb5) , 5.
“2Dani eliCémpatsive Hoarding: Psychopathaol ogies of Pr
Culture, ThebbyB@OdaAABALtIi que
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his studio with his wiffi€dg..5)n &hsé¢éa of apmape
that Sickert was a hoarder in anyntpsat hol og!
for future use demonstrates tBecpeavalrehee
the gathering and creation of knowl edge.
Lisa Tickner has proposed a newsspaper aes
Camden Town murder fpaihretiirngs foeemr esmacceo tmt td e
ti twheesch, as with newspapers, merely report
cri“feé.ckneroti on also demonstrates the part:.i

newspapers as a way ocf ekkmpewiireq.c eTlifs tasep eno!

Linda &dowlhlrids, is a fragmentary vision whi
totality and connectednes¥®%, as well as the
Nochlin also suggests that suohpfriadgment

technology, and particularly photography,

easily &Bessbcfirbgmentation, ushered in by |
moderni st a® twdNml lsi nvniDeewg aosf t he tewhni cal a
relation to visual representation offers a
and its relation to painting, as per the f|

print perspectiveprime tteclpraii aldiliannge Ir ati isers
guestion: how do artists consider their me
As mentioned above, Corbett and Seller,
patntexpressi vitgcr eeaatcihv e nupilsyc cawretriys tosf t hei r
relation to thiformad imitghthemegaltlhathaeefi ne

of af ormab critici*smicf itdleai rwame ceixum.nsi vel

“®Lisa Tiwakner, Sickert: The Camdemi Woder Mutdée &nd T
Modern Subjects: British (ANdgwiHauweire, EGT:l yYaTlwee nliniievtehr
20DpH14 2

“Linda NdhehlBiody in Pieces: The Fr@NenwnYorak: aT lMemeas h
and Hudson, 1995), 23.

45 bid., 33 34.

%] amuwmpgesting that moderni sm should be understood
After all, tehepadedardiadrity toliat mages, such as Dadai s
key modernist ideal bece®@sarthianddtea hissrewvevampha
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eenberg, who championed fl atness

and as ptahiantt iwhgi cfhr odhTdotitisinegrsiasdrheesf o

nct feature of his formalist t he
theories is the notion that arti
readtrianqttso aexdi anaikn qagc @amoi ces i n

re. Only art madegeualnidierl |tohwa sneg c o |
another formalist, Michael Frie:
det er mi nsedofwiitthss no irh emecdinwne,n ta nodn
comparison with other works pr o
g and val®Tdooafgha Gweek blee gafdf idr me
raphic media, weaentnitoms vtea tvhteil els sa
ally respond. After all, both pri
when reflecting on the specificli
I t,s @fmalrtmacl a ltglaya | fFe gi peasxd mp |l e, i n t#F
rints and graphic art were held
s on %l me Spuwerkiery oft udé ckisa. t here a
terplay otfi mpg iirg i &rgt k edtrhaomi gnhg , t hains
e SfBuarstehde ro ne xtphleo rpeede.mi se t hat one

critique its own for m, |l propose

with reference to trhmeall alngmuguweg esfd ipfrfierts fTrl

interpretadi anppofieSycker matr atomer deirtatdalmsnor

fiquadoift yar t
Cl ement GWMecabriirgd CPhA&FENingted in Francis Frascina
Harri stModeedd AMbdanni sm: A (QVeiw iYoalk: ArHtalrpleagyand Ro\

5110

which is also the concern of formali st

“Mi chaelArEr iamd, Object hoodChiEsaqys Ema RKReiviewsity of

199BAL5

®See, CoiFtanthePrints in the bEolabB®dnfe IMegmre®pDildoniasim a
A6 .t rBw.l H3e6t(iN988) : 1

Rut h Br Warlbtearg,Si ckert RaPirsicnhes® Hwa vCeant,al®TgiueYal e Uni v
Press, 2000), 42.

SlErgr . Wal terPiScckees at ot be86St afford Gallery,

Museum of
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the social di mension that print as an art |
demonstrates a for mal & nwoerg@isigtt yar iarl, i n Ri
i nteld®bogeddcse kpHrriite. f or mal aspects of print
for the arbitrariness and | ack of 1 mmedi at:
for mal readings.

I also wish to clarifey frmy madasang hfeomr i a&rs
Greenberg, and Fried. These critics were al
mi dst of modernity and its consequences, a:
consequences i s a separatliyansefpacaltti emalof m
Ssubstantive reason expressed in religion a
sphersecsi ence, moirmal d ¢ryg eds divaliTahrsnsa ssepar at i or
s related to the spespddicfiutes toffr dnmrdti lme si |
separation of art from other fields and it
these theorists, was exposed to the vari ou:
society and art. They wer e nscuebsj eocft nhood e ramidt
and, in this context, they tried to grasp
ideas obfpmedfumity.HpwespectBvekastan art.i
the medium, is more historhicsalppyaainidd esmpi r

a richer context for the meaning of media -

l'ine with formalist theorists, | also wish
productive both in teaching and in writing

Beides studies on the epistemological in
relation between print and painting is al s

practical a&Gpgcaphot Srcketn I4H7r,i ehsdber t

2Richar diTs@odecensoBi cuerEyeThe EhHheaMaéeétbewLiTfavers

(London: Piano Nobile Publications, 2021), 11.

What | wish to achieve bys afdohremmailn gd etvoe | aonp naennat!| yissi sn ¢
a narfaproegressive artistic innovation; rather, Il b
| anguage for artists to employ in responding to soc

“Jurgen HMbeemasty: An DINTloenpAeedtiech ePtriogj:e cBs,says on

Postemond Culedir eHal Foster (Port Townsend, WA: Bay Pr
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moatséed t he I mportamcerbdbfbprintl fipng &isket
mpil ati &n wa fiDtodwmg kEeiNetle id h go>°Shr @806, Anna

uetzner Robins published formerly negl ec:
w he expdmd erdatrweradliisstt §Tcheaigy hi @R oftbdi enss® i ma
on drawing here, slise fnroineentdhsehlieps swintehn ttihoe
arl es Keene, who Pwomekhedl s wg g e shtes ntahgea zn eneed
rther researcbhnonacthens8bgt weenl ahest wwr i:
ckert, in 2022, Robins foll o#®s use tofi 2 c
ne, unbrokkeatthinegahns &c epheatrekd dBa Wiereqn.e

e al so nothisng hdartag wibryg 9 uibrl Nmevr jAgcei cal s s U
ckert revealed his | i%len 02n0g0 0,0 vReu tfho rBrid nhb
mpiled 366kerti nts for the first time, re
eir relati ogn8Thoi ss peeactidliocg ea isnytsiiBe mat i cal |
int techniques (particularly in relation
ncerns as a printmaker. Notably, Br omber ¢
csedtr awing, pngnpragiiaed paontone anoth
int is only briefly mentioned and not pu
It wort h GAretx hARbl id veiroyy, i, s nthad&€di ggaphic wc
nging from sket cihnegss awod keetdc huipn gf sr otno dpraaiwni
e connectiom pait weiemg Si aker FiBar@nr ks i n

06 study of Sickert also empha#iThes dr awi

%Osbert ASiFrwel House! Or, The Artist as Craftsman: B
Sickeonhdon: Macmillan, 1947).
%Anna Gruet WakteRoBiokert: dDPawchigse: TWWeodyamd | mag

(Aldershot: Scolar Press, 1996) .
571 b.ilds .
%Anna Gruetzner Robins, fAThe WalterBickerttd. Bimakert: Paint

Chambers (London: Tate Publishing, 2022), 16.
®Robiwas ter Sicker3td:;. Drawings

°Br omber@at al ogue Raisonn®

1Al i st air Smi t hWaalntde rwahidayWw eBnagr :ol is{ Mahnec hTehsitreg : Whi t wor
Art Gallery, 2004).

2BarB8n¢ckert: Paintings and Drawings

30



revaluation of artwodlks omlgmpapmitc hmesdisathb
t hieai nt oFreegveenadl,i ng him as a technician of a
available to hifemweras nfitcekre rattT sheasse e skt su da vens a
demonstrate an awareagspaving pherwadytfopof:
of S&ckernter medi a practice. However, with r
ignore the particularity of print.

A furtheMeagqhualy, Cbygr ke, suggests that pr

enduri ng dii médsresciaorne eorf, and rel ates this to

ori gi®cCdlairtkye. reviews the issue of authorshi
two | awsui t08 novfoltvhengl 8 ph Pennell, his w
Pennel |, Huber kevon Hedkoméaeyd &mednbfeirmsd of h

that discussions surroundi nTot hdeesmeo nvge rrea tiem
t his, | shaQllaGbkaarfritajt eéroémaimefws case of 1896
Sickert criticisgdttresPemné¢llthofgormaphel I(iwh
drawing on paper and t henfittradantshfoegrrraipnhgy t he
(printed from drawings made directly on st
for Iibel. To rescclavé etdhe oc @xa,mi expd¢rmhtes dwd 1
effect between a ftramstfheorg rlai pthh,o gersappehc iaanldl ya
the render i fiWhiolfe bd magpe&mtesssargued both sides
and for no diffgementef avobheefli hak Pednel | s
and was foun®d guilty of 1ibel

Cl aré&eeal s that the relationship between

The words fApaint | egendod arbgprevigus referenees, byiRose,, but t he
Seller, and Wilenski, to a ASickert | egend, 06 emphas
al most pathetic fatalityo; Seller, AMateri al Me mor y

64Si t wAe IFIr ,e e ,2H06uU. s € !

Meaghan Cl ar ke andivBeeieng!| noi Bk a@&kHistory35Pno.i3nt Cul tur e,
(2012): 57495.

66 |bid.

87 Ibid., 582.

%8 |bid., 587.
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especially i s teuthhbmrdithesd. hdeetvaerltoipsment of pr i
technoldogiemaxs hlead a state of rich diversity,
proponents and opponents. Art practitioner:
for their own reasons, yet their stances wi
according amd tthe tmae kewol ution of their owr
Furthermore,sqgaaesheonhscbfyawere raised, | e
understandings. Sickert sued Pennell becau:
made directd yhaoryd,t hpemoagwatnmesnt s of transfer |
that transfer | ithographs co&sl|l dr pawiesgyry viehat
they were therefore exact WQumpltitiag i Dess e . at |
transfer | ithographywigeseaated whéefbeentt .
further stalget lodfrndmneadiitaetnitoinon shoul d be paid
since it affects the making and interpreta

Sicseatteer . Much ®9dugddieomxhdrl iBgidwaeldiity has

on the | ater woBskenthut icmarffact wlisc kenmer se
di scussion about copying versus originalit:
medi ation i n his wairrkspr e€lmiisse pofi nmhys rtens & arec
prént ntervention in painting at the turn o

t he work of Sickert.

Research met hods and theories, a
So far, |l have oodlkedneperscspech et Doa rSd cliaw e
revi ewed t hek niegi ecmedifapy imoel e as well as
uni que qualities of its own, that should b
and interpretatiaadmdrcefssanth.e MYy oaiemeind itomed
di sputes (the question of originality and
% bid., 575.

70 bid., 586.
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as to bring out thé uwmirkuye amualiittsi e | aft i Din

ti me.

My researchwqdedt ponni smedoa, 1in its var
with painting? My focus is not paint or pr|
concept of print to intervene @G nantthe Iprertmi
sense, prasttwdhliseoeralkal context as well a
of my study;fept ®manfdhs ebamdi ainon of art. F o«
the two media, my study explores the inter|

come t o iyntsehronretdliya)l.i t

By internal aeeé axteomklssoasttdeabnphéeanane

—

here is the artist and their ideas, while
artwor k Isiwgnilf ired ye xojmr eéSsi scekce ritnt enti on, suc!l
doucment ed i n hicesribtijogiramkealep ialnldustrate the
artistic style and how different choices w
ti me, | examine how his audience understoo
print Tchulst wree.spective views the experience
to its under st dnrdawnhg ht hr eerc oluats ait mttrog nttehieo na.r tTit
under stamdiomaptdiesr t han anticipated by the v

The entry point of intermediality betwee
earlier print studies. Here | would I|Iike 1t
studies so as to provide an explanati on of
its existing use. As mentioned at the out s«
i ndependdégrta pgfhod ph Rr@gy,ics Debmay a worl d f unc
shaped by the mechadiPird amlt prnaddaetsi drs dfo Broim
expe otrhi s graphosphere throughWhatf flerwing h c a
to draw attention to are three trends in p

materials already present in the prraanltm of |

"1 Régis DebrayMedia Manifestos: On the Technological Transmission of Culfeoains trans. Eric

Rauth (London: Verso, 1996), 26.
33



materials with |l onger preservation potent.i

inclusion of a widersulwihneyaof primted Imatt ¢

manuscripts, photographs, and otfhreamepheme]
solely examining textual content to a grea:
aspects of print. This broader perspective
bet ween print and art, extending beyond t h
painting and | it é&trme ubrei,dedFéfchl steemplaerte as
Mc Gann has observed, the visual effect of

considered as i mportant fofPekxptrecsanveal sme a]
Shapdi sorrupt existing aesthetic concepts, s

sensation, as RacheiL aBeaudkyal sroy eh aas tceingd d NS ¢

paid &Gorgdiant on to other fields, including
actioftieading, collecting, scraping, shari
other media (the rivalry, merging, and di

intermedi ary between people (facilitating
knowl edge,diafnfde f erf°tg i mygb | i cs) .
| have developed my understanding of pri

draw on a wide range of print material s,

too but all with a view to floe@nt cmegu \&rognar t i c L
printshauopacfe 8sc wwonrtks, in terms of both sul
technique. l ncluded in thVisctcaniegmrpye raira@d isa
fine art prints, newspaper hpdifntosreppralnlel
Siceseptainting as a visual tradition for th
wor ks. I n this category, I consider newspaj
commer ci al prints, and prints made by ot he]

A Our A dTte llistrated hondon NewMay 14, 1842, 1.

73 Jerome McGanrBlack Riders: The Visible Language of Modern{rinceton, NJ: Princeton
University Press, 1993).

74 Rachel TeukolskyPicture World: Image, Aesthetics, and Victorian New Me@aford: Oxford
University Press, 2020).

5 See introduction of he Multigraph Collectivelnteracting with Print.
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reproduce artworks, including publications
il lustrati oinret graessti nnegweneamdr s), and publ i c

il lustrated by artistb pavwchtasnmobder hosdi

of d hpgersints, including the space on the pac
colour), and the | ibhesargseafehens. stuppepat
primary materials | have gather&®dt,i men,cl udi |
antdwe-thtryaked il l ustrati on<s£EntgHadts h8BBxkerets used

i ncorporating historical ®watwbewsit alslicntsol lu
try to get closer to the momeaiimtghen each |
fatate a more | ogi,cawhiamhd apanre cei osiem ragnhael nyssiiosn

both &i okkaavtr e and the broddesoméeserntectu] tm

perspective will appear to be technical; h
prti nculture, have also Geseocicahdmitliioeed wi't

Besides print products, my wunderstanding
inherent in print materials and those invol
kind) aerei thiacgalclty smooth, unobtrusive, anc

terms, printsbaasreed,udualhlty paanpdersui tabl e for
The esseisce aocft uprrei nits Iits | ayering, and eve
|l anguagée ¢OBipher the hatching in fine prin
carefully curated and has developed over t|

wedbwhat the print schivhar nWitl ldf@maltdgfomsal d it

prénltreos is to exploit i1ts inherent concern
Kitéslassertion that print, |like afy medi um
These qualities are what make print distin
toppar opri ati on. | fAwouhdet 0@ Epgruian tcearihei snt ehsesm

6 A list of the old illustrations is included in the appendix.

Wil liam MPriwissandrVisg@amiCoimthgej cBAi oHarvard Uni:
1953), 70.

“Friedri Ghakbphbaee, F(i$StmanfTypewrCAerStanfard Univer

3 and passi m.
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contrast to fjgdaiendtpdrpluty ahat acmeri ses Sickert
moderni st painting in g@nesalentMpalesndeéehet a
i nt erimeydibaelt ween print and pfar nndhegileyand pa
been influenced by the research of Riva Ca:
Joflsisr i nmpai hyi ngs. Cast | eifpan nodinetrrllopd8uéc etdo t h ¢
descri e wbolkss wherein he magnifies the ac
inherent in the®Fprri retxmaripil reg -paadaonesis rugs eass car o
motif in many of his works and plays with
magni ficati onr ltyh arte laervea npta rttoi cpurliant maki ng. T
Jolhen swaprrk an,t earsl ydi stinct frMomeargrciemtté d, diJamwn
Roberts has deweil opadbyaisisit ewmoarke ttihim g ulgdhh t sh
of a full er r eocapdernagt iodn st hoef pphryisntcrmad ki ng, su
colour, and the im ra owii h&Whod h gsgpsaccfeopei nmpor

however, &1 £ mMpdlaeritss on print as a serious a

of i mport @ongi nvall iuteys, odut hor shigMytashkni que
of thiprieaetmrd igireemssnded in this revaluation
the emphasis on the material and for mal as|

if i néThe tipdédmmdd rsl y mportant for this researct
i nter medi al perspective, it may be used to
Castl eman and Roberts mainly consider the
Si césemptr i nt er lhyi np atibhnet icnognst esxitt of t he whol e c

My perspective thus responds itmt drheec ttiuam
with other media, as noted above. However,
prént nteracti on wirtrhe dpieaorpyl eb eatnwle eans paeno p Inet,e

|l ong been a component of popular culture, |

“Riva Cadaspean)Johns: A(MwiNdar kRetMwseremtdfveModer n Ar
1B14

8 bid., 14.

8Jenni fedaRpkertUs®hns/In Press: The C{OCamhnritdhe Wor ks
MA: Harvard 2A0k27BIB3s e ums,

) bid., 17.
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knowl edge and to foster communities and pul

art di scour se.

As | di scuss oiatd, atnlde rh,etgmiomgte nieo ulsr, and t
print culture is perplexing and contenti ou:
shown, recognising the difficulty in defin

be the proper nfeAtccodi hg sbuHsEskhesm, current
tendsibabkhai sed around di stincdodanndedtihai,s f or |

(7]
©
(¢]

cialisation has failed to restore the aj

Q
>
o

that may bemkiomdd nied &inle mesirilesatirachs.

o]
(@)
=~

nowl edge this confusion in defining pri.!
aspects of print culture in whi&agh | am int

actice. Il n t hlei fcema saen d fwdsri ke kperrav,i dbeotah f oc u
examine the subtle cuts of print culture t|
these cuts interact with other concepts an

those deepl ymaknbregldeerdd itnhearunder st anding of

I wi || now turn to explain my method. Th
and paint belongs to media studies in a br.
intermedial ity anndt noefdipao setcnool doegryn dae cvaarr s tar u

t hat has a wide range ofi nmeamidrg sa.leifltleymatian |

t hient er secti on bedtwe é&nh edsisfifnegr e[notdo]lmetdhieai,r b o

ft heir i ntoarscarrde Weilowm,y Dheti onary of Medi ¢
CommunilteTahtee othner m was coined in the 1990s, p
compbteed media, so its use mainly refers
media artwor ks. Medi a schodapt Jwfhai MHtee rkmeadi

8Katheringhelasdki ndournalPubhdsFhing AMBBWBBOOrian Eng
(Farnham: Ashgate, 2012), 5.

841 b 4.,

%Dani el Chandl enl rmtnedr RodA addirtdyd,yonary of Media and Co
(Oxford: Oxford University Press, 2020),

https:// www. ox/fvoiredw/elf Oe.rleOnc3e/.accormnref / 9780198841838. 001

9780198814318B43,8 accessed June 17, 2023.
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ncermnaenttihreui ty ofé tmeaiar tfioocurisatainadn of med
anges in sociad®Thhnd espetotal scpatektsal ar
csem@atr ti sti c phriascttoirciec aaln ds tfoodrly janreth gee paaty s
t al role. Its use is also common in cine
ays are, by nature, combinations of soun:
ements. My application of e¢lhy ftlhemrfyi lomh |
hol ars such as Christopher Bal me, whose |
cades has proven to be relevant to a bro
t ween print and painting in the context
Bal me edetnhnde di mensions of ifinher medi al
tempt to realise in one mediumétme aest h.
ot herdmMadisumi ew suggests an appropriatio
der to dipgdeann othhe idadpprsoessential to ide
dium at pl ay. I n fact, as media schol ar .
eory of intermediality is to call for a |
di um can soenllfy idnefrienleatitohet ot bahd&st medi ag
wever, there can be a variety of relati ol
se of the relationship between print and
n be undéerestoad paesrms&el |l er, to emphasi se
teriality. Print can alisnog s®rBenjasmian me a |
scusses extensively. I n such relationshi
ry. I n the tabecalfl Shickepti,nwédaly qualit:

ans to talk about print.

%Juha Her kman, Taisto Hujlawnmeenw,meadndalHaav can@i nvende na, GCe
(Tampere: Tampere University Press, 2012) , 11.

8Chri st oplieert BeadiRek hi wking the Relationsghip bet ween
THEWEZ®Si tschrift der Gesellls¢Babu)psgiv/ T-hpabeutwvi ssens
muenchen. de/ 13098/ la/lcBReaelsme d1l IUN&. pla7f, 202 3.

8Jens SiiDhrsctoairMoedse lasn b f 1OGLEWenrdi @Gomp yr ati ve Literat
Cul tl18r,eno. 3 (2011): article 3. accéeis3siedd 1J70OMWe. 17, 2
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As mentioned above, poraisretds mnday boed ssmodtah
composed in strict syntax, comparatively c|
of | aboanry, oatnhderm t hi ngs. These qualities ar

distinguish their medium from that of pain:

usual context, particularly that of moder ni
audi ence,, awnihemdnes s,y amnmsd wareka,t ihvaweyverl,n tS
characteristics of print emerge; or, rathei
and painting. For exampl e, Sickert seeks t
moder at el y aziczesd, bwied dblyy vi ewer s, commerci a
smooth (compmapresstdydtdxe tthheastl i ked) , and an acc
t he worl d. I n practical terms, his works w
requires, bhadohatedewi tbl oErmdgImash eEemhdas wi

whi cic oHd abwirtah edohn Gil bert) rather than cl
Sickert also wished for his paintings to p
(agaibmn,gltihsehwebceh ooersi gi nal ly intended to do |
print stores data. He even appropriated t h
reasonable to believe that Sickert painted

other wornadgermeat ated the qualities of eac

|l would | ike to clarifireypmyesapprp adtaesrid yt o s
gualities woériSi ckedd not wish to claim that
fully encompass thhee neendtiiune osfp epcriifnitc.i tRa tohfe r

that these d@uudh tdaxesdpldaypdrdi end@ssi gni ficant r
di stinguishing print from the modernist em
predominat eds daictiinge Syedres primda olhaoluiltdi e
historically, and particularly related to 1
of the twentieth century.

The second di mensi on &f viiretwer rme cdipalcii tay if

intert®By viadtigatyyexBakhime refers mainly to th

¥Bal ment er merdi al i ty,
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|l iterature and i mage, or Howeseudyl owi 8§ hl tu
devel op the term a step further to encompa:

influenced espeltdsalsleymiboyt i Rosl,a nadc cBoarrdti ng t o

di scourse is no | ong®iTeahterosnm cmeea res woa tk , o rbluy
example, mere |iterary texts, but is flexi/
story; it coulldarbeaec tmurss ,c,dii anagewr@d s ,ccam even
traverse the wéMdkr,e siempearatla mtolryk,s . however, t

to the relationship between themselves and
representations. Tetxhan otwe tmoeier tautol direg, ta
thus a creative activity. Thi £ ucnodnecresptta nodfi I
intertextual ifd ymo svdii € howhedirfmlisy t ioexts i s t he
absorption and tromsftdr matsiemrseqf iantetrherx.t u

bl e both to the creation atd to the
wor ks, particularly those intended as narr .

works (such as the Coa)nddkean ndMotwnd ensuac rdielbe pai i

but are instead made by appropriating a t o]
narrative. Seeing the narrative of such wo
mechanical rr ésapianptamgBivesemaerens of an ev
manner of Stella Tillyard, who argues that
Camden Town murder in four paintings, showi
end of the mwYldearo mesp daigsieveelawlit Mg, and | w

the third chapter that Sickert did not dep

pictur e fiwe ditrs ortimedr, as a mds ager.s gFa otn wen,e v

Ol bid, 7 .

"Rol and MBaomheVey ki Tbe TIR&usof Lahgaage Richard Howard
York: Hil19a®&b 7Wang,

2 bid., 58.

BJulia Kristeva, dlunotteerdt e xnt uEa laiidiyk: e M@ mhigni yr aotdiusctt i on,
(2011): 148.

“Stell anmhd|Bmad dgf Vi citookdratn aAnd :t We Ref & ane of |11 u

Towards a Modeed. ABLti & r Adl en (London: Yale Univer s|
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reading i s always perf dremdd ,wiwthh cthh enaiyn tbreu
that relates to the work. Recognising this

help us to understand t&ewdrikersity of rea

Proceedingsfnom 8al omke i ntertexteatity, I
i mage relation, or intermediality, obtains
présntability to represent and reproduce pai

of an artwork appears constituttess rtelaad i magr. a:
As Haskins argues, a prianmedsagmagalbobtaa mi
and imbhkes the informatiosensansiver Asmess al
about a message is also a form @FThmest adat a
point is key for studies of modernist jour |
bibliotic aspects have been duly consider e
in animearXxhg i s transmittaedwerhd wiagthildi bl i o
codasid that these two signifying systems w

meaning % f paopest. the context of print as

i nter medi al i sy wboerckasu swee r&i cnkaedret f or, and rep
perilogd,y cand should be understood in |ight c
The final di mensi ond&Gofviienwlt @ ramesdgibeliitti yo,n io

content belX'weampmeptiiaate this di mension of
reasons. First, thigsebiyewhiemplriasemsp®dssequouen
one media following, adapti@®@gappndaapptopt |
di mension is often to describe the phenome
of films derived f rcooormelsi ttehrea truernee,d isaot itohna to f
sequence often arouses a debate as to whi c!

sequence may be observed in the transposit]

®HaskThme ,Art, Journal
%l shoul ditcevmtearn é yprt hlmably refersetwi detesanyetekt,
Bar tshedsefinition. Ther dmgt 0 4IPMEGacittoingn NJ: Princeton
Press, 1991), 57, 6 7.
“Bal ment er medi al ity
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debate here turnsstoftbepgongrawdr srabi nas
painting are both planar and visual arts,

reiteration can unconsciously canonise or

being repeated, crtesdlifngarad rteHeta aml ibeent weer
gal vani ses the question of originality. At
the connection between originality and tr al
Sicsemusic hall subfeanswaantlaougimt of othe
concert into London, and contemporary revi.

Degas, andfirhitsh ewo rf ks bd @voea d&khoevd tdfoulegasowe v
traces ofoifr Meagmd i nci s i0°¥Sa kdar aaurgihg ismealnisthyi pwa s

denied while the work of the elder French
Sicsermart was, from théavebresgifornnt sgpredenesshb
was involved in a strugbleyfofhensependene:
use this term is that intermediality as tr.
construction of nationalism, insofar as t h

reminders whitheisla wayitnes oodnByhdcke entaét h boino
stories aorft twhoer kpsa sstu, afhl aays d i dieg mitfuirceant r ol
contextuali sing feavceirlytaad elrivfag i amd otf hew | t ur
which emerged as a ciMThsd atlr aarspppeacdi toifo msaatd fo
and cultures of one period to another, and
Wal hout Hinojosa argues, have normally pur:
elicit specific sentimentg®Siicté&heimtorntbhe, cont
especially t hendlaiteh wbeltktsesof the di scour se
as tranSiposemntsendfl | utsherad i ons certainly ge

copying and originalitfy.t hHa sEnmgltirsols pseacuri cvees

%fAln the Picture Gall er i EweWorldlme 21CHndReaCaidernn Gr oup, 0
Town Group in Contexed. Helena Bonett, Ysanne Holt, and Jennifer Mundy, Tate Research

Publication, May 2012, https://www.tate.org.uk/art/resegmgblications/camdetown-group/author
unknownin-the-picture-galleriesthe-camdertown-grouprl1104272, accessed July 13, 2023.

®Lynne Wal holuhte HRemiajiocsssaa,nce, English Cull8buwr al Nati on

19ZWNew Yor k: Pal grave Macmill an, 2009) , 10.
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i mplies a gesture of tracing a cultural or]
the guise of media iInterstal gtiiaowasSal Il ®ra dra
the 1980d these considetavbroongh®WRrlvai sctsget
case of Sickert may also contribute to the
about the specificity of each medium, and |
media inmsterange ofprocesa’ng, and transmissi

Having identified the variouswmeandi ngs o
|l i ke to point out how tkeylogly.mMmaedtdeheé ewmde
ecolowgy coined by Neil Portmanjdéal bbwmadi @

as mesdagrefers to a view of the whole pic

suggesting that each individual medi um c ha
of content, but also on the deepe¥ |l evel o
Thi s explfasinmdsamemt al driving force of inter
| ocomotion between medi a. My aim in introd

suggest that we can understand media not a
manner, buparathbefraa forms of communicati o
t hat emerge out of particular media ecol ogi

My inter medi al approach i@ aiimgpginrgesd almyd o
prints, which have providedi oo hi @aalguli dee & ¢

for @ cpkrearctti ce. Stephen Bann has studied s

paral |l el faebeduadasniigattahri safmi thhdé h®aleam | vy
nineteenth century, discussingrithei pgodnodt i
pai nN“BamgmnsttHer whole issue of image reprod
Wsel ler, AMaterial Memoryo, 33.

WiIKittler distinguishesumlGamanotpthrosme ,f IFRIBEh d My p@fwr a tn
passi m.

2Nei |l POst¢maopoly: The Surr en(deerw oYfor&ul tVi mea atge , T elcOk
See also The Mullntgragthi /[Coll Wietch i Rrei, nt

Wpost Mamhn,o plb8 .y

st epherPaBahhegl Lines: Printmakers, Feeinntuerys, and

FrafdNew Haven, CT: Yale University Press, 2001), 3.
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achieved their desired effects in differen
of a medium was subject to a process of ex
infor meduwnaent stsamwsdi ng of both | egal and conc
These issues wer e sdrid,] and woerkaiim &ti cwerk

fpararldled and t hese iasc caolnspoa neyviindge aitseseune sl at er

well, ssucbBtasof the 1860s, including soci al
Wal ker, George John Pinwell, Johd®W I Iliam |
Yet the parallel i1identities of these arti st

numer@ews oducti on techniques of the ninetee
di scussion of pictorial modernity and the
modernity char act e wviessuRabigrn cetidlpnva rla®dtlidon .h at
descri priese hpdctbbecome otiose, siDmdad yt hey ¢
Mi riérell ing usomdoe da¥wmby day

The historiesloastraeoe sarefdtect a strong
worl ds of art and tthhee pnriensest eienn tthh ec el nattutreyr, |
modernist criticism woul ds dewted om@pdyt.o Siecvkeear
art could be acconooneavteerd ibny tahdidsi ncgo nttoe xotu.r
of the specificity lofshow tmeat a$Si enerteswanmt
further in blurring this boundary, and t hat
di scovered and redefined over a |l ong peri o

Awareness of the boundary between print
recent Sickert exhibitions. From 2021 to 20
to Sickert, first at Piano Nobile Gallery |
Liverpool, and finally at Tate Britain in I
ti mely opportunit® WorkmeekbembeweBychkadtc

particul aEnglsieseh nEcphedhesson revealed to me th

Wsee, AndrPreankKomdgaand Painting the News in Victorie
Real 1&6098 4 Foamam: Ashgate: 2015Freaardi ®lo nWa lok eErs paorsd t tol
| dy I(lLiosntdso n : Lund Humphries, 2017).

06C| i veArBtdllelw, Yor K9 1¥DoXk e s,
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i mmense scale of these works in a way that

cont niobuthei r meaning. Notably, the three e
perspectives on the issues of print cultur
in this research. The Tate exhibition was ¢
chronol ogicat yoomhéef épkolrftorfaiSisc,k ewats especi

i mpressive i n &ntsntodwngi ng etnlie tayr,t issatggestin
centred on the author. Téhiisdanght yghmay floay
upon the teaRilarea Mankei lae, which stressed the
models. The following rooms at Tate Britai:dl
devoted to the Camden Towhnqluidsels, HiDRegppe,
colour of eackabdtem waggeemang different w
Camden town nudes and the music hall paint,]
green or dark purple, seemingly to recreat:
musi c halls whereomidcikep|lEBanywidbn g atdhFeoWee ®1r Q

was painted whit ébr isgehttt ianngd opfrfi nttheer |wo rckosl o u
of the white pulp from which these paintin
reminiscent of the modvasni ®t ewlti sSe dulsé¢y aw!
directéf oceawemupon on the artwork alone. Thi
i mplies a curatorial approach to viewing t|
differently, with the cohotaedowas!|l aandstubhege:
walls presenting Sickert as a total moder n

associations. At the sankenagtliinseh, HBchepdél saysad r

news photos in a glass cfasem time cpaitmtaisngd
wall . This physical distance evinced the b
This boundary was, however, mini mised in t|
material that formed&st Wwes o@isalsheent enwtsi @f
an i magedwds simgmed and hung on the wall n e
exhibits on display included hats and fans
Sictsemtrt arose from an intimacy with this
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The powvkerexhibition also displ®&yed Sicke
not by asserting hididemidanindgpan tdrr aiutagsme Ih
but by exploring the materials he used and
demonstr gtreodu pbeyd tdhremwi ngs that were framed

This strategy diluted the authority of pail

the creation of his work. It also implied
t hat SiclkertA empgleoyeand an article in the ¢
paper and techniques that Sickert used, si
his printerly | anguage. My approach inclini

|l hope tforshvvidewaof Sickert that differs
My research has greatly relied upon digi
materials, including the modernist journal

Victorian journBl gihal dLabrbdaayhidndsthe nur

coll ected by Gale Database and the British
on the importance of viewing the physical |
whol eness, and scrmaetner icalnintoy. cTomev eqgyu a lhietiire

the digitised prints are what matters for

where print and people meet.

Thesi s structur e

This thesis comprises four chaptderist,s each

connectio®m amot SiN&keethel ess, the characteri
categorisation as they synergistically int
narration, | have organised the chapters ai
pirnt as these are evident in the works that
chronol ogi cal order .

Chapter one deals with the relationship
1890s and 198 Oisl lamst Satichkeemeali rpduxbphl i Srihee kil e r t

achieved and disseminated his I mpressioni s
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his years of working with periodic&@ls. Thi

early career within print .cWlhtaprtersdatwoa t o

systematically considers the printerly | an
print objects, including engravings, etchi
even film prints. | trace thiasidgyekcopment
(i ncluding the monochrome), and montage. M

combined painterly tradition with modern p
depl oyed this | anguage as socials commentar:
painmgtsi of topiscsatumaewsfgspoi nées, of creating
reads the same content in order to show ho

influenced the creation and perception of

hereearCamden Town murder of 1907, the disc
Ot helnl 4930, é&dndttrhe&k emionferl935. |l argue that
Si csept ctorial interest (his motif). This

di ffewnahtstwviategies for different topics, i
always reflecting the characteristics of t|
four f oc uss erseorno dudtnitve aspects latd twoaikrs,r
t heEengl i sh Hoheeshapter is aided by my discoc
t ieouobacfednrhgel i sh Behwed | as newspapers that
wor ks alongside their sources. | argue that
ofripnt as an archi val tigpoddaec thri i m@Eitnd i Migs
standacrkde.rpb6acti ce t sempithtodfotge & pihmyctplaeachi ¢es
since -ntihketmiadnamd ceotprogytetdeskaofvatyheoquest
ori gi nbaoltiht yp eirmsud ritadrr adsn.d
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Chapter One: Art on Pagaziné&scke

Regarded as a | eading figure in the Engli sl
century, Sickert has beem,t tees pfecc ad | yf f®oaon
mu Htaicet ed modernity of his oil paintings a

but overlooked aspect of hi sedairtttilseti ¢ car e
magadimees 1890s and Wh104 wiCrmichl digle ng t he

Obse,y viealel ow BUOpkanNew hiegki s rWhlier liwai ntdh e

menti oned by DeanyssouSuctet oonf oinnlcyonases and a spa
i mpressionism, while Baron disWhisrslewi nde p
asfstylistical”Negi thedewvesgi®mtworSkskeand t he
expression of his artistic iVheialse, liint trleel ahta
been writtCambalbadugt, I Qlbhsee rlvaetrt er t hree magazi
codeirabl e scholmashl p, fobosgh ohi i gures s
Beardsl ey, Henry e&raomees,, valsdl ebeSticarkdeuKt.i oh s h

been only bridf hymyouckwd ttpenscwotksetord

these magazownersl ooked their interest as a ¢
on paper, as well as the importance of the
sindhemaegazi nes were pl acesdpwhienrtei nagl,lI kinds

photographydshaded i aeprae¢cseimue to meglamemp, ad §

par excel |l enad®%Moorfe onvoedre,r ntihsem.l i tt |l e magazi ne
gener al I nt Arse gltef p eareido diyc &lug.anne W. Chur ch
t hey fnwmoecroemmer ci al enterprises founded by 1in
upon publishing the experimental works or |

107 Denys SuttonWalter Sickert: A BiographgLondon: Michael Joseph, 1976), ®aron,Sickert:

Paintings and Drawing24.

Robins introduceMewABgacnk etrhted si nrtorloed vicnt itonne t o her com
writings. See Robingp. cit, xxviiix x x vi . Robert Scholes discusses Sick
and Ezra Pound ohe use of images in Robert Scholearadoxy of ModernisrtfNew Haven, CT:

Yale University Press, 2006), 67.

09Jul i an Muwlrtpihmeeedi a Moder ni sm:Ameirtiera@atAdveandnd t he An

(Cambridge: Cambridgeé7University Press, 2009),
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undreepr es e ndt®Tdhiwsr ideefrisni ti on of the | ittle
repr oduccfticort and the expression of artisti
cultlmreaddi tion, the material i toyf oaf the | it
example, they were wusually in black and wh
Thus, amatheirnght he expression of&Ga fixed sc¢
modernity (as understood by himself and | a
and refined in these magazines. Th&s chapt

art tookheskRapetithet magazi nes.

As such, the research objects are not th
magazines as an arena for art. My ar gument
First, I e x aani maen throiwb Bti ickre rfti t tagd othhhe iangenc

terms of their selection of content and t hi

of it. Second& bwatteerdstof Stbokespecificit
as it was incorporated into |lhea smagazipmas,t il
al so draw on other relevant publications f
Sictsemtrtistic |ineage andTlhehdpserncti ven
organised chronologically, diiscckuesrsti negn geaagcehd
with in turn. In thesfrebatsetwshopwwihtle xph

editors anadwhhird. witathdie r iwmish tkehe f i rst magazin
to promoting impressionism ifrBmgltaeddt wbhi :
columns edi t efdh ibry| Gsiiirmt deeoritdéh i rt [1D&ipnl do ma

Gallery of MBYesnhu®yichgrebe features of dr

Whi r lawmnidnd he interrelation betweef the para

WsyzanneChwirchill and AdamiMe KiebMagaizitmesd &c tMiod® r no
Approacées Suzanne W. ChuyrAd Wielrls hand 6RddamavMeKi RIO®O 7) ,
MAnne Hel mreich has also proposed that even though
phenomenon in the nineties, their predecessors and
considered, as the I|ittle magazines sAnnhged to dist
Hel mri@iheh Death of the O&O\Micstuoarli aEh® sAo ui o cP&8i3 210 @) .,

Kate Flint takfMoral siJmidlg@mewnitew,ndi n he Llahigluage of E
1910xHord A6t douréMal( 1983):
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wosk | delineate the I mpressionist ideal f

shows thmtviSsickrerdf | mpressionism is not |
rooted in the practice of peri odd cbayl i1 usH
way of attention to the material <character,]|

The second ssecBoke®mttremadti on of 1 mages

t hCtambr i dge QOrbhaded rowe nBdhleklbernr we e anid839953.

Rat her t han dbietionrg Whhser hobhiShéif&rearite i n t hese t
magazines was | ess autonomous, as he wor ke
Examining these three magazines, | explore
art and print cdétuBecklFarisonhyghi pscwonsh t he
contrdmaiomrgdtwhat essaegedftihbens pictures. The
reproduct i nwoorfk ,Siarkde ritt s mingling with tex
prompted him to refine fhiki awawmr nmesdi wrmh 4d e
foreshadowing the printerly | anguages that
t he t hr eér enpargoadzuicnteison of di fferent sets of
of the different chaaadapttatiodntthei rheouimd g & :
di ffering preferences. This process sugges:
about expressing individual creativity, bui
t he audiences being addressed.

The thirdssect®omrmhkadit s dciNetwi BArggtianntilmmeg i n
1911 andleddhegpeni od when he formed the C:
Sickert both wrote and tdhree wd if fofre rt ehret nsatgraazti e
took to speak f oro grhdasdesfagmgd ehitsh aar thiisn atwma
' inear form of the print context facilitat:

This dbdhamigesr i nto focus sotnmegéhov eamnidodked p
t hGCtambri dge Qbnsdertvheer i ssue of arrtt as communi
di scussed as the one kegn $iidne rperdetvh atu sh asst und
of these magazines. My 50 celxsp eirs emrc et hva tehn tti

magazines, with a view to how this experi el
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|l ater wor ks.

1. Making a whirlwind in English

1. Sixtkert, Whi stl er, Vi vi an, and

Thwhi r lwaisndest abl i shed i 18&%%@0rpdy IJteu dbretr t V
Er skKilB&9®96a0s) t he organ of theiwidaobhltsmal ar
Thweekly magazine, initiateeixn ilwue s2 d,eflo
concl udi ng i nViDveicaenmbdenra dituS8&@t0endd r i dge i n 1896
pursued a journalistic careerwad ter gradua:
acqguawintthedThomas Bayl ey Potter, MP for Roch
made portraits, and Winston Churchill, and
follow the true kingship and to restore thi
when Viviamgwas SMrudSycoones, the crammer fo
met a fellow student, Stuart Erski?ne, a de:
Vivian did not recall the details of his a
the two youagsimminl ahaamidi ti on anddeat Busi as
and f-expsewl$ipormo,mpt e cc dt hueenmiiVit tioh € wi nd

Vivian and Erski-adi tverVgh iorhl,ewigmedb py a tet ®irc k
had a key presencte iiand tohfe Vmag azi,n eE.r sTkhen e,
responsi ble for producing its content (tho
magazine folded, Sickert resigned and his |
they never gave coming swiitomsmdmy oltihtetr | @ umd @ a
by small c¢cliques ands congadememtt wae garmel,y
nepoti ®Wmir sipmmhd ti cal stance, as Vivian wr o
first issue, adhered,t ohtiltdr avlad Mamc begs tRe rc
Si ctsef dathheew. Thomas Bayley Potter, the succ

2Her ber tMy\WievlifanNot Least, BenamgdixiGifdeWReYsokh:al HRemy n i

Holt and Co&pany, 1923),
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times invited Vivian and SickertBitto his hol
may have e ens sQicdkaetriton vwei tVih vCand @ rh et h ate ag &
with Sickert.

Another | ink betMve e hewdbiintddkres® i saan8it & kheer t
Whistler. Whistler and Viviani agBpglyedfaeror
Vivian publ i shedu&*Vvs lvairatn hairst intelneo iirn atnhde e d i
essays, exalted Whistler as$ a cpcreonmirniecn tc haarr
and worrying financial ™ int aatsidim et, wathehel d
was an attempt to emurddtae pPNhatsftdrem tio fpiord an
benefit hd mmnewWwhbeokGent | e Ar t , pafb | Makhiendg bEn e
William Heinemann in 1890, recorded review:
other critics and writers.téWherbalodwmdgvas r e
with Whilsittl ko grSamlygisc onearBibedsis ol d Wi th the n
Ot her drawings by Whistler wserleegerpdarnyt eadn d
controversial status in Engl pme@éssangrioivs de
a model for Vivian to draw the attention of
i ssues, the newspapf@s hedbDoiWWehigaltt alsgmn t i
reproduced nearly two pages of. srtAevi ews abo
Whi s&& | ook hawhidroinveignnduied both negative anc
apprai Dalid.y TleaphiWheidr leieen du bl i cati on, t he
purpose of which seems to be to take more
exi sti ndgowhdWaeoidti ychad a grinetf rietshi ng O'FTheés i mpu
cohort of Whistler, Vivian, anHlawk ckert ri

concludii nget mast young boys, they have i ss.i

Wvi viMysel f N&t7.Least

H4viveanarticle tells us @&Ghavtor@scars Wiilsd e wtng o ka nWh it shtal
caused a breakdown of the f,rivemidlsehifpo sbtearwieregn tWidtd eo
Vi vil dnp7dr..

1151pid., 76i 77.
sewhi r |, wiNmovember 1, 1890, 80; and November 8, 1890
Wavoi |~ @en Qiet Lde Moi , DansfiWwha rQamidni8e30i8e | a Hol | ar
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Whi s¢ u-@s cadeWPk od@plencdteuesd., iwhh e tl o hol ower s

became familiar arst Rodn gen hWisi $atmesirkstt§e0da ,n d

on bringing his followers togeth®iTheo dev

e

foundi "hioflswyppeslit s t he i nfluence of the mas

t wo generations.

Besides Vivsamhame dSipcdkWMhotsall er 1t datei onm st €

the two young men shared a mutual need to

\

enjoyed a r epsuitcathalnl fpoai nthiengsu t hat he mad

to 1889, and his becoming a member, in 18
society that brought together artists who
a name as a fol lpowsrsiohitshe . FBanclihel was t
and needed to consolidate his position in
so was to hold an exhibition. On December

including Th®odstrar Rouarsel RhiSlilding yWi | son

o oo o
-
o =

une, because it reddor eidWhiorblhvaiundd 96f hi s

—
>
(9]

refore became a sound option, since it

mote this inaugural exhibition of 1 mpr

Q T
—
o

8
|
h

1

St

i bLondaon | mpaéssheniGsasupj |l Gallery in Lo
kert had resigned from HMNesw prfogtk nHs rtal e |

1

|

e

nd his fellow London empoéssmpniesss onhad ma

—
=y
(9]
—

French predecessors, and so a period

space for them to ex¥lain their own vision

I n the preface to the exhibition, Sicker

departedrfyodeft spkeabdmr @ctuicdhhe)a.s I nst ead,

8 pid.

119 Anna Gruézner RobinsFragile Modernism: Whistler and his Impressionist Followgisw

Haven, CT: Yale University Press, 2007), 5.

120 Matthew SturgisWalter Sickert: A LiféLondon: Harper Perennial, 2005), 170.

2lln order to make a ddeadfimpressionismm aslexpressesl mthe Si ckert 0s
Whirlwind, and the Impressionism of French artists such as Monet and Degas, | capitalise the latter.

Beyond this, the meanings of each use of the term may not necessarily differ.
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what comes to the eyes, when closely exami |

representation of t hefigu adboitftuypgeBA snfts.t bile, odmn e c

i mpressi omnihst epasiemtcien ,f which is not reald]
guality. His fellow exhibitors expressed al
i mpressionism. George Thomson, onPBabf the
Mal | GClaefed rt & t hoep eenxehdia b iltt hosotm gr eat arti sts ¢

i mpr eseoiimmliwdisng Gai ns b o riompgrhe,s sHodpnairstth , T utrhne
even Vel asqueZAand mRemssamwmati st in this sen
open to the world andr@ianntl awwhtahi desémnanes t
advocated a universal st andmprde 08i gmiogdm,ar t
which was then a word tinged with controvel

Vivian knew Sickert, and his wunconventio
Whi r lwaisn dée st el Prior tSuarhengxhi int i omner tvh
Sickert, which Vivian hosted, and in the c
definition of IimpressiomiemdorSilcrk@gmds diexn ias
did not defiicne atrhaemesteylsi soPLaaeh, of nt hetéxeh
t hSecots Q@m#&let vEveeSkilcykert describeisehi msel f ¢
styled Londoo**Thmrierstse romniiesw sbhet ween Sickert
strengthened thei waeopnboessttybl bign gt hoefd stehlef L ond
i mpressionists as different from their Fr el
invitation to SickeWhi rlowihed moéret adhkee@ dalb ov e
Whi rlwaisndessenti abhyoédnVexpbéndatdd oo gdaulail nes t
stance, which waé& rceil nufmdrsm te dondtyacht®o hcek efritr st
i ssue, Vivifan epbaimedst wat shall be individ
against the en druoraacghd nmogt htéyr?%ht hheey setfraptheasi s e d

22Wal t er fISmEpkes i, 0 n R®mi,. n5Qi t .
2George Thomsessi oniofPtas | i Mal 6 NGa 2 @ibSesR9
“ATopi cal 0BnnheSevp BeadwdBRerp r i Moddompisn5&5 T .
25Wal t er TfiSe totke®mo,b jomps. ,6ci t .
126 Stuat Erskine and Herbert Viviarfy | nt r o dWhiclwina, June 28, 1890, 2.
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the in&lifviededdm and unique subjectivity, re
fact, the | mpressionist works of the 1870s
contemporary debat e serosvuesr sithattsevnpmdwedr .6y eed
Jesse Matz,&l mpneestoonsmwith | iberalism | a
brushstrokes, and there is an impl*ed poli:

I n the Whselmpnegbei oni snimd fVWirviSamr kveads &a c omr

bel i ef to thrust i nt o t ke dboocamdaan ci ncthealrlaecctte
unconventional artistic opinions were also
of his individualism.

Si csermatmbi ti on t oe bien at hlee aldoinndgo nf iagrutr wor |
Wh i r [fwoirnediiorrtd c r rdtaiyc ihsans tfoal |éeWe i mawe cont emp
therefore, arranged signed criticisms from
painter soiHre tghaer ea dhe .mdied & dfhet regpiltehadi ng i m
pai theds al so stated as @aémi 6 oswhaecthi tt usi ¢
speaks of his confidence, ambition, and de:

Engl i sh Tahret cwohrolrd. 0%i ¢vkentan, arsd uWhitst |l er a

t hatwht mé wianddouthgdstpedemwtdi cal, all owed mor e
for Sickert, the young professional arti st
reason why, just af tneNew eYsoirgkn itthegr afhrdowna st h e |

regar divdi s | @v'fdinckert picked up the job as
Whirl withdt r lwaisndt he first English periodical

i mpressionism in its stance adt aruoni que, a:
strategy to publish impressionist work, bu:
readuenrfsami | i arity with i mpressionism on pap

127 Jesse Matd,asting Impression: The Legacies of Impressionism in Contemporary C(Nteve
York: Columbia University Press, 2016), 22.

1281bid., 22.

2%Er ski ne d@lnndt cvo diya,n,

130 Sturgis,walter Sickert: A Life166.
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Th@Vhi r |ICGairntdoDrmsvi ng as news

e columns that Tfhck éGnairndaalnt $8deiwel rwei ntdh e

pl oma Gall er yo(afheMddaetrtne rPiacptpueraersi ng fr om
de fourteen portrait¥hof |CGuaerotdol oen so,f edaicsht i |
compani ed by a sfhromviaan i @ic é&hfomismdhdee ss$it t
Whhier IGairntdoons reveal the key el ement in |
ality: the exprWwhs silGarnioddiolgh..il@ ht .f eBhl arfeidr 91
rst issue (published on Jibheel 28era890p] i

arl es (BYr&aB383% BWaEM Sickert and the sitter s
awing, which shows Bradlaugh in his stud:
obably reading a | etter, eashiam.t oBrrna del navuegl h
own in profile, as if he is unaware of b
this portrait of a distinguished person
ntoeffect: Bradl augh si tiss bcya sat winn dsohva dsoow
hind him is a bookcase full of papers an
Theontoeffect revealed in the hatching ol

cselitmpressionism, prioritisingtthlieffec
awing was nottiwelrlporné¢c €awmwad mgitnlgx pt 6 e s
wspapers WIeif e IrCnaigtdotods strhaev| a sot®'whe | ef t het |,
ciséetayed bitterly that

The first number fi tflai polay tc ot dMrns Bwhaalt
by Mr. Walter Sickert, one of the saddes
which might be mistakienctF eirn shoinse ccabuidre, s

t hie |l ai dmehretn, a convi ebta,s iwi tbhhe%sh idse dri ue |

Thesewsewswiuggest that the style was not d

Biwhirl,wiJndy 12, 1890, 47.
B2l pid, 46.
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renowned figure | ike Bradlaugh in public s
drawing was not yet widely acknowledged 1in
understandtthéenhl aekBhadl asgan indication
saw it only asaa patcbnoempbaakyfiig.l ustr at
1..2)

Yet Sickert insisted on this approach to
featureasfihi s$sharsever al portraits of Brad
angle and | i gMhtiird@airntldnof acft ,Btdael augh was ¢
promaoteaal i eoBoialdl poagtfridgnB8) 189%0i § oil was

i n the stpryienagr oaft tthhae NEAC and | ater purcha
Br adlsauagdhmi r er s at t h¥I NathosawokkbhbeBaldClauw
his headquamtdet irefe his faceVhamd wdadt i n st
Car thAhotnufdiylg..4) i opathting shows the same pr.
have been a more direcdaritnstpn ran-dtomerf owe Itlh
received portrait of Bradlauglhmadesby Sic!
Bradlaugh at the Bar( 18Rt lge5 )HouSiec lod r tC omento
strong | ighenggh Pbrsrfaulktl was commi ssi oned
businessman to present at the Manchester S
in April 1893 and purchasetdtbghboiwesBaandhas!
face aquartéereangle, | ooking bhsdlidgihreg yamup, ¢
firmly. One of his | egs protrudes to the | ¢
seddsuredness of mind. 8i ¢tkest ppeemsaitoalanr

depiction of Bradlaugh. For one thing, the

manner adop&Bedabyebickbrstler, to show the
sidthe suit is given cfigddertamné ebirtathlna vgnhd. s
Al so, the title of td@8eipontrcambmahtudas 8ta
republ i can, he claimed the right to make t |

Bgef@ortrait ofoRMy oBNaws @algléebt & 951

B4AThe Late Char |l dlsstraBd lroddbraNewstehrua 7, BS91178.
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taking the oath to God and tCloent®ieeen, at t
argue that Sickert accentuates this iconic
secular right to affirmation in 1880, bef o
this work was produced by pannbynBebhhg Wam
der Weyde, and empl ol Noagah!| modeverd owheirmep di
a photograph, Sickert chose one that empha:
known for being the first phot osgtrud@dihoe.r i n
The advantage of electric MiEywhtn was uigths i n-
Si csepthot ographic source for Bradlaugh was
nevertheless have been impressed by the el
acol der tone than the warmer hue given by ¢
create a strongGshadew oMhmBil @wiinhdogth hand t h
head andpshtbheathiads made in 1890. The strong
t he ewi v al so at odds with the respectful
undermines the desired fHocweavletrakanigt y hand h
portraits of Bradlaugh i nt oc amjfcooelifnftectist s e
of heac e an asspevcits uaafl Ssitcykleer tt hat he consci ¢
style is created by the use of a clearly s
promoted i n Whier Ipvmigreds of t he
ReturniWhgi tldwitriidd on ofwh 8t achhgpulghye upset

critics coul ds huarvmeorde eféanssdsll rcakdelraaugh i s depi c

study, a private and relaxing space, in a |
profile of a politiciamaugAh rae sioewesdt itfhesoi
The Manchester Secul ar Society, where the painting
Bradlaugh in 1866 as a campaigning organisation tha

church and state.

¥BarB8ngckert: Paintlin@s and Drawings

137 Heinz K. HenischThe Photographic Experience, 183914: Images and Attitudésniversity
Park, PA: Penn State University Press, 1994), 215.

138 For the contemporary observation of the effect of electric light, see Hermann Wilhelm Vogel,

Progress oPhotography Since the Year 18Fhiladelphia: E. L. Wilson, 1883), 1080.
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critiMNoofhamet «am mvhemd lerdy&® hatt Sstcikerit mpr es s |
short of being either a striki®@sg or satisf"
per sonélhiet yeyexpasessieoonhesl|l ohéerhbhe,faadures ar
proportions of the f ac@®TarRe ynimtiNlewsap adpe mas :

revi ewer al so c@wnempla®ids dhm gieraandeisasu glo b e

i nappri®pmigémeer al , criticsedthoughatpttulreet Si ¢
BradlBauegnher geti c and deter mithads gmewlonal ity
stgdmdd eabwesrne unacceptable in portraiture.

These critics may have beenGBmomagacawsst o
shown lild utshedaheflellWNsni n a photaom acdcompanyin
written in weemwe yhefl ©okns youngeff,i gmi ghtier

1.8The article gives a dét aiplpedarderxeri pti o

the mere physi cahli s sfgriecemmds, ohfi st e grhan ng f
deep with the traces of forty years of s
and overhanging |ip, as well as for its
pl atcruti Icll ot hes, worn wi tdthvemeciempraesassvay

they were not'¥entirely engaging.

ThleLdN description confirmsapppaecananteoansd

personal ity within his social milieu. When
Bradl augh, it i s ieksesneenstsi aa n d oi ncnoenrv ecyh abroat cht €
photo meets this dual expectation of | iken

Bradl augh i s -quapttuerre drionf itlher,eeni s head sl ig
demonstrating his ednmeubhh Thggebkbighthliyg ep
However, this phiofthe, Ltah eu ¢l ac d @dso eBs emntld ta u g h

Mary ARwed,Br &dIPooNdratihha mpt o n AMBLISLOR20r vy
“iportrait ofoRMy. soBNaws @ algléebt & 951
“iThe Late Clhgair,l &s7PBr,adl au

1“2 pi d.
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show Bradlaugh in hids$lLNWNaY agehas Bacvé&echosd
from some time ago, or bawmeoneifoud®hedot han]
il lustrat®¥tn)johisabeameir etalbteyspi mal odf edi t e
journalism rendered the realism of Sickert
A mpr esdafioorniSintkert ent afulgéalys @e aotd f was &lu btj @ ca

Besides their use of | Wihgihn liGeigntdmdsunedit
present the typicalnchheapoetsanftf oheThoma:
(filg..7), printed i nWhtihrel, wsitedcdo ngu 1ti ésds ruveii tohf c & hte
mess of dishes and glasses in front of him
commandi ngsaunudedel His right arm is perched
hand may have just put down his glass. Vivi
described the portirvadrty acsh aragpdtuari ingt iPotdtetri

back pensi v&%Ww viekna oho nsmecnhtaisrhows t hat Sicker

familiar and acceptable i mage of Potter t h;.
i I'ttrust i on wa sRopcrhadi asl eeda €bBbysveerhvge rt r ue | mpr es si
hon, member in hisoquiet, meditative moods.

The react&Gopot orVehatrtlawipnedhres t o have been
positive than to the pcrusei t hef fBcadli asaugl
by shadow. But more importantly, it is ¢l oct
English readerknaede, acctletignedlhwi ol umn,
Cartoosenyrel evant hieaettosngicedlhygyi hgr tho prep
drawings of the Renaissance, had become sy
artwor ks e ®Ramp hlinf itehdifdhyis e I'Csaie ntadotatye h a v e
been intended as a more artisedicnve&ngl osho

newsp dphearsawcasera t ypiRunég Hieatuusrter aotfi ons of p

143 Gerry BeegarThe Mass Image: A Social History of Photomechanical Reproduction in Victorian
London(Basingstoke: Palgrave Macmillan, 2008)j 85, 133 34.

YHerbert Vivian, #Mr. Whibving 3ulyB 48902¢y Potter, M. P., 0
YRochdal e, Obwssley vietr 189@or 2h noting that the portrai
July ®Whimltwlibeud the revieRoohdaheapPpeatedrdbni dut fie2.

This may have been dttebéebwebr dhafengnobfprcesstes pri
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fi gatr eiss was not necessarily captured by I
i mpression of temperament and disposition
ifnerred, then, that such a feeling for <char
i mpres&d?oni sm

A clear exampl e offichhe@cntde nS&cctkiean bet wee
i mpressioni smGescr gdaeVM@®difd Igad t, owhi ch both
and Upstase Wwith e garpd utra n)i ckieer #fer sonal i
GeorgewlBlcodescibiob¢ e dagthasten Moore himself
compl ained that Siac kheoddth Wdi esp ipcetresdo nhailm tlyi,k & o
atteststdr Swchei gue M haigy epeaiwittihng.hi s v
would add that the portrait of Moore may h;
satirical cartoons i n Whii mdGQuairfntad d msv.i nlgh eni s
painting of Moore wa&9 madat bteheveteinmd 83i0c laer
t hwéhi r [. wiMmdsb rheu mor o u s dwvwenpsalrreghoetwhte, t ypi c al
i mpressionistic | Bgbkeetfewhsl espggdatesnghl

the newspaper, also devel opdeérhimedi @al. e as

Thus far, it i eondemtt dfhaitm@Brnekseirdni sm
on the expression of light, unedited reali.
periodical page became another stppace to de:
consider here is not orlay,tlse nmeaniheg adfvein
term, its meantialputadrsatbleeemn t o del ve further

which the characteristi dismmpriedsiicnivam,uel y |

i nt erwsietcht etdhe communi cat i Vleh adismipscet sss iod n it shne

here defined itself by attemptihmg me@ani mgos
of i mpressionism is thus closely related t
The magaziumnti vated this meaning, as Sicker

To begin, we may consider why dr awing, r

146 Baron,Sickert: Paintings and Drawing®4i 25.
147 Sturgis,Walter Sickert: A Life189.

148 Baron,Sickert: Paintings and Drawing®4i 25.
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through the technology of photorelief print
to demonstrate | mpr edqioiicrei sma.y FHiarvet Iby,e nt ha
inheritanc® meomo®hobbpgpmsel f brought dr awi |
Ther awing of Degas and his fellow I mpressic
situ, departeds famph a shies Ammpddima e&Tdamrilr cast s
| mpressaboedtdrawing as a means of experi m
sens&tiichmr d Thomson has argued that, as ea
recognised as aestheticall y-Edimoid |Daur anot ypai |
writing for the seconidrlamp rnegs siso rsiuscth Exh ii ni
and indispe&nnsearbglees naebasnosl u tse layy myi tamdt He art i

inseparably w@Wlcheéd tpertstpecitdesae. on dr awi ng

e mby df-hamd sensations and artistic i deas sh
aspect of I mpressionism from the early sta
Lat e nicneenttevernyt hdevel opments in printing

connection betweendipa@ne. dlr 890 sn gs aaw da i drnemat i
in illustrated publications daret itsot st hheasde tdo
keenly engage with print culture to concei:’

repr oddlcnt itomi.s contextcjnddhi t ®o mhe aavi migst @a,ndb

especially t he -amadnkke dd rcalwa rnigt y( roaft hpeern t han p
drawi ng-merc hmmotcal | y reproduced paintings),
reproduce paintings. Furthermboped bhecarti.:
in the 1890s to be inherently connected to

i nstance, fithreo u glleta telpa tgirsa nneattti ecra lrl eyp rpauste nt at

149 Christopher Lloyd and Richard Thomsdempressionist Drawing&Oxford: Phaidon, 1986), 9.

150|pid., 14 15.

151 For example, as Henry Blackburn noted in 1896, a London firm alone could produce more than a
thousand printing blocks a week. The fAprocess, 0 as
images in print, eabled artworks to be published and disseminated extensively. On art publishing in

the late nineteenth century, see Henry Blackbthe, Art of lllustration(London: W. H. Allen & Co,

1896), 7273.
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modern experience offoveahaetioiRki mbd®B892han t |
Charl es Harpeihal penwaotest hatn his highesHt
i mpr esdilonitshti.s sense, the requirements of
i mpressionism | ag approatlh thadhel sabtvashe |
communicated in the finished works.

These artistic and practical contexts su
not only as an artistmadenowfe meinfte otrh ath ede fyi,
perception and theefonm,ofragmentiatiypnand
This, in turn, iifiNeiwt & 9 uaori@al iaz Iral -cerd in rivai trt ghe ntt hhe
Britain. The New Journalism, as coined by |
approach to journal i smd tshualtj entatdiefiteo sdee sodr ilpt
wed | iteraturd®i wi thujeuwdBradak,enso as t o appe
emerging new cultural c¢class with a certain
criticised by Arnoldd nezs udiimlghid@egndt € ot he ma:
commercialism, by offering too many short,
rather -rtehsaenarwendd aammad slejse€t i e di stingui sh
of the new way of <creating newseandaesr st,o ipnr oa
personalised and accessible tone. The port
t highi r IGairntdodnt he English politician and wr
(18B3912yggests the informaLabygu@Gh®mt@) s ki no
is captured in an unselfconscious moment b6
with a cigarette in his mouth. Contemporar:
by his signature ci gar e-s me kFeeeosm h eme@wadsr akwi o w

readers could imagine that Sickert sat opp

2Gl eeson White, 0StdgJahuaryg 184 13af Tri fl es, 0

153 Charles Harpeignglish Pen Artists of Toddizondon: Percival and Company, 1892), 11. Gerry

Beegan elaborates how the speed, fluidity, and concision shown by drawing became the marker of
sincere art, in Beegamhe Mass Imagel38 39.

154 Jesse Mtz gives an intriguing interpretation of impressionism in Miaésting Impressionsl8, 21.
BLaurel Brake, nAThe OBubjugatadknoWledges:Jautnalisma Gendengnad i n

Literature in the Nineteenth Centufasingstoke: Macmillan, 199494.
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hi m, not | east because the head is drawn af

t han $kriognhtal y raasi Breadd |[vaaung ha gadth et hded dBaairng i t s«

thus serves as a visual i nterview bet ween
course, would wusually entail wverbal commun
photographer to record the moment. Sickert
respomserifsr sitter, but his physique and de
mi nhutes. Sickert was both host and photogr
journalistic, suitable as newspaper portr ali
of his i mpressionism.

Comared with other public images of Labo
becomes more apparent stifllg.d®umnjaorhi | |l ustr
one first impressionsimepkef. Laédboushdepi thedc
s mo-kKelrloeodn, with | egs crossed dmnidgamrenst s est
(sic). On the right are three figures, pos:

l oom up from the smokeid CTlgiagp eitlt lesssterra tfied n ci
(t her ectitgea t o b e Iwaphpaybi;t Loafb osunschkeirreg 1 s car i
with his political enterprise, and the exa
fictiona%i cheadtagawieng, by contrast, records
Labouchereornshudypféandesuggests nothing of
figure is notPudicshtr o ctae dir &s biun tilse accur at el
put, Sickert recorded what he saw, rather 1

The senf@dMioflCndirinttla svi s 0 &alt er vi ew was notice
other publications, since, three years | at
t hPea | | Ma llPMPBB uadsg eitl | ustrations far their ow
por twaasi r eporroelce®e@sd 93ilg..1d)actcompany the arti
iThe New House ofoT@emmans c$ehemaiotrhded an ir
Labouaheut the architectur al pl an of the Hi

interview, Labouchere tries drawing the pl:
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i deefh et me draWrhde Hogt ybeaivotes aGparagraph

dr awiHerg:made half a dozen attempts, each mo
and then gave up with a burst of | aughter
| oogkigneomet rical fadSgTunree sarhtei chlaed pcorretartaeyds. L a

architect of the news HolulsesbrfatCiommoaof ; L &b a.
of fice thus acquires a new appropriateness

TheMB eprddaceumber of ot hWhi nllfwiursdi tat i on
interview c®!|l dmasvi ng§s¢ k e futpesn offe & thugr it mg ealva
heads, served as visual representations of
Sicsentmagers 4 om&kw rolPphodogirmaphas @waslience
interviews, referencing the moment of thei.

Sickert argued many times that a good pain

exampl e, i n Thies Glo&Pk | arotfi 0 bnpwfadtée othheatm
painting to posterity will ®&eoeviWléhecamof |
Powel &atFruds hacknowl edging an i mpressioni st

contact wi t'%l n htéhsee nsu ljiewet real m of periodi

Si cesedtr awings transcended their status as

i mpr essi oreixsgptr epsasiimtgi mg,modern consciousness
Thi smmedi acy and i nteMhe rtlavigmar gl e tex anmaplle

i n the phubsltiosshyi mg f.orTh ondhle stblnabsn dishme f i r st

English periodical dedicated to i mpressioni

promoting | mpreskao¥i e nimo8iile®t2i0e 4 MFOg.t hese,

and the port rwhiitr lidsi anvdé migh & $ Y i¢ én @8 odev enre

il lustrations, such as thielg. 118289 ropybr t r ai t o

Friedrich(vY®H9T3dhpeh amalsy arzed el a L ihpafsltust r at or .

training in Paris, under the heavy influen

iThe New House ofoP&d mmaviay | § dhtadnd=023y. 5
B pbi d.
8fAiThe Gospel oDPalmprMalsii 0@Ga 3 a@fetlper i In8t %0do pi.n7d&ioth.i ns ,

76 .
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portrait, which is characterised by strong
present a spontsemredisny@ ageirvserckler i sudlt erre mi r
rather than as thedtlazeesinteviviewce Tk at he
dr awi bgsVi @ adogde tindegek jmurnal i stic function.
Cas&atdtr afwilgn.d 30, reprinted in Mawnwi s 872, sho
effects, and showcases her work at the exhi
subject, a gir!l at a theatvi e,. malaheursme twhoirlieg |
the article reports the | atest medbepf the
mi nut e. I n contrastWhibrolwieirrned >ats dmeé sihmage pio
befittingitlmeeesseianomews production. | ndee:q
newspaper, Vi vViinmnHIdSTcCORY, é davettsdbtathéhbegt h at
first hanaorhbyiomeadmeH tosf. was i n the journali st
Si ctselitmpressionism was realised.

Anot her basis for the correspondence bet

Journalism was theiandiebuestoni bfy. sulmpees
(capitalised) i1itself embodies the paradox
known for its optical r ealéi seny,e bauntd antiwnady.s |

1874 ,-Adudbiese Cast agnagen nattiean thhracdught iy titt
| andscape, rather than | andscapé®itself, t|

Richard Shiff hasks acgmment hahowasthaagnhal mpr e

subjective naturalism, ®Mhisowoethedes fragil
i mpr edgioom,which i mpressfioniesmedér pvesucedr
some@nfa, mar k i mpre®%®€hi $s neymoardggemakes cl

BEr ski ne d@inndt rvd @@ atngr vy,

0Richard Shiffi The End of | e NessPaintiognlmsessiotismil8i1486(San
Francisco: Fine Arts Museums of San Francisco, 1986), 61.

161|pid., 61i 62.

%20 | mp r e s ©xfood Mictidnarny of Englished. Angus Stevenson (Oxford: Oxford University
Press, 210),
https://www.oxfordreference.com/view/10.1093/acref/9780199571123.001.0001/m_en_gbQ403240

accessed November 11, 2023
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i mpression involves an interactsi amdelaetowWween
i Mmpssioni sm déeret asiimiy abearnsal ectic in the s
Botoi his mentors, Whtihe |liemp oarntda nDceeg acsf, suupbhjee
observation of the motif, while the scienc
much ofbjtelhcet isvity of the eye. At the same t
detachment from his subject matter, i1 nsist.]
Lat e nicneentteuernyt hj ournal i sm al so grappled
Ssubjectivityowmmdaloibgrmchhy vddfyi.niJti on seeks ¢
the nature and attainability of objectivit)
this era was marked by the expression of p
departure fromhtahei abBudnsijteyd raonadl iasnmo nty mi ty i n
avoided pri v@iTehiisdiddsayyreccrtasy.parallels | mpr
cannot be entirely certain of truthfulness
representation sf,olyleotwsi totbrgeedtat-timecad aftwyr st
accoluonts,.ome extent, the interviewer 1is the
who uses his own experience to record event
subjective andmakiengbpopechewe 1ihat henabl es
bet ween journalism and the art of I mpressi

TheMB reproducti@npofftbaboudkeenoeastrates

on account of its contestable subjectivity
dawing is not truthf@l doawobjgeofi Laposichee
made for the interview that it accompanied
evident in the drawing, wask aphjreptiaittyl. a:

Anotchoenrnect i oniwWhe r Waeermaatchde t he New Jour na
i's their shared ihhWhierslOairnhdooosmmebesabdesms.
newspaper il lustrati omss vansdu anta narfgeusmeantti,o nasl
participabusenniesstibf i1 ndividualism in the

full wpeiggened by Sickert and the sitter, apf

163 Brake,Subjugated Knowledges7.
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to collect these i mages. | n fvdhcitr,| weiintdher Vi
Car tob@md,es their function as portfaamits, als
autographic reproduction of drawings that |
somewhat more costly fornm“dhepirobfoduchi ag:
stat edc kishiadtr aSwvi ngs woullsludl ffepr 6doomt t bes a
of published or unpubl i shedo®Thhe oegdiatpchrss, w!
were |ikely wel!/l i nh oir weerdds afff ssmheh,e absu sri enfelsesc t
cul turte. URotbeenme argues that mass producti or
newdlhlar act ersiosceide tByr iitni sthhe 1890s, and that

t hat wendl i ngewospbegrsring i matfes of their
|l ndeed, sehepontthgdd, tasdorned the pages of ma

catering for the voyedSflilsltuisct raaptp eotni tweass oafn

pl oy to promot e cnoenwssupngppteiwosn .arlgmagesndi nwer e
designed asgkseesstanddngopaegul ar subscrib
i magrel y i ssues began to thrive. For exampl e
ublished serialised |ithographic portrait:

O T

i ographi cal st epxrtisntbdyd ihagjwsse rflreidefh dand 1. 15 de
arrangement o.f Roetxhse nhsntdehioma @ hs wer e print
gual ity papers. The original drawings were
exattikeg. t hlreem | iotlhdogvedphsansd received much p
Rot hessrefhection of the character and 1|iKk

caricature ¥®rnetafqercStntnkeanrtte da,wsofo urh e s e

BEr ski ne d@inndt rvd @@ atngr vy,

85 b d.
¥Robert Weotrgrel,l@®ldrye Wal Riec ha oidil IS@acnkdeert , Town Group i
Contexd. Hel ena Bonett, Ysanne Holt, and Jennifer N

https:// www. tatpullrigc atkiftamvdgn/ o & m 4 @ acldtihecrd) e ot g e

moor 136820, amnlterssz8, D22 1.

BLaurel TBe akwer,e of 11l lustration in {BasNngstekath C
Pal grave MacOmi |l |l an, 2009),

BFEor contemporixy or dv iCiSaast aucr sdeagys \Rew é mlwesr0 47;, aln8d9 6 ,

AthepeBambhry 206,1.1897,
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porttihat Rqgt(hed)s tseeitn rd fi tthroagmwsafpens from f amous
the highest i mportancoé historically and te
Thi@dvhi r ICairntaibone some sOmibrdi Chatactées
AiLi keowass t he keyword in the proevtireawstesof botF
conswbmed wide publi ewashaswdsathersantdeputh
Given the serialised nature and the satisf.
|l it hogpoapadmd trsepr od cwaiedaddh alwé ngensi dered as
journal i st iucl armacgoenss ufnoprt iroengg Yet they are d
mechanically reproduced hal fPtuncér poat ogreap!
that distoddhedi a@ddh.etBhudyjeedc magpmpiemtsonavi dent it
treatment of Itnaftehi bl waschiaghbwi hd t hi

Car t ocoonnss,i dered in their context on the pag
drawings, nor simply illustrations of peri.
that straddluedafliimsen, aratndamd jear |l y i nstance
portraiture market, since they were produc

demands of their readers/ buyers.

Wh i s&Sloenrgs dn t$togmeaphs al so participated
t hrietehographs that comprise this series wer
i ssued Whii tr hediimei ons of October 25, November
1890. Themrsiegiwrale | it hogokly hWhi dtrleerh, frratnmh éhre
reproduicmages, odnd were packed and sent sefj
avoid d¥magan referrediptrocteheslsidipltkhg saples
produced them foéthbmasaoameay tlkSdickirewidan
Whistler coxmpa@lear aWNies ti Inwaitsmdga ki n to that of
guest who wutilised the neWhpapwarsndishuas maar k-
business opportunity for the modern artist

The busi neWii isliCGshiantdofo ntsh arokn f M dsrnrsi i slebwn

¥9aWr i ggl e adlNdk wC Rigl&ile9alRle pr i Rtoddorpisn 2ati3t .
OfMr . WIdsicBsot nl gesr @ nWhS trol,nveiNo o &, inB 8701
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that the | ittle magazines actively engaged
mass mar ket, adopting advertising and publ |

producti on fsrcoamh et hperitérd lelicagr sggeaesw sc ovitt rh  t h e

received idea that the Il ittle magazines we.|
extentdgmmaeartiical i s mWhe k diwisnodfea rf oars tihte was so
penny, featured few advmartehaermaewpgear antdodi

by publ i-ssthamdyi fg eportraiture in tkheusewspap
of publicity and public space to elicit at:

Whi r lcwienvder |l ' y expanded their commerci al pot

1. Théwhi r IDhlppotha Gal l ery ®f Moder |

The other col umn What ID&ipolkdoemmat Geadlilteerdy, otfh eMo
Pictodreas ur-adwi ae kr eproductions of paintin
moder n ifWhfie.lGdlnkdeary for eighttke cessues, obv
which works by Whistler, Sickert, Theodore
Gi ovanni Bol dini, and Fr anikinoS hdorratwiwegrse bsye |
Sickert and Starr. Among these painters, me:

London I mpressionists VehxihrilBGaitnndenyi mag$8B8,

considered a parallefs ¢compumssspaalimmg YEODT
simply pr esenpainngb yrnegasdeesres Lwintdhon i mpr essi on
Starrrvi(nsge as art editor in place of Sickert
i mpressionism in their reproductions in or

St &grrdr afwilgn.d 6) o&BAtWht s LRB&NIdg..17) i s
t ypi caslt yolfe tohfe t Mdn g Il Gudilinl@enr yo.f Itthse domi nant
rapid hatching htiradts odc upieegpitcwar e. The mo
not contoured, and, below the shoulder, hei

in ame plane as the piamoonrmingi aloopai WYet ngr

"IMark S. MWMber Pasddbngc Face of Moder ninsdm:Relcietpttlieo nMa g a :

190159 ZMadi son, W, and London: UBjversity of Wiscon
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the black dress |l acks detail, it nonethele:
the background. I n the transl ation, the f a
only slightly Ilighter than her hair. There
suggestion of &t hall &@tde shfoetshe Waisr ISt arr par
Ssquints or st ef@s pbaaicnkt ifnrgo,m &vhe sfpifsedsss i tonati S
accurat e. I n sux horai giireavl ofalWhitshdterr emai n s
and white; other detai®gs) egschtasndthe shaad
which acco@ntpé$ af ot ySdamawn executidomgof the
On the one hand, by reducing the original
areas, Starr é&mphwas icoend rWsitstolferbl ack and w
the very aspectoéatthaetntd anmg htOnh it s ec roitthieas han
providing details of the painting, Starr r
encountering the orignadlr awwhdGgcphpWhmeahegt ha
itsel f retciofmebeaeyes of an i mpressionist.
i mpgiesni sm in two ways, giving both an exar
suggestion as to how it may be viewed.
Sictsettransl|l ations adopteds,a deamdmesternat il m
different mode of Jii#gwid&agf. RARMi lhliGsp tWialnssd na t S
Knuckl eBones( ilgvallldge r ewiac hs the form of the
more faithfully a@ahaarBeayrofanhdr empl el g8 men:
composed of meticulously dmtawneexdphainnsgel.e, f o

The textures of the wave and rock at t he f

|l ines. The figures on the beach are cont oul
vol ume, and thus appear as whiblkaslhatpleisng n
is left blank, probably so as not to inter|
Only the stockings of the girl on the | eft

a pleasing design of points,eloheblaakdapt:
whit e. I n this sense, Sickedt prnatt uarel yofpr e

modern | if e, I n fwhieclpaheteon hiadke rcxa utghhdt t he
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mo

an

an

tr

consci odbsutacalisoon,creates a Ineenwe nwoarrky t hat
sual components of ad&Gpifotrumad rcemisnidsea arn ti
nal i sm.

The subj éctbemfc hStseceerne may have been spec

nce it i s @&Breamhn&edear®ff ild.2gadséds Dega

I nting was made with diluted paint, so t|
tercolour. The whole painting was execut ¢
nse of space, with little shadow to sugg:
sttead tome beach plane rather than really e

I nti ng&Gand aSvicmkgersthow a similar fl atness
d black clothing. By translating a paint|
e mabegas ofSickert WkilidIowit mad ort dhheed e wagf ttof
dern painting, one which values its for m
d more defin®Bdshhpel easWhosmheéer sm.

To be more I etcriidoincl,salt®iwsk edtearl y what he
d his idea of form also fimpgerepgidsi®nhissm. nal

ansl ation might b tHio«feichiot iodn MafurNe® De |

Tradito(oln8AG)swnhi ch Defiai p uosbteaftoerse tbheaitng a wa

ho
co
an
el

cr
ac

Pe

rse or a nude owosmeaemns scerntamldnyecad oftleat sur f
|l ours arrangeéedDd s smuadortteadi ns toartdeement ant i
d &8Bedritical formal ismt headggphambitlye&landi n

ements that make siemsae ifctfwrren i $i cskemitl ar

itics, and is clearly revealed in his dr.
counts for his inclusion wiobhien Ehe zabwt .
nnel | |, and Dugald Sutherland MacCol |l , wh

Wal t er Sickert, @AThe Whirl wi nWhirvindpJulpi@al89Gal | ery of

37.

BiMaur i c®@OPDeoi d, Reference
https:// www eoexdom/dviedwe/reh. 1093/ 0i/authority. 2011080

21,

2022.
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than of stiBuecthematdtesr writing, Sickert has
his critical tools, and t hi scuelxtaumrpel ei ns hnoowse
ways than t-crei toitdher writer

The different shapes and pmtttreamsl| dtoir one d
al so express GBBhéeruskstrekets 6SRebs easv atoit@rs
the phenomenol o@y eofantdh én i gihdttihugrhdp ssssusriafgy ep lorf a
br ushith which he &Heas croinbye d nWhPiisntkl earnd Gr ey :
Lady (Mea&2i)n 12188h2i.l e | agree wi@h Robins tha
appreciation of surfacexdfrfamactdiinmrtyhe i 8 D0

add that the experienceWhofr lrweipntdd 80 ci hgr pah

purposes of inculcating a modern way of se
vision, since one can onltyhoohwhaughveg amdtihmrd:
to represent it.

As a column devoted Wbi r BGuarloldeurcyi nnga yp ihcatvue
referenced the tradition of reproducing ar:
as Achaed e myorNottlrees many s ensgimndkladeogweael ed |l ustr
Sal.oBurlington HKawagde myarNoiteshsleydh ei tosccasi on ¢
spring exhibition of the Royal Academy. Thi
educate Vi ectloarsisant ansitded b earnedg u laatre ra rbneucaalmef e a |
by Henry Blackburn from the 1870s to the e
il lustrated by the artists themselves or wi
of recording the appear anrcge toHeitrh es teylha .bi Sc
mi ght appear as studies of the finished oil
main figure and suggesftilgh.egWhiaHhdvisnrdade by
Gall ery serveAlc ad semyniNeatfi@da pdloeemd s c@® | u mn
title suggesWwhs rtléame nadd eiane®f i t hiei on sancti once

good art, in the manner of the Academy, an

174 Robins,op. cit, xxx.
175 Robins,Fragile Modernism161.
73



reproduced the originals shows tdhuactt itolney al
to be something that readers should | earn
I n sum, by analysing specific portraits

t htatwvéh i r lawilnodwed Si cker't to construct his ov

experi memtalwistth cj daurpr essi oni s m, and to emp
formal | aWlhgiurlgassa n@thtel i city scheme for the p
editors, also pioneered the creation of a |

caricature. oFoph®itolgermtph bei ng Whrn tr | pvi mdluc e
gave him, for the first time, a strong i de
master, Whistler. This independence was di f

which herillbautead .cont

1.MModern | ife on the page: fitti:

Bet ween 1890 and 1895, hbee faoertle ntaiicnktearitn ende nt
friendships with many talented writers and
George Moore, dMag &lodAuShurtenye rBeaanr dsl ey, Art hu
Jerome K. Jerome. These ngenénatronamt t bel
ni nedfhessoci al circle they formed was | ar g
i n whidcihs dlthesyed andarde baantde d A ntoésraatt huorre
appearance in a magazine would suggest the
cohorté S$ircledtshi p with these men brought
in the |Iittle magazinegesandubahwbatofobmmws,]
explore how Sickert conversed with other a
fit i nt ot bCeaembpraigdegse, tolieed d rowe rBhoddcklit e By

|l ooking at the works he @omoalisdedsdorhaweSiec

continued to reflect on the effects of t he
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1. Bel ng€amibei dge Owistehr vaercont i nen

The publication that SickWhir wwarskd chef or i mi
Cambri dgweerm@Qbhsoeugh he remained there only fo
Th@ambri dgewdd saem viemder gr aduate weekl|ly maga
promot ed &b yy oSuincgkeerr tbr ot her, Oswal d Valentin
Sanger anded®@rige ATarhaulreye as the other editor
Calverley Trevelyan and philosopher Bertral
di scussing the pr &%Cwmanptau se do ftWit i Hréh, emaoiddedaeir n e .
an undergraduate maagdiztimres i aan daanbo ri dligregt d rh
Cambri dgediOb sreaotvepropose for it to be an or
rather, as Russel laicihad mea iwhpotldes elptrt cetsrlpper cyt |
power of Camb¥'TdgecBiteaefleddiSi aker®swant ende
magazine tfwibé ®erconsentional fun about p
and Newhaffhlhe {drsixgdectus was discussed ear

1892 the magazine began to appear weekly, |

Sictseii nvol vement was | ar gselbyr odtuhee rt,o ahnids |
role as il lustrator is suggested by the si.|
contents of each i ssue. 't is not known ho:
contemats, lyeti || show, Sickert made use of t

to exhibit the paintings that he had shown

with the editorial tone.

Sickert gave up exhibiting musiandall p a
instead turned to |l ess controversi al kinds
Carl Spadoni, f@AThe Cur i ousRudlsThe Joufnal of Bertrai@a mbr i dge
Russell Studie, no.1 (1982): 87.

177 Declared in the prospectus of tBambridge ObservequotediK e nnet h Bl ackwel |, AThe
Cambri dge Ob s &ussel: The Qouraasdf Bedrand Russell Studieso. 2 (1981)177.

"“fBeddeebers to the cdganUmigv é&teswfhfayoi fae@®h mbesspel | i ng
ofiNewnh adnietfeesr,ri ng to the students of Newmnlkamwm Coll eg
from Oswald to R. C. Trevelyan, Mar ch 28, 1892, arc
RobertegalTvevél yan and Elizabeth Trevelyan, referen
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t wo paintirCad,® Detsh Twittbludddes NEALg and winte
shows i1 n 1f819d.2(2c .s hlo8s0,t he spring work), an
awarffPedt ure oahdt hepYeoalPradt ¢ d May | tHEa matdee
drawings after both paintingd;igha%pvaeftienas
the spring work has a |l arge area ¥f shadow
Yet k&rt was hardly going to pass up this o0}
success, and so he&aprbe d amgtew Dtbisecer d/eerrdr afvi n g
the winter painting, executed fiilg..249onci se
Whil er Sipuklicised his impressionistic |
al so favouMTMé@amhr edgemdts senlverof fered accou
Cambridge, but also reached its tentacles
French poems odndremicthi aind Greek | iterature
Henry Il rving, and the dramatist Henry Arthi
was usually harsh in its ton@ulWwi talmdsome F|
poi nadalneds sc,o mpamglsiomls arfd EFrench writing wer
Kat herine Lyon Mixidedt astltiyhepregpgiagamnsi we se
forei gm®hnt hocser dacnrciet iwchbas hedboppetioakl gn
Fredamts, and consi gewnuinmgg sSiucskeanréta,d eirrs Hios bte
seven contributions to the magazine, made
continental sc&€mad®. dElsevddiil Mwihmdgcedfy have he
particular appeal for stbti®ewhs &@hoawnt fandbl
visited by Wi lde, Renoir, Flaubert, and ot
harbourf igl838BH,was chosen for pddoHaicrag i mm, ¢
the beach attigcheyenmaddar Ity 1t888B 7hi S r ol e at

Whirl,wittné i nclusion of continental scenes
European | ife, with @&nwiwdw dtgoe .brYed d d rhiend as:
art suggests that in thedl&a@s$ itsihe arel avtaiso |

179 Baron,Sickert: Paintings and Drawingf02.
Kat heri neA L§ytomdWiixn Yell ow: the (feawoenBepkK&Gnd |t

University of HK@&msas Press, 1960) ,
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unavoidabl e question. For exanmp) e, one of
compl ained that Sicoéenitt agnddnlsi KfNEAEC fFelelna
not con®Tihnecsiengc.onsi derations mayima&ve pr omp
bet ween his art and I|Iiterature, and away f |
his subsequent “elglaggwe ni#ohdkh @r t h t he

The commingling of drawings and | iteratu
sophi sti catdedhiasudciuesntcoemi saant i on of content r
specul ative idea of this pChimbci dBet Oblsieg w
was unpromising. ConBnedd minge ofnoltlhewimag aizti 91

i ssu6| orbcamar ked t hat

ihetrayed aé pppukaratasheof Persian poet
style of Mr George Moore in his most ecc
by an ardent | ove of realism dtemperies wi

not exactlfyartehd ol iptl erasrey t '8 average unde

1. Z.hX¥el |l ow Baoktings as i1l lustra

Sicseptr oject of publicising his NEAC paint
Yel |l ow ®bokh | asted fYeon olwd®BR0 qikob I11i89We d Thye
Jlon Lane, the proprietor of the Bodley Heact
Harl and as editor and BAvekr, e b eBd aredss Itehye ashr:
organi Xet s pwaBedlkh e product of a coll aborat
according t o®Ewvekd g, Shiackert and two of his

Bernard, were all contributors to the maga:
Beerbohm, Arthur Symons, and George Moor e,
BlBlackwel , A The Cambri dgd80Observer Question, o

23 Ca mb r ThdGjobg November 28, 1892, 3.
183 For more on how the magazine was conceived, seeABtudy in Yellow

BEvelyn Sharp, @A @anchester GuardignihnearyN®, 4924, 7.e s, 0
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Si ckertsheandedtiteorost, and the gatherings at
brew took psatemat Harl and

This coterie suggests that, while they w
t he-Rppbael ite BrotherhoodYelrl okeBdkedomsbur
|l oose clique of writers and artists (at | e
and 1895), which shaped the understanding
chall enge: his works were i mmesresnecde ionf | i t e
writers, thiopdghlttwasettotorseat i mages and wi
significance anid |duwtsamaony,o nasv oai aliceotngpearny i n g
prés®ms | will show, it was in this context
undteamsdi ng of the specificity of his worKkin
way his works were presented on the page pl
appeared to the public under different cir
t hroughdutoft the sresar eer .

Si csemwtor ks apYelalrcedrbamo t he f i r st i ssue i
the fifth issue in 1895. Most of the works
i n the 18TBhoes, Oxsfuocrhd(faMg.s2i 7c, Hsahveliwli oy B & @ k
reproduction), made around LB88Il anbDoprinte
Het herington at t(He88Bgdf prudl| Msdied hheaal It he s
Ol d Bedforf@f i Mu238x HmalJuly 1894. These paint
f euarted in any other®phbl debhayedsappeanoanh8dis
hall paintings in print shows that Sickert
vehicle for a subject that had previously |
apointless emifl atdieenl , ot hPegas YolrlsownBoalklter

embraced this subject, particularly for i1t

BKaElL Beckson and Mamhlk Yamlbews Bbag&nand Beyond: Sel e
Henry Har |l andEntgd iJschhrnLilteret8BO22A@n A@OPB OBt i on,
BWEven Vivian has a reserved axplainingiothesvhidwindti®at cker t 6s r
iwe have nev ecritcth passamuse béllunlessitwereahigpl ass one. o0 Herbert
Vi vian, i Rviflwind Augusto2nl890,86.
187 The Scotsmampril 15, 1889, 7.
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cont r owoenmesni aolff t he music hall. This shared
i nt eectoinoans bet ween t lise dmMofrfkesr eonft tchoen tnraigbauzti
Bear sldeeysi gn for the ffolgt2T)ovkaeapiodt &€ haee wWwa
wearing a patch and a mask, i1 mmersed in pl
emer gi ng bevwhonlde hpeirct ulfrhee suggests a carniva
i mportantly, it chalfceangésa BDampVexpomeasaas mc
approval of an art 1®¥Tihé¢isalatawnd pmas kedcihdest |
BeerfBohamti cle i Deéesameoifs CwBimeh i te

smairically defends cosmetics, or decorati ve
revival fdimldnnesas afmd®Bderdilsohdne i egerecés 1 at
revel ation of the crhmardaneyiism, cwhiodh deamag
of artifice rather th@®B8peti Natalkyjncoémeui
favoured by dandies, prostitutes, and act ol
reference to musiclLhald acstesseswhesmclbi a&k
and Cecilia Loftus, whom Beerbohm had seen
Mretty face was r ooYlend twhith ¢ dises egevsdre,orf dd lh
t he woman with the matk namgy d¢adil fufsumred, othsg:
t he magazi me, muaanidc Sh alklergai ntings, provided
culture of decade@cemannputbanohi bé. sfackemw

arrangements of beamshaolfl Tshasg@l o | Behd fsorich Mu

Halflilg82, and Little Dot, the actress, who i
white, serve as footnomadetwot hé&. anrufsea Br ek e |
hall paintings wer a$grswdpeaicstl & u redffatr edreeds toinr

188 Further public reactions to thear are recorded in Catherine Sles3dre Art of Aubrey Beardsley

(London: The Apple Press, 1989), 53.

¥Max Beer bohm, i De VellowBeokAprdl 1824082.met i cs, 0

190 Holbrook Jacksortighteen Nineties: A Review of Art and Ideas at the Closeedfitheteenth

Century(London: Grant Richards, 1922), 107.

¥IBeerbohm, fADefense of Cosmetics, o 77.

1923 L o n d o n Bitmeénghare DajlydGazetteApril 12, 1889, 4. Similarly, the artificial light in

Collinsés music hall r e cnéyiasvaevatiatianton impressioaistic opginut was r e

light when the work was exhibited at Thee NEAC in 18
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t hat subject matter, npaonwd htahde ac uslpteucrief iict irnel
But for Sickert, this washggokddand badse
controverYey,l oammtd otaicet ee dc rfiatri anogm t-han he co
handedly muster. For exampRog,alomretefl , hiD3 e
(f 1lg..30 s howse ptrhoed ulc8f® lolnoWw nBwénke exhi bited at
NEAC winter show in 1893,e whemeal & hfei gurienso |l v
the target of fAnawvie elmiekcer éwointeins m:n tebiféor mous ¢
toget hitehewctbde green grass and the opaque
di scordant odfNoretaheled s ®ectShe kreepgr ad U mevee di n t
Yel |l owuBdoknont hs after the NEAC show, and
as hacvaiungght the detesYalbbl ewYBomleri sm of t he
Whil et hewaBog@lood at encouraging publici
concernesd cawmuitdennti ty as a visual artist.
the relationship between art and | iteratur.
Despite the strategic | ayout tBatl attempt e
paintnbhgd pnirecto in full page, with a tr
i mages from their titfielg.,d ipir iwiatse du noanv otihdea bfl:
perceive a hierarchical relationship betwe
Sickemodt wascl ined. As wmemuisocethadbopa, nEi ol
Beer liso hens say, @sn de sBseaeyr bwoahsm r at hGerpairmtii ca |l ;
could at best appear, as indeed it does, a:
bad. However were |iterary wonhkmadiacluding
l ongstanding rival ésy pwSdtnhl Itz eMevri nissuead .i nS ytnhoe
i ssue, narrates an affection for a prostit:

picturdadsheNBeoghbh &@RPIige82), | ust &prpeoceend,e st hSuysmo

Standard April 17, 1889, 2.

N3 Ar t  Nuuth, ®scémber 28, 1893, 14009.

3 The New En g IGraghlt, Nvember 25| 1898, 658.

AThe Art of dGQuBob&c &ede yc &uNevicastefDaily @heonidlea y , o

February 8, 1895, 4.
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appearing to be an @&Xadt eitl lofAhmatuiodhm hdaf t |

Si csedtepictions of music hall actresses, w
prostitut eesd asntda rcso nosfi dtehre ni ght, similarly
Stella Maris.

For Sickert, this amounted to faoweéeol atio
the first 1 ssue came out, SickerV¥Yehhdwpr ed,i

Boohkel d in an uppedtaboam oh Ohd BHomptod Str
made himself the hit ofil eahle@dvieoin wagr ¢yt el @&l
when authors would be put in their proper |
and poems pricctures which shemnaldley behsiuppt a €k
mast er s, 0tSh ec dseersttti asttesment may well have been
to his being suramd ndieglhtb yawsottoeey erprn od Mo
rel at eg@lsfAlos iDnt h#8Y%e>., rat her than asserting
independence of each art, Sickert actually
relationship between painting and writing,
where the bwococwmpl et aibgykdsratp anrodt elee.nyS narr at
paintings, but rather understood that ther
i mages. This idea of symbiosis suggests a |
i n aest het i ci negn ckodugnat e rAsl ol naégerpBop boofc al i t vy,

devel oped in 1846. Poe coined the term to |
i mages through descriptive words in writte]
part of the undeorrs teaxmdrmipn gs, oifB dtalred gtésedxyitan & f
novel stand not as pufatehtuanxkatides bBut e
to PoetYPoeshi mself also had an unful filled

magazine, whhewSthgenhd iitd-ewlai chyheglQgravings v

196 Claes,The LateVictorian Little Magazing120.

¥'Mi A, Study 8iln. Yel |l ow,

Mse@eor ge iMo®r 6r, af to&p e B & ledr50,8 9231. 5

Nathan J. Timpano, f@AThe Legacy ofTheEdgar®dan Gr aphi cal i

Poe Reviev22, no. 1 (2021): 3.
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usé.hough the magazi nds nsetveerri ensa teetrti rad d tseed , |

artists to illustrate for him, and his con:
century, i n?BohdiPope Sinadk eSritckert encouraged
di screte media and embraced a holistic and
fact, thivelil ©vawBaetaktfhoer . According to Cl aes
concdihwednagazi ne wift mrtthea nt otianld,woarsk an i nt
and mM&Sitekert has been called a narrative g
this epithet as indicating his concern for

mi ndsetpt bmt nenees coull tiulrleust rated periodical :
cultivauniofmi ed @i scour 8T hifs woasd mon dl e snsa gteh
forYelhleowsBaonkp | etbe book.

Nonet hel ess, awareness of the synergist.i
did notSigrkewvantf rom scrutinising his own me
reproduced |iomp rdlvelkded t he artist with the o
examine his work and to become more aware
Yel |l owtBedof hedr @ewamddrenti on to the way it 1is
mat erial qualities of the magazine. For ex:
corner of each page serves as a reminder o
Sickert cerwbaitehyipai dochossehis work | ooke

paintings with perceivabl eRotyoanla |Hoctoenlt,r aDsite p

filg..30), mentioned above, is one such examj
23ohn H. |1 ngr am, TheM&nksoofEdgaoAllan Poed Jolin Hi Imgram (London:

A&C Black, 1901), IxkIxxi.

2lFor example, Sickert associated his i mpréessionist
novel. In the preface he wrote for the London | mpre
| mpressacocnepstne, tkethiecmaumepofwhat Edgar All an Poe ac
|l egitimate proviomCteeopr ¢ hac pRdEpm dtjegsdiumn yR dc kienr t
connect isongrtaop hPoceal ity can al so be seen in his Camd:¢
betewne 1906 and 1909, in which Sickert did not paint
narrative, as | will argue in chapter three.

202 Claes,The LateVictorian Little Magazing118.
203 stuart Sillarsyisualisation in Popular Fiction 1860960: Graphe Narratives, Fictional Images

(London: Routledge, 1995), 17.
82



infl ated geometemndesbddpiens, dahlemaeret shades
rhythmic effect. The contrast between the |
the white dress of the others plays a deci
contrast of tips pahenktilegtirt selcoplkeér om bei
effect is stildl not satisfactory, and the \
idestinedanhwhr tkel aekp’ideukcetritonh.i msel f sensed
unsati sf actharsy fafnfadrcdc,avmatimtdbbau tBBoo B 895, wer e
drawings rather than paintings. This shift
drawings transl at e -awmewhel teef freecptriovdeul cyt iionntso tbh
Shortly afterwar dsnt iams 1a819 65 p edaukrdiret gvahiifeerd tt
his belief that the electric r epasodtuhcet i on
gauze is dingy %alntd iusn dri esasi onngaubi Iseh etdo. concl ud
shaped by his regpwirYidd ritacdeve dBfo ovko r k i

|l would also note that it i s because he

in print that Sickert emphasised the contr

paintings. | consider thisownwmomaydeparithbl,
that this emphasis on black and white i ssu:
reproducti on. IGm e hpesr ir eseplel comw aBso anidx e & t

influential for his subsequernitb wctaerde etro tthhains

magazine would seem to suggest.

1. Di&Al oguledloefr t he

I n tandem with his narratVYelel @panBlddkgs wit |
affiliation with the I|iterary circle, Sick
by s$ypmg wor ks for anoltclega@® 2 tvdehri,acrhy hnaadg a z i
been established begdRoberhbhy BaeromeadKwasercor

Apr il 1895 issue, Sickert contributed a se:

204Black & White February 8, 1896, 190.

Wal t er Si cker $peakdiNdvember 20,6896, refrihted in Robiap, cit, 112.
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of thel mudif BPHa, set of wor ks that has remai
previous studies. My primary contention he|
controversial paintings dispP%ryedy atertvlee NI
as a demomkserway omhat he expanded publicit)

these drawings provide an opportunity to e:

Ssubjects were programmed and exhibited in =
the musi dbysBalklalaspace and venue fitted int
the magazine. 't i s intriguing to consider
essence of music hall performances whil e al

il lustriadnsvei nrhidd ttransl ation o8 this vibr
pages . Scohkerit dutlaieosno tsoe rtvhees, again, as a t

symbiotic relationship between modern art

visual renduesriicnghsaldf otffeerma di screet gl i mp
entertainment, illustrating how such cont e
within the public sphere. This is a dynami

culture fost ewheidc h nofpfrernst tnheediaar,ti st a mul t
contemplate and engage with.

The title of the magazine ceffli ®beluy echo
who i dl esfiadboearydyr eded t o the editors and w
readec®!| | Btei ve i ded®mt ietdy toff st aemdmavgaziemes w

t hrough a mont hil g e o«Clowmnwhi ¢ hedrt hers were

206 The Boy | Love is Up in the Galleig very close to th oil Gallery of the Old Bedfor@894 95),

exhibited at the NEAC in the winter of 18%6.at e O6 Gr a d vy , accérdingdorBaronais L ady
probably a drawing of a notest oil paintingGat t i 6 s Hunger f ofMieSéRend ace of Var
Turn of Katie Lawencewhich was exhibited at the NEAC in 188&pical and Extempordid not

have an oil version, but the character wearing the top hat and tails, and the similar backdrop, suggest

that it was possibly a variation bé Lion Comiqué1887), exhibited at #nRoyal Birmingham Society

of Artists in 1887. AA very nobby suit, A shiny hat
woes! 0 i s r @verdhe Eodtligh{w183d04), miteims of composition. Sickert produced

many images of these twcharacters, known as the Lloyd sisters, who began their careers as music hall

performers in 1888; and Sickert exhibited paintings of the Lloyd sisters at the NEAC irMifgie

Cunninghanis close to an oil of the same title, exhibited at the NEAC3®21
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of fer their views on a particular topic. M;
to thei salmes in their personal l 1T ves, and,

| déserCl ub b-totbght ntebl ectual groupings into

observed, the column created an i magined s
of dom cl|?Yd wmennder , | woul d fludrdehr@ ulpoi nt ou
strategy was precisely to emphasise its ci:
of the physical gathering space of the cl ul
of ctlhkebconversations. A typical i mage featu
Sicsemusic hall drawingdiigl.383) apeppiacesds. aTh

people facing away from the viewer and smol

narr ow ds pnaocrep hani ntid hiedh e iCéTahbe. nsgmo ki ng r oom

thereby suggested as the space in which thi
with this space, reader s weorel dp.r olvni dae ds ean sge
club i s asomc pilwawed for producing writings,

t he <cur o uosb sreeravdaetri on .

This expression of space, with i1ts sugge

D

xploration as t he tlhdefseert iotf | rdelsidt asdeolgifaszfi m e , .

ndeed, many of the stories featured expl o

il lustrations to these stories provided th

satisfying the curious eye, andd even enti c
aesthetics. |l 1l lustrations were normally pr.
detail stoomre dphohalghf aphs. For example, in t

ent ilCd werdt rgwhWadtk ,i s composed of eight water

di f ferrmeenrts coof the country as a viglaalr tour.

form of newspaper, bringing readers report:

Sicseftt ve music hall drawings, | argue,
corners of Londwofn tflhoeg frievaa edrsawiEragsh has it s
27, aura Kasson Fiss, Aé6The I dlerés Clubodé: Humor and

J o ur n &IlctoriamiPeripdicals Review9, no. 3 (2016): 417.
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col | eciiTihvee MuistiMaes Hpt Il nted on its own on the
typeface, with decorative and autographic
di afriig..34) . Tthrd (1gi. 835} s$maws the gallery sea
i magi neaedsetrtheecader as a spectator on&the grou
interior. At the same ti mel,ast he dd wditerdc sy
tifiTlhe boy | ko Gadti ke yphe aapdeht sédabdbmein the
under the $tdfsetriermydeaf atshd hey take the view

hi mself sat i n the somewhat more expensive
viewpoint redbetoreaadefrorn htethe identity as an
wi t h Sy moorsdisn tah-Bnewlsli ¢t he audi ence is a part

per forfance.

The other objkecgasz eo,f ashedepeiacdteerd i n t he |
drawings, are act oalsd oon caodmdogintec@ g, andct bhde
famous actresses off itlih.e36t)i,met:h ek alid.i.oRy8dL asw rset ne
and Minnie fClgnn@B9 phghame(l ast actress, Cunni |
with her name, amrdatiidi@mabidter dyaed awi tfleaitures
givenug$soseccupying the main space in each
audience by a railing. Costume details are
headdr edsarmdatt h e nsdi sbtheet bLe ro yfdisgur es contr a:¢
slim Cunningham. Readers are provided with
characteristics of each performer, and, of
woul d have recognised the performers.

Thi s exipnetdoi ttihoen musi ¢ hall also del ves i1
architectural features of the interior, fr
stage designs of different I|hiadnd sconrmioqgue x am,
drawings both dregiMasi d eH®Dlgd, aBwshu ddseec osrtaati i noenc
are visible in front of tédheMssiageHKHalwlh, | ied &

by the receding structure on the stage. Thi

208 John Stokedn the NinetiegChicago: University of Chicago Press, 1989), 61.
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environments onmebdich uthkeykpethe popul ar p
the time, which al most al ways i nbgoloekd tohuet
MusHhHal | (L1la8BMdlg.. 4F0e)r.f or merés dmaBicgerare root
stage by t hbea cdkedpriocptsi oannsd odfecor ati ons that g
settings Alffshhisos¢ewodtdgci si Bhckerpresent |
one by one, i n a mMmamodksh er smictiesseé mtn @ff t he
per f ordmahnacte st y pi fsiheodwsmu sMucs ihcalhlal | s wer e al :
fivar idcmneiasms ,ng a diverse group of performance
feature singing, mifime d e renn sayw itatchr @aebaacths ,a catn d
perfor miYohe@ ofurnhese showess weexpeerrlioenngc each d
rapidly changing spectacl edmaryl rh atvhei sh asde las e
similar experience in turning the magazine
the singing of the aftbpéesats aaf diigoenmmpr ov |
comi.qwe can see that the &y tme whurchi magga
pages well utilised.

Readers would be further drawn into the
provided as titles for e alchhe obfoyt hle |dorvaewiinsg
the GaKdt&y@dyg e Yaaalnddd w,er y nobby suit, A s
boot &8 Tnhaant, t hat i s t bwerceutsiet lodd awilt loumre fwe
l yrics sung by the pPpbr hbaverdn s cd opiuctee ch oitn o

engenders auditory associatio-abdfidir the re

unique interaction betdwddr imertfhoeer meurss ca rhda |
fostering a sense of its community.

Such titling, onsthe nermgehamd,t hfei reds abl i
il lTustrating music hal/l t heMoesdgdazwil t b alnyr i ¢cs

2%E|l i zabet h Rarhiclemd89%paid attentioh b the varieties and the system of turns.
El i zabeth Robins Penne-Hbh] Thé @htempdtaaylReviggB¢Aprii of t he Musi
1893): 57583. See also Charles Dickesj c k ens és Dictionary wotbnalLondon, 18

Handbook(London: MacMillan & Co., 1882), 187.
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(filg..#00Qn the other hand, it also nurtures t
| déserspace. Asl| d&satCil amed aktelset he form of a
fact t he Illaligauraglarn acttdérei sed by a trivial ¢
all ow readers to take pleasure in the auth
t hem. This asipneectalofgntshewimahgazhe attributes
in 18PpdpetChaab woul d ewodeleummit eihrg riletasd ee X

invitation to its audience.

This manner of inviting readers, togethe
| djcerreat ed a sense of intensified proximity
The music hall, in turn, was a regular hau
smoke would dissipate, yielding a shared s

But whoeswerreeadcer s? | pose this question

relationship between the targeted reader shi
maga2Mhrid.e the pr ecil glér emeaa dnesr suhnicpe rotfaitnhe it
to assume arhtatpar tsiigmidfi cit woul ditth@ve c¢omg
| arge and influenti alascldessrofbetdhdymacdcerl8t9
revidwed, would have encompassed female rea
il lustration fr dhntllibehd@®@bibchsauwomanti eds e
rea#dP ngs well as feGamler icdqé¢alOdbm édoer ssa.r i Thheed
t hhedlasr sui tabl e to gW3Ftriosnf yt htehsee vcaocna netmphoar uarr s
we can sledwabhanot hhdescntbaeddasashpl eaather
avoided intellectual&GBeksthemal | offaespetha
posits the reader as -@amivtolyeluas ahguwdrd, aiss Aa
stance 64T htelsee riinadh .vi doaksxplwvere, cwbebostt wi

of feech dAl s o, gi vén ctomd emudioa shailalt ure in the

20 discuss Sickertos connect MusieHaWiartd tin cheptdrfow.d Br y an,
21/ T he [Thelndependenfanuary 22, 1892, 59.

22Hounsom Byl eThe ldld; Augusti1896,42a7., o

28The CambridgeMa@b didr, verg9o?2,

214 Amy Milne-Smith,London Clubland: A Cultural History of Gender and Class in Late Victorian

Britain (Basingstoke: Palgrave Macmillan, 2011), 176.
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century, situating it exclusively as a spa:
entirely innocuous or steentreand hnesacervs Isii o
sensed in the way the subject of the music
suggest that Sickert provides his audience
scrutinise the music hal Isamidt igsae dn pienrssi pgehctt
aligns with aéati bet it c ws ¢ ihsdsflerindsrio trviyheis cnhn ureenaddoe
could use their imaginations.

The music hal/l as a space was associated
occur within ind mrodsatbil tyu tdiga mnkai maygt Wwear K Sy mo n
dealing with imagined erotic encounters at

of music halls with ?©°Dhwer icrag etgloeg y1 80 ,0rtntoea |

(@]
o
>

ducted i nvesti gatiinopnusolituhidetisnagi me d htian u rhee
ventehhis cast a shadow of prohibition over
even as they thrived as entertainment hubs
the merely entertaininmugiwashad |defciemien g afnadc «

space adl g&«mnddasteed! u b, musi c fmelslcsulwenree norr

encl.@9Thss gendered space is also linked to
who possess the |l egitimaicyetwiAbhmKEawiuk ate pl
argues, men, along with recognised professi

into this sppcefewbibeathenconneiRd®hosss . wo me
i nequity was urOdaer £tharmnmdad biyoolLwhkarrtaaud e i nt o t
Empire Music Hall, 2% wnsico@ltimmbhbtclbatrover s

215 Stokes|n the Nineties60.

216 Barry J. FaulkMusic Hall and Modernity: The Lat®ictorian Discovery of Popular Culture

(Athens, OH: Ohio University Press, 2004)j 78.

217 Faulk demonstrates this point by drawing on the accounts of music hall performers, including the
description, memd&iey moafr tHhe kddssi ¢ hall as fAan annex
frequented by the bektn o wn Men about Town, who scanned strange
Faulk,Music Hall and Modernity211. Seymour HickThe Vintage Yeard.ondon: Cassell, 1943),

152.

218 See chapter three of FauMusic Hall and Modernity75 110.

291hid.
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Pennell, with her expertise in writing abo
posiitni otnhe i nt.ell ectual <circle

Sicsertenditdrpien itnhidshfeceense,ader s a saniti
the music hall enecouptesentengrdingiiored
knowl edge dtihaetctdwoildaayyi ng bare its nastier
portrayal speffohemevaripositioning them wit/
space that avoids direct interactions betw
audience itself. Readers, seated in the co
secure expl orsatte do ns poafc et.h iGbbo mceoanketires t Sc cper tr a
actors such as the Lloyd sisters, with the
ankles, together with the dynamics between
hark backk tp&&EmimoasWMari e al so provoking a s
reminding us that, in 1895, such attire wa:
wo me n .

At the samé tdienpei,ctSiocnkserwter e in | ine witd.@
cultured cont empoursarci ehsa.l | Alwahso ucgohn stihdee rne d t
at a soci al |l evel, this controversy was se.
Pentelalrticle in 1893 shows that the music
culture, with aesbobhbdtti exphodredciBd| dvalcee i
Symons al so regarded the music hall as a t|
schol ars were concerned with the value of
aesthetic expressnmpdn,stand nsotroad d*?¢aognadiemsnta tsiio
Si csedtr awings, with their objective tone,
were seeking. They display a professionali:
scandal ous activities.

Mi ght it beckéeéret cnsee dlhragady sol i dified
chronicler of music halls by the 1890s, an:
20see Pennell, ATheHaleldiggree of the Music

221 Stokes)n the Nineties61.
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pronounce on publ i c |addeaarwian gnsmecnatp tvuerneu etsh?e |
musi c hall s as essec usraef,e g unasrud eadt eadg asipnasct e xt e
mani fests as a negotiated harmony between
representation, serving as yet&cadhiod hes i ns:
meticulous calibramnilbmowfedhe dadapceclkel bet dve
the public sphere. Striking this balance el
bet ween different subjects and readers. I n
project on the rel atigomsnhdi pp olpeutl vaere nv i moucad r c
may also conclude from this example that m
al so undergoes a constant negotiation with
face of moddaesr nt hpea immat d enrgre i dnimessgiet $ el fmaag f or m
popul ar culture. This understanding chall el
schol arshi pé&( aau ghuSmegktdDratnimdder ni sed Engl i st
culture) that moder n waoepahtatwidehpludigpme cul t u
Thled| ertself being an integral part of mode
perspective that fbbpodmidhademnsaif pbubdt wedn

dynamic, arising from selectigedbaycdptacbe
The audience of these two cultwural forms d
but rather forms an idasrcercjtu mgt ioovres lafp.pr
diversion, a&md |wiweiheldl bEufdtdurrcecwvéeen moder n
painting and other more popular facets of |
Mopubtaocok Psalsame process rather tha# an esse
Popular culture such as the mUdgi delalrle di d
being appropriated by painting, but became

medi ati on.

22S5tuart Hall, fANotes on QCedtora Resistance ReaderdgStepherh e Popul ar
Duncombe (London: Verso, 2002), 191.
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1 .13 lustrati ontshNeemwd Agrei tings for

Thledwars the | ast major publication in whicl
during therl8880s5, Afickert mainly resided i
meanti me, he visited Venice on several occe:
engraved by Paul Nau mBarn,m yam da a eq@u motd uafe dh ii :n
wi t h Beé&Unddselre gtnhnee nrdeact i on of George Moore, |
wr ot & hSepoerabkeetrween 1896 anrmAd tl1 NBAWEDHBMD .f WM i tthae
art reviews -ifrotrertenetsengvenepamdr s al l owed Si c

on the London ar te wwoird dumisq wiéd Indr i@ 51,0 hHeoynl e

returned to London and decided to consol i d:
with others and fostering alliances such a:
Allied Artists?®Apspmbitahée oGamahen 9D8B8wn Gr oup,
1911, articulately reflected the character.|
members of this group, named after the dis:
their i mmediate surwmu@rda g sar tTihet Lawareen Un

awar e &o fRlofmgy essi oni st exhi bi&t ivorni tiinngso,ndon
wherein he expounded hi s i dfetahse mmredfnotrhre i n |
Burl i,ngattlesmo provided andiempétops tthern rt peaet a
| eading from the examples of C®zanne and G
English moeéernrafit ections of the modern wo
Londonrt world, witnessed mtotdpddes t hmgall
i hhNeew ,Agwi th Sick®rpgriamarnryhespacleeaeper son.

2The SaWwpyill451896,

2Anna Gruetzner Rodiwsi desgrsbebkeSaskmatked by the
| anguages, and obscure references to g@Magrnaetre mul ti
Sickert and t behhtaeaguatgieowd!| Asm,and the Arts in Bri
Si ,cleed. Grace Brockington (Oxford: Peter Lang, 200¢
2For the formation of these groupmsdenTownr el ation to S
Recall ed, 6 in Bone fTheCamden|Town Graupth Covitext dy , eds . ,
https://www.tate.org.uk/art/researphiblications/camdetown-group/wendybarorcamdertown-

recalledr1104354, accessed September 15, 2023.
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I n the foll owing, |l explore hotwhe he new
New BRygef ocusi tsg roon eSiiamk erhte magazine, which
t wo phasreosm 1910 t ot HN® W2 iigtek ¢dr awi dgd of so
themes that were embraced by writers and e
t he mes, i ncluding increasing urbanisation |
the id@edh the meanti me,necdrqti eeméwvtes . f om
fact, when Sickeifyuvenocf at m@dy humgeddner at i
1907, he suggested that a divisidandet ween
Sickert stooTherdeéehbhfethe lodemmienated in 1914,
the young Wyndham Lewis had begun to matur ¢
Futurism, and after T. E. Neuw nregeexpd eBE 51 & gP «
their support fuwentalby,t rQ&icdk earrtth.aadCdd mdsiesq f el |
engage in the conversations oma&mrkedntthement
second phase of the debate in theGB magazine
awareness of the mather isglaictey i aan dvhmedi & lhiet yd
pl &¢@de monochr oMewp.Agtees witfi Itihseed t he materi
the space to argue foranhiiagnpnewidr 6, btuh drad b

attack on his wor k.

1. Drawing the social theme

Th&New Wwage f ouAldferded yRi chard Orage, with fin
George Bernard Sh#Wi&mrd tlbhewiot hWal ldacd.l e ma
fiwr i ttemahdrcbohvéde not 2PEVentthheeevoAgei but or s.

226 Christopher Reed discusse Si ckert 6s role as defender of the ol d
century, in Christopher Reed, ed.Roger Fry ReadgiChicago: The University of Chicago Press,

1996), 119.

2IAnn AfD@im®cracy and Modernism: TaezZRpwidhAege under A.
Oxford Critical and Cul tural Hi story oilf88Wwoderni st ©M
1955ed. Peter Brooker and Andrew Tha&clkler (Oxford: O
22Paul ©ehgerand the NewnAgs &indc(Reofnl deoenni winlslceen &

Unwin, 18959) ,
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survivedtbrd®m3B9@nd attracted a stable of
the same ti%hlet sutbistcré beuggests a different
Yel |l omnBloakhe other magazines of the 1890s.
and theireeedwaso aenvi sion a new er a.

The bl uépNewtBafeorheavi | wyoicnfadi medibmegal s,
brand of socialism transcended mere politi
its contributors devot edoctihaelmssetl vfersa neow ocrrka
holistic deveXFMpmenofofheutbtboteibutors wer
K. Chesterton, H. G. WellIrefulderdbd¢rot vReavd p 0:
Il i terat umki,s arnat-eaorathnibhgsn o Bs od a tcaud d ruir ea |
phenodéTmhai.s, as Ann Ar di s hasi tedruactiudragt eadn d e
arts as serious content, rather than eithe
t he masgamagqes or their i ncluwksliiom cermaedd fiar
l i ght?#Théayelitertadheawelr@g@ameardr imi al to the
maga®i c® mment ary on social affairs and its
which | wi | | shortly return. Fore radw,t hle wi :
same time expressgdaphi theélnviadtenbteironmeo fof
positions and opini anssketoahielxya mpd red e rChce sd 3
AirThe | dea(f ilgidli)z,enwhi ch is & esnawiscealyjs of H
prompted a reflection on Brictliasls ipdersteintcye
urban areas. Tom Titt, a Pot hNseehw iAlgleustr at or
contributors afnidg..pt@l)i ttihaal efmbgeati egdc @h.ei r |
These visual features are remi nPiusnccehnt of t |

under scNewn®#lg éedaepublic space where images ¢

22°Sean LiA@theramNgw VAdame 1 (May 2 to Octoomde 24, 1907)
Moderni st JousprpalshBbbeewmtarhbdsleul sa docesessdties,
NovemBer 2sv2w8.. modj our n. or g.

Wal | aceTlMarNew,Age under Orage: Ch(awatnecrhse sitnerEngl i s
Manchester Univeée?2sity Press, 1967),

ZlAr diDemocracy an@O0Moderni sm,

B2l pbid., 214.
94



for debate. The visual aspecnhnt empaoha&r ynagazi
peiodicals in which either no pictorial mat
joumlhal Engl) shoRewhewe only photographic i
i Il ustr at eHatrgeetrWe &(rktdb$eaht uarsd a)yT hRek g eiwon o f

bl aacnkdh idtreawi ngs was | &r ¢ blgghd dYieet ttoh iGsr avgies u a
constrained by finance, nonetheless shaped
representation of art, and the relation be:

examini g dwrc keeantt ri buti on.

Sickert began working as ant li\Neetw rAgwei ewer
on April Buppd9ementThwsas | aunched by Huntly
venue (varying in extent from moumarto twent

rel ated i ssue®Si skuerht acso rCturbiilsunt.ed- articl es

weekly basis during 1910. In 1911 and 1912,
artictlhbese wf.Aglenstead, he | aunched an il lustr
contdi,nwen and off, from June 1911 wuntil Jun
second Camden Town Group exhibitions. Al Il t
demonstrating his practice in Venice and i

and 1910 anrde wnairrktienrge shti si n constructing dr a
protagonists within interiortshhed msmtdivet h t he
Yell ow Baokative titl esfAW€oneaevergeani ba @aekb.
fiwho Di d gqaoniiWitarye BE&Howéver, theirNewblicat:
Agienfused these narrative il lustrations wit
realist |iterature and drama of the ti me. |
social themes and rleabowirt hh asitul cahs steoddi icctsi maest fi
opulent idleness, piower¢égsi cgbydi ayounad b
and pl a®whegptaywright Wi lliam Archer, for
that woulfirievedinomhédaidngoci oAb giteakhtcaoredi

2BSchoReersadoxy of36Moderni sm
24Mar tTihe, New Age,6bnder Orage

25Wi Il i am Archer , i F aThée New AgsQuiober8dio08,4%l. Dr a ma, 0
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and reviews on these subjebdNéew RAme qupepant hk gd g
controversy. One reaidsdrfr asste nweverko twee twe rteh e de
a realistic desbhrspwweek wE€ getmutderabove.
AGE manage to get afdhg Wwetheutssgghsssuf hi

provoked among the readership by the new r

modern images by Sickertrtamsd st he x@anmade mgT a
probl ems, wetrhBeewr®&gemeeael atni ons of soci al ¢
enjeadyhe subject of squalor, and used graphi
constitute realism in the urban milieu.

Sickert iwvestigagedofa both thefimal e and

Pail of 8l43)s depicts a womanécdrarcyei ng a ol
reveal ed, yet &t hsel etnidtelre faingdu rteh es uggigrelst t hat
mai d, siunscuealilty waosung girl s who undertook t

kitchens of the Victorian and Edwardian pei
daily duties. The drawing provokes a physi
here | i ke damelhlaynbefri Iptoty and scorned, in cc
of t he rceiatdye.r OniNeow etAg ®prtenses t he view that t

an i mproper subject matter for the magazi n

How does ®r pi $itaukertgai n erkty stth e afl d cyt otrh
woman i s cegrariyyi mgnda nsoltopp pail of water?
in for aphrodisiacs, too? Tshleoydsag, as we
aphrodisiac, which ot eperrhadgsd why maen .i s

Someeaders were confused by the title:

26Real i sm i noThe NewJ2E® 13110
ZAAn Ear negTthe nNeuw JAQ € 121818 5
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But for its title | should have been pre
of a genuine artistic perception; but th
Philistine had been conselstéyg BSoamggesdesc

the picture 22onveyed to him.

While readers mainly reflected on the in
edit orNsew fAlteh edr awi ng provided visual mat er
social wel fare, alnyd ppraorpto sceud aNal tyi o nhael rlencseunr
Bi | | had been proposed by the Chancell or o1
provide insurance for the whole nation, an:

in May 1911 before beiygarn.ppHeoatead i di Dew eml

place prior to its approval, focusing part.|
the Bill proposed that workers, employers,
scheme, and some thoughtforhitsh et oloe sbsurwleelnls oo
scull ery maid would cert dtiond yp ocooru ntto apnmeoyn g

vol und%sricllse pr ef erence for gritty, realisti
with thes nraggaegntnef ocus.

This dr awi ng nsi gbhetf obree matd eh aysélawe en publ i ¢
Ag#¥#°or atSilk&kast may have titleNewhAgedr awin
since he wuswually adjustedehiid |tuisttiread i foonr ad
perfectly vdas @ almiosfhsec Hid caksetritc art s are gros
joyously with @fbey wmat erfhbufashsin the s

dungdtivylelt . t he i ssue of servants and the wor

2% over of Beautyi Wh at Does Mr . SlheNewAgeJuyWwee,d911,885. |t ? 0

A Not es of The Nesv Agehlly k3, 1811, 242.

240There are two drawings of this maid carrying the bucket, one is this, drawn in chalk on buff paper,

printed in theNew Ageandn s cr i bed Sickertés name and AS. Pancras
and penci l with |l onger i #68ropBaooninotadi hgat he hd:
the charcoal one was added in 1924 by Sickert, but Sickert himself mightbe with the date. Baron,

Sickert, Paintings and Drawing$99.

2lwal t er Si c k énmtNewsMay 12,1910, reprimeddn Robirm. cit, 229.
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visualised in the prhe scaearmtrurnyg, tihnes pfiirresd Slit

aim at the social i mplications of his stud

Servants were central to the modern worKk
Wool f woul i hleatvectmotean cook | ived | i ke a
formedabil ent, obscure, inscrutable; the G
and fro¥Shgaificant changes in the new er a,
reform, | argely affected the working cl ass,
i n neepneStpsl.o® dNati onal I nsurance Bill was on

taklem.1906, an amendmeGotmpteon stahte owo rBkimeln wa s
henceforth include domestic workers in the
Penny 11 | u@®t)yPad ends iPlagreed t his Bill, and f eec
demonstration of the risks undertaken by m
di scussion of the necessity of compensati o
taken by a pr esoss epdh omtoodgerla pihne ro rodfe ra tpo de mon
attending different domestic errands. Not al
comparabl® o a®ildgw i,Angadl Hhe featuring a | ong
with the | ight f oculserd dwunt itéhse, nmad rdt rpegtfiomr gni
background.

The aim | PpiPlolvu gdter dthieon is to show how t
represented and di sbesbsed aroanond SH59tRer Ana,
inspired by these t | $idsskawart isotnusd, i etsh ewe rseh o w

unconsci ouBHegy paollsdishmdw t hatdiguwitthae sd icfafseer,e

t he tlaibklemindy || |l uandat kedlefadiglrased s o me
common interests and visual fetrreasnttegi es. Co
publications and communities was more f Il ui

242\/irginia Woolf, Mr Bennett and Mrs Brow(London: The Hogarth Press, 1924), 5, quoted in Selina
Todd The People: The Rise and Fall of the Working Class, 12000(London: John Murray, 2014),
13.

243Todd, The Peoplel6, 22.
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However, although they both adopted visu
this soci al Il ssue differentl yPlalhd hreeported
i lttrusst i ons served as a means to engage reac
evidently staged and presented as a form o
and unnatural sense of drama. How el se cou

framed wihtoltiody rtalpamposi ti on? Hence, the disc

ssue of Gh€oWprekmwmani on Act may RlatRkoe been |

print frivolous i mages, not | east since fe:
domestic sereantce wBihsioatwcaditestcs. I compar.i ¢
dr awi ngNefwo nAgtelb®@et h a demonstration of his a

|l oose illustration of a soci al i ssue. It p
staging, arsd hwear kbdiung ecsondi tions are not exp
(as PhiPltlhestrations, where the content migt

ad$mai d mak)d,ng taewher through t8&ecknaterdac¢st

not show wiscfuatthaelekiatdhen, and the woman ar
just a few |ines, without any slkaadil kg to s
expressively, creating a patch of black nof

render a isteynwsthatt ics uelnhanced by the strong
ot haldkupédper. The visual | anguage of this d
fisubur bandonmAhgihlti sstpiemaek . Thi s s ugaletsitrsg tthoat ,
social i ssaweaor®i clerctermed with how real it
as he explored the ontological potential o

Printed i niXnhde Inelxrti vies stuhee, B(l $lg.t h@a)t Mar y
continués pliesleerttat i onr loifng hel d9d,e edhdihreg w
of the maid. The drawing, also in graphite.
is not a flattering portrait, Ttahkei ntge xutpur e
al most the entireepadesaegfunplse ofudl iad, tthrei g el
i mpressing them with the rough fteaxe ur®hand

title provides&taidbBared aly:droi mehet lse dDheg t hat
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is a |ling@ghenBmaey sbdae@glsnutng bbyortrh ec dme csihan

and vocalist PHdviRmdg fleeduwn isi MmgBi9rbg and acti
expanded his career to London music halls |
hear dethfi onr pi n dgr hteh nBaursia@ theguysss daf ¥ecti on for M
Macl ntyre, a woman who tiakresf a i @EFHhe. worer y
The driii vetr heotamldd Maagy, has to fiewveney amar goat o
the breakthd itmemamy.sornfdges Baumsar c® melkée edail y
|l ives and emotional experiences of the wor|
title that @adidttes Sic&kedti veveal s that he

unnoti g@ead . d-dlepwbetati ng tded vtehres swheoe dcyr eaan d me

spectacles in the city, in a way that 1is af
t hNeew ,AgseuCehr&daespr oposal to i mprove the finan
thead®res.

I n fact, this dr awi ngwavokadnasisk elry hree pyrpees
music hall actor. Top hats were not wusual |\

t hee on comiipwe ng songs praising the virtues
drinking, would wear a tsopiitpa3 7t o0 Piacloaryt ti
therefore be suggeésbnngoitnisg taehtlaes k stiot tfeorr,c ea
a smile.

These two drawingsmang poohgavakc&eot t he
t hat he comMterwi IRmteé @@ l1tloafdeldl®l1l2mplications
Firstly, these dr awitnog sa ssseirsvte di ma su nad egrrsi tt a nyd
contempowciaaly conditions,& iqnodii aldihssti tahg @ rhdea .r
editorial notes thadi nesomtttleeltrwd tihe ws et Idat
complained of the iGGapprdpdi édsbpgest et Sk c

that the radical drawing might only be und

2fAThe Bus, or ofalrryi sha cTirnatdyirtei,onal Musrief Arcd.i ve, 189
233B3.
245 | pid.

260 A Sy mp otsh a1 mArotn o f TheNeve Agdale13,t191%, 248.
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drawing her e &b ecnangeuse Sniacyk eorft repraesenting r
and direct, but not gGCotkephobhagrampbuedr ep:
irrational | anguage expr es,s ees pgthtoed allnlpyr edi ¢
unpl easant sides -moa s tgPpHoaileevmdresv.Crok ibred t
fous is on the use oNew aAgnete.al T hteh adtr at wien ggsr ai
medi um was al so capable of showing these c:
which Sickert experimented with the potent|
unmedi atseidone.x pr es

Sickert was not thebbaatnkdhastpgea cé¢ @fr otmpe e d
periodical to explore the OnmS8dpaéemdepo?en:
1911, sevwvelalshofarthet and theol®gy schol ar
drawifnlgs47) wer e prigret ad ti?8HEapcpH wmiecnttur e
depicts a natur al | andscape using simple ||
the basic appearance aftastobjetheyRatlee mo

diagmMhms powfpeudl| i shing these drawings is ¢

These drawings are selected, &r atahteerstat h
nobeoks, and some of them have been slig
publication. Theioetcglpalwst wet bedpawn i
out !l i nes Tohbg eartt ihsats not been to portray
i maginary, but rather, starting from fun
l ines and forms ar e nheec evsasra royu st of atchtes e xnp

the various fedbdkeiffgmdand i deas in

This explanation suggests that these di a

than realistic depictions, and that expl or

#7Se@or bigdtrto,s s Matéeroi al Fact s
°Robert Mthdi emgr WIbMdkawskiist Journals Project
https:// modjourn. owlgathi mgraphgtétwesdbéewNavember 13,

°fFSome Dr awi ng b supplemeniMd e NeweAgeSdpiember 7, 1911.
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unusual9lbstheince these were explored in

emphasise here iIis that the | ine has been c
express feelings and ideas. Sketches in 11
copiemsoredoared painting, and may provide a
natur e. Moreover, when it comes to printin:i
medi um, i nk, with text. Il n what foll ows, I

l inks betweteaxtrawi hgdgasdwtiAg &lud 1 o,n it whi c

he defended his position in graphic form.

1. Prawing and criticism

Sickert stopped provi dihNeegw dAmaerionlgds, abnudt wr i
returned in 1914 vwotdhe raa mbDomvp scOh ubnenstt i t | ed

exemplifies images as criticism. Modern Dr.
January 1, 1914, to Apri Wh191DBw.ipnllddma ti tl e |
Gall ery of Moftnedeirinmmalges]19b0s no | onger si
i mpressionism, since the British art world
new continental innovations of Cubism and
such as Hul me. VictlhkNee wWRpAWeEbaSs, f aedri mpce § ¢
an obsolete because its fundamen?®al princi|
Al so, PpPheudnaoarr at h¥eel ltorwwaBotal®en otf o be agai
current trend, with WyndffBorh eLneiva rs ppltaaguen g |
onl eéean Endplarsth, liinfdkeeed, of -9patt, |eadigteed Yy |
Arthur BYymoms. clear that these people cl as
i mpressionism he represemftfeackcrad emeli srsgiersg o
Modern Dr awiunngcsh,e dHua nodl dlmadmeamp ot a ®yl Dr awi ngs
i nviting compdsricsoolnu mni tahn dSitchkuesr tsse ek i ng t o

stance. The magazine was no |l onger a place

20yvi ct or RReeyancotlidosn, Oalsh eP rNaedvip eXgidd, 170

PlWyndhamiiledvé sQT e t Ne w ARG & 1740.3
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mani festo but rathetroadénendelhii méedl whwr eh hy
i mages.

SicseMobdern Drawings spoke for himself a
i mportance of drawings, and featured his o
|l ife. The column al so alp garetdi swtist,h ftohre tChaem
of thedogdrriaes, , whsMassomBpadi edsbmalhbaebes G
of -Realism. Ginner extoiontl iemMad ynpwietsts i mati sne
opposition to academi& i ewns®¥liems\wn stuibrsge qwietnh
i ssue, & Sdrbtkiswlpeo€C @maganer essed an aversion to
| acked talent but nevertheless succeeded t|
Pi casso &%3li cMaerits sfeur t her sump@ohiteddrGawinreg
Leicestas Sheasecond piece in Modern Drawi |
include J&GBhuoBfly aanahgegaand and hands, which 1is
training, aalTd eSiDjomii a hGdsosld ows a ecytpiocfal Si
narrative potenti al

For Hul me, thesmodr awirygexwedartahe ng wor
traditi @ffahdstHAgoesnlutihnee v o *€Les ohfe tihret rod ddu.c e d
the firstodsoewinegsol Humnme Cont e mpdrrawiyn dPdg awi n
by David Bomberg, Jacob Epstein, F. Etchell
Lewis, C. R. W Nevins@&ngneRoubneirttisn,g agnuda |G .t y\
possess in common is tha#® they are all abs:

As Roberts Sarhgpued, htahledNewi g e elbatt weem tthe
old art represented by Sickert and the new
Pound, and Lewis, a Vvisuradpraocduwaeteinan tdfatampt

by bot BP'Scandp sscsdntoenn t hat Sickert failed to

®2Char |l esiNeReabkdThimw NAgel ahlQi247riT2

BWal t er e cskpo@@madarhee, New Mage h5%801914,
24T, E. Hul me, 0 Co nTheNewdgesprilgQ, 194,6388.i ngs, 0
®5SchoRersadoxy of67Moderni sm

%6Hul mMegnt empor amg8Dr awi ngs,

®’Sechoed, and New ion PMo cheronxiys to,f3ABMb,der ni s m
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and |l ost the battle asfBnomewashati What h8i sk
matter of ampdemensitWha tnéd@ailinideorvwe.e er ,
Sictseftocus in Modeon!| Prawi sgbj wat matt er.
simply present figurative art as the oppos
draws ngotential as a |l egitimate n@®w art. It
title. Fur ttheemoaoteme ot mekfetrhi sraugh dr awi ngs
demonstrates his sense that, as the direct
mi ght be more explanateryttlRan the prose o
Sictseridedneadr aWWeng sees it as anontinua
that has the ability to Iive in the modern
Fred R&TchhearTdesmp | e(f olf.. 48)@ uPii b ydo,f RSicchkaerrdts h a
taken a short summer course at St I|lves bef.
inspired his pursuit Acsf ietsachriirbge dasathitsh ec hbio
drawing,s Rimddhagpe dss the ruins of a temple i

of Nehwve Age@d t he general tendenciens @fddt he ne

and out of date. The ruins of the Roman wo!
masters; Turner, for instance, hasl painted
adopted dmokpwgr &vd ewpoi nt, emphasising the
shlimity of the scene in a manner reminisceé

Furthermore, this drawingwasi matie onhasyght
exempl i fyd nigde&a ctkleatt t he source of art sholt
This drawing al s@ demwnefr darasi 8gclas a n
busi ness. By 1911, Richards had become a m
commi ssioned that yeas dar tcopry &fi rS.Edva wni &,
1913 the publisher Adam ake G@GhawiegsBFfFackt]
pop Wl &rkeasekries, in which drawings of scen
European citirfrke Wemepl pwad ttedllee R5a fibeyd m t h e
of fprint of the series, just pumltisded in

t hepoppul ar publication of graphic art, and
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suggests that the new drawing, for Sickert
should also fit into the modern commerci al

Si csenumnder stthaendntnvwga losfo emphasi sed its ab
understood by i1its audience, and this abili:
Il i nes. He el aborated on fiAheStnenwo aGitn goefr ,dr a
publ i shed on Mar cde 1\Wifiv hiedtlt4t, h & nF rae n cahn gcuaal |
without Hul mi sms or Rogeri sw®Si aknbatges amb
stressed the accuracy that a | ine could ac|
|l ines are absolute and Bthhgent s®Blicanchel u
accuracy in expressing the world iIis the ba
anat omy &°%RSli cbkoetratnyal so di stingui shes his op
Realism, even that of thac€amdéde Town yamfti :
and painting, but while Ginner thought pai
gual ity of art, Sickert i nsghest[eSp etnhcaetr dG oarwe
became a great dr aughfs ma ntayb yd ft hlei nreosa dt oo fr e
objects suggested to Sickert that | ines st
world. Such an idea may have come from his

since, during t he -neitncehtienegntrina vei evimadld rdyfe etnh e m

considered an ideal méd it lhra ufgdint e@Xx prcessi, n @ n
to drawing or handwriting in its?ability t
The studies on etching, show dnfonmerefstl in
used, which was associated with the uncons:
writings and i mbued an i rctealfflle gwiulall metad i n
®®Her e, Sickert quotes Horaces amhbi malyebt awoicki agl H
Wal t er iSi ®tkemddoT@ien iNesw, MEIgOt & 16431 3 2

29| p.i d

%05j ckier$t,oned Ginger .

®lWal t er Si Re&refra cotT hdMo diNe wnARG @ 1741. 8

2Emma ChaAmbelrnsd,ol ent and Blundering Art? The Etchin
Etching 088BENWALamdlon: 1RO | edge,

%See Caroline Arscott, MAStenogr ap Oxford Atddumal i on: Whi

29, (3) 2006: 3711393.
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the etching revivalerien ne x3takeehrate ttuentdhearns tl o ond
the directness of drawing in the space of |
Vi sarodo mmuniocfatmoodner n art .

Il n the pMNegvwesAgss ctkleet arranged the visual
to argue his unrdewisn@.ndlimgmarfy getohde cdl es t ha
New iAmel914, he expresGeenchenvieewwti hat t hiee
be depicted is essential for making a good
by dr awi f*gowapieddrytiidanlhés wioSt nksest uses not
painting but | iterature &oi thdd ed chratse caes e . |
should flow, whatever its subordinated cl a
with one su®amdnfedretsimgnhlagregu n writing, the
be foreshadowed from the beginning, and mu:

out’®Eeé .t hen gives the etkeanmpylxgVl oofr i anng exoone rnpat

actmamagers failed to camvde ¥°htalee hli isn kwead/ , wh o
Sickert demonstrates the idea of swiftness
rather than using visual works with which

But Sickermswt hemmeshh dhwss modern dr awings.
t ma tWhe r IGairntdoons, tthhdeedr A& nmer ¢ nconcerned
depicting a situation rather than a | i kene:
over by cont f nlg.o4u9s) ,haancdhisnogme(t i mes t he expl
vgi bflidg..60). His drawings are ©bislpleeadf | i vel.
without haste@®Byldie wonhtoruatirmgtswi ftness t
Sickert shows his awadrsepneecsisf iocfa ltlhye tehsaste n chee
can lkea@aomobject (such as a printed page in

a mark | eft by one object on another. I n t |

®4Wal t er AGn c&wirdiTthree Nsg,w Magec h 65i6,6r,éaprndnt edp.i n Robi ns,
cit.,3 418 9

5] pbi d, 348.

266 |bid, 3489.

267 bid, 349.
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an act occurring between particular object:
agument .

Il n t hi s sdepnlsoey,e dSibcoktehr tt ext and dr awi ng t c
for swiftness in art, and played with the
he useds al amrguage, as he confessedfthat hi s
Henr)y cvwul d be transposed to the pa%e bette
Il n his drawings he provided visual evidenc:
comprehended. 't is this dual argument t hat
1910Sickertt iNeepwr tAfgvéhca ti puzzIl es me, and ins
grave doubts of their competence, 1is the c
draw as well Gassdyido®§ nmnmamhdh.h i sn

Il ndeed, al&hoobgbmHubpmaemotairng iabdtinl ed
iCont empor aniyt Dwasi mlget ographic reproducti o
rather than pen drawings that he provided.
comprehensible for readers, Hul me wrote a
For example, on April 83be E8tmpakdwawds Wad :
print@kdndaempor oFgt dWadwamptrtk was not a dr aw
coloured and rather compl éMre. wWdardiks.woHulhme h-
dr awi ng stuhfifserwse esko mewhat by reproduction, a
the | ight background being yello®®and grey,
Hul me further explained to the reader that
is to | dakiamn tbree WwR@anmp ehree ¢p BtacadSi.wcskieant t o
FIl auwbeirdea of wréaxplnagn atnadr yhi sk estedif, Hul me d
explanation directly perceivalidrei,@iimalt ead
beyond t he tpraagset. nTahyi sbecoenx pl aiGmealndy t he f a

Hul@esendeawbéfher to differ é&ntdrparwa ontgi d es .n 0

%8 pbi d.
®°Wal ter Sickert, AThenNew SgpMay 26,119108%. t he Hi ve, 0
20T, E. ANuNoee on Cont ediifher aNreyw ARr@ds dl 1842gls |,

' bid., 821.
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spontaneous reaction to its object, becaus:
transl ate 1 tm, nwloergegmsnkBawke gtoadheres stric
draught smanshi p.

Compar ed i tcho |lHwuménei Slieak eorft dr awi ng, and
drawing as criticism, reflects his conside
drawing and papcapacaist wedfl prsi motf. treawi ng,
touch and traaodtofprae span edr tphen aielst ur e of
i n ot hereswaofrgttshe pen, are | i ke the flowing
Speaking of Reroitrh,e Fielkarbtf apgrieeiasy i n desi
thimt has beconm&?Usimgndlwraiwtiingg.as criticism
relation betweiemdédadhnd wmidt ima’fdi n nature is
Et ymol ogiwec @alhegnstoo scfran cwar. i tTihheg tpoilnt s t o
worl d, and all work by hand is rooted in t
is more direct than the reproduction of pa
text was | ater not itded Hey dtelgigreker svhouy c h na €l
t himthe typewriter tears writiong fthematglee ods
wr i &8i mgcha’Oshéeironechnol ogies, such as pho
the detachment of haadi aydhmisntheeGoeppuadgl
printed text. The abstract tendency of art
absolute spirit. Against this tide, Sicker:
use of the vestigesewdr iSisc kaecrtti ome eadse d dteoa sa
i mages, he empl oivehd rd awa dniNie lve.Agas i n

Sickert also insisted on the authenticit
the ways in which a reproducedowoekamplpear

he thought ffdedautanocdhg ke pamtc.eidsngy i and we

22 Robins,op. cit, 436.
Constance ThesB&oRoGahor d: Berg, 2005).
274 Martin HeideggerParmenidestrans. Andre Schuwer and Richard Rojcewicz (Bloomington, IN:

Indiana University Press, 1992),i&1.
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di st ioduiosmtheéhd.s constant experimentation
at print was able to preserveethe best o1

sthetics of print as new medi a.

is chapter has considered the little mag:
eas through t hteh onegdh &@emmtotf i ¢ ®@txiton Yeor wor k
ese magazines was to ipsr amat,e haend hperrcepmayg al
ttanguage of his practice as he gained in
aphic medium, asSide&nmarns tcroantse d elrye dp rtihret .p a
sentation, with dr awlhnigs aanwda rteenxets sb ucto nntar

e
derniGefeanctesbdrodmg heir media and the sa

ong an alternative path. The independenc:
l ationship with |liter pteake, obbuti taledd .i n |
Si cseretxperience with the |ittle magazine
rns in his art career, as well as the c¢h:

creasingly difficult magazi niel leuxspterrai teinocnes:
rthem. However, his observations of the
ntinued to transpialkl owshbiscbharntioggr ad.:
nsitivity to the culture of rienprhadsucatriton
ring the 1930s. I n the next chapter, 1 al
ompted Sickert to experiment with the po:

ways.

°Robiopsit,113.
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ChapfTvwa: The Printerly Painting

This chapter biroona doeenyso nnidy tdhies cluistst | e magazi n
of print materials and related cu-ltural i s
produced prints. Rather than i mpose a per s|

on the visualsat primat s odfucdisveand the per

engender . | &Gr yaegulaet BSfclhainting was fun
the qualities he produced and observed in |
materials, premptitiang hihm telaomnionship betw

medi a, and i mbui fpg imitsogkayi nti ng with a
Sictsemtrti stic trainingdbemmeptced Wht&t pe

paintings and etch®ngsncoawe nitteemonharti dgpuneesn.ina &

This foundation prepared him to traverse b

to explore the dHdme pixatnpdmal t amemant g i n

engraving, drawing, and paintiamngguafAgce or di n
wi || consider, i n turn, three significant
medium: the |inear el ements, colour, and c

shortly expl ai mmontoapgaewiillyl rderfaesw octno oeaxsa mp | e s
Sicserctareer, as needed, rather than from a
Sicsseftocus on | i ne maydaddceu mernmtceedd ebnapchka stio

dr awl®kgr him, printing and drawing were oft

drawing to bef tdhegdodnpgiact wme, and a gener
oeuvre reveals that, among the various app
most with etching. This preference stems f|

on a soft gerroydlnide )( waexs eomblaes dr awing with a

aligns with his artistic sensibilities. By
t hough similar to etching, I's |l ess smoot h,
on metal ame dmreatte®>nm Sickert worked | ess

276 See Robinsyalter Sickert: DrawingsSmith and BarorDrawing is the Thing
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other print?fHigs teentphhnaisgiuse soon t he connecti on
printing implies his keen observation in pi
of wor king martuenmmeinatlss faunrdt hiers suggests his p

of mark on the plate and his awareness of |

tone. | wil/ here trace how his preference
painting, anddihfofwe rheen te nfdoormmesd of | i ne with n
context of wurban culture, where order and

| di scussusSecaerltine ahead of colour sin
own belidelfourhadhecomes si gnibfeiemamtadenlIsy bwleer
to ffCertainly, this notion derives from ¢t
colour, dr amatbedadc rimy xt re viangryes whi ch | at e
Sickert, had to recklodh prvaitrmtceorHoweivdreag dfbe c

to adapt when printing, especially photogr .
and prints widely encountered. The col our
and pigments, but also the viariefd peiaght € e
fr eabdtilsrmnrough col our application. Conditione
have their own characteristics, texture, al

printing process al so meanssptehcaitalc orleoluart iionn

reality, often forming an indexical rel ati
printing often involves errors and may | ea
aspects of colour in printchértreemted avidil

investigate how Sickert discerned these ph
and skilfully integrated them into his pai.:
He employed these insights |t asmeaercitpulodt e its
compositions, facilitating a reflection on

| discuss composition at the end of this

of the Iinear andbBcwbokrabhspadysabvfeBdskeo:

2"Again, my overview of Sickertdés printmaking is ind
Walter Sickert, Prints: A Catalogue Raisonné

BSi ckert, AQMRzsaorphedea, hgellarch 5, 1914, reprinted in Robirey. cit, 339.
111



cmposition is fundamentally shaped by thes:
revi ewsSicokhkesider ati ons of composition, rev
akin to montage, a technique that .entail s

This distinctive characteristic of his wor

commonly found in print culture, such as i
ephemer al nature of printed -avguaesrtieal s, and
practices. Such qualities had already found
practices. Na»eprhaedteiscse nda cikfeaesst s a di ffere
both the Surrealists of his time and the ol

2.1nk, hatching, and grid

2. 1Lihe the tradition &f vpreiwst maalk

the |l i near aspects of pictures

Sicsemwmni que approach to | iTrheatiF®sdviodherdt i n
Mot her (olf9oRN8gn&) , exhirbiated hteh®toyywea Soci ety
Etchers and Engravers (RSPEE) .Fdrrnelletchini
singingfilthag-FDésmg one MiMoEWreat ocat ches the e\
how Sickert made the picturee:edt sd rvah glhda il m;

as in a loom, and is divided into geometri
tonal contrast is strong, but no solid bl a:
executed ihaspghiadscr dhaweovér al mostf enett hias
order |l i ness, Gmauwskee do fb ya Sriuclkeerr tf or | i ne worKk

from the more sploinkanetoalsi mgpsd efkehich earl vy
notes that the use of a n@wlldt ¢Xpet nsi mgt vy,

the unexplored question is: Why, within the

2®°Br ombWarlgt,er Sickert, Pri,nt2s7:7. A Catalogue Raisonn®

20] b33 8
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Sickert use the ruled |ine in this etching

The ruled | ine in etchingries orfotteveo rlti mye
a matter of constant debate in theories an
Seymour Haden argued that eficrhimog hrsanchhe aafl
art does a todfThhigso dfeobra tseo rneudacehh.@ e $ t isompeatk
the difference between the etched I[ine and
needle and a buri-onal redpetcchived yrevnvaheot:
centred on the distinction bgst weesen etching:
reproductions. The chief proponent of et chi
etched |l ines may demifmster, atex pareesatoivwei,t ¥ uld y

and beaimemtiggalt heréoopreirgtiineasl iotfyd®aEnxda nppeloe onal it

such | ines may be found in the etchings of
Whistler, whom Haden championed. The engr a\
burin, driven by el bow agaicnosltd,t hceo npsitartae .n el

ad unintt#Aesommmmgary view was held by Ruskir
fr esol ubleilye sdfowengit avsprgoaviy ¢t ¢ tmiereg, t he f
speaking of clarity and precision and the |
emot iysdhal it

Nevertheless, amidst these opposing View
pivotal start@&sngnapoiemt Wbi sSiekerin his qu
paradigm for etching and printmaking. Whi si
cpricious experiments with etching, showca:
the atmospheric nuances of a sceédleheand t he

contentious discourse of the 1850s al so | ef

®lseymour AbBladen,Et&hd ngd. (London: The Fine Art Socie
®Haddé&bout HEHiBthing

21 bid., 13.
24Chambfer si,ndol ent and 2Bl.undering Art?
2®For Whistlero6s etching, see Jesusa Vega, #AWhistler

Baron et al.James McNeill Whistler, Walter Richard SickerMa d r i d : Fundaci -n Al a Cai

227 43.
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critofquetschi ng. Il n 1914, Mal col@&n €Ct.c ISiad ggana r
meti cul ous|l y figsucarluittige nopfé d siinkee, n gis tt ehted me mtod e
rat her t han of¥eSad asmiagng easltsioomso.t ed t he speci a
| i nrei,chw i s di fferent from the graven or dr e
any other graph@cvmewi om. tBeenoFeyof | ine
function as an expressifveelfongns Bognstyi ag:
pers$osal ectich from nature.

All these historical and comtempedalkiynei
somewhat quaint. However, Thtiag oOH ai de srha yo nye
Mot her wafs Mixnhei bi ted at the RSPEE, Swhi ehywa
of P&itether s (SPE), when it was founded in
Ti ssot, Al phonse Legros, Heywood Har dy, Hu l
Macbeth. Sickert exhibited at SPE early 1in
and 1892888, the SPE gained tfitef kroyal Char
AEngraversts title, underscoring t®e i mport
Sickert was again elected an associate of
alienat itchre fSrocci ety, and he exhibited there
|l ines that he exhibited in 1928 were a way
reproduct iTchmto fOlwlorFkass.hi owas Moddéded a&f Mine
reproducti onawifnghiosf etahrilsi emusdirc hall subjec
creativity was not stifled by the mechani c.
ambiguous view of cread istidtyeiwmmenh atrtiatcul at
[ engraving] fell i,ntiot tcdhemeh atnad sb & me rhgee ¢ aiin

Sickert the painter surely enjoyed the pri-

286 Charles Holmes, edThe Great PainteEtchers frorRembrandt to Whistlgt.ondon: The Studio

Ltd, 1914), 5.

®"RogeriLFng, as a Means of oEmer éBugild mgitm nMddaegrarz i Aret ,f «
Connoi 3> eu8(*9)1 308

288 The Society of PainteEtchers (SPE) acquired the royal charter emahged its name to RSPEE in

1888, and now exists as the Royal Society of PaRit#tmakers.

289 Haden,About Etching 10.
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engraving as a creative tool

Anot her reabonsteoof Sthbkeeruled | ine may h
with ®uwvhkianv pi ctures should be thoughtfull
Ruskin ascribed dSifcfkeerretn tn onmmenaanlilnyg sp ation tietd. i
drawings made on the spot, since he strong
moments. Yetd,asnhfboanget aeegsate studies t
the |l oss of freshness in copyin&g®Inmuisst be c

View suggests an emphasis on the accumul at

processt,haihghttyheconsi dered and designed i me
What the ruled | ine mor é& irmpcrrteanrctel f oeamhb
tradition andSincakerrte was eawadriengaf the | egac

I n his 191%BuarltiMaegtteoznf be € kpressed his view
revival was pure amateurism, and, further m
ametchingbeeausvsalthe tradition was unbroken
through generfratri exmphtéed ekies Sséiwabsur ne

Di ckmandand had absorbed something of Cruiks
fiwho had beené Rmgd atetnic,e dbowpsol b enr tt uMaono rwea,s
influeia@aeéd nbpf Ri &°Whaantk eSfidcv pe totpm.sed was an
appreciation of the inherent features of e

engraving:

Let him keep in mind, first of all, that
and no | ess. That | usrte atsh otshee wheos th apda ienitt
practised the more austere and exacting

enough to the practice of tempera painti

20 walter Sickert to Ethel Sands, 1915, quoted in Brombatajter Sickert, Prints: A Catalogue
Raisonné42.
®lGi acomo (Fla8®Bwse an | talian painter, known for dep
Venice. WafiTher F8toakerBliir EngghodhiMagazi hF25(1915) :
22i81 reprintaedit,BA3Robi ns,
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traces of i1its salutary disciplhaee, so th
themselves engravers or were near enough
proceed fr dam camnceceamtriaovrerof the art of et
as wel |l as good engravers is no refutat:i

Wedmore hawssyreims nietd 6f0zenge and dot

Sickert wrote this article about engravi
printing school (The Rowlandson House Scho:
etchings for #heef€ar Wwaxd @i ¢eeeve pln Ringk ervti n g
the origin oawaertecnheisnsg ,ofantdheanspeci ficity of
As such, his use of the ruled Iline, which |
his commitment to the tradgition and thereb:

Sicsemdherence to the tradition is furth
l'talian anftliG®76Ehmad eprt ion t?*3Wren ciord d tercu cetdi. n g
his students, Sickert often referred to a |
he ¢ednCanaletto f or dhiimpimhswatrer &&n o otrrt a rac
|l ndeed, i&Bn pGamalset toone can fi &d orwnl.ed nl i nes
| maginary Milemdilxyf.2yYeniCa@eaal etto used hori zol
t hehtlliyg toned sky. Shadows are expressed by

the natural texture of the objects, just a:
whol e etching demonstrates clarity and is
anddshg was typical of Ca fnaelveetrt oma d¥e demxoa ees s
use of black. He di d nota beuxnadgagnecrea toef hmesr es h

2Robiopsit,39Fhe €Eriedicekdimf{riads8@d2ils) known for his review:
i mpressionist exhibitions in London in 1882 and 188
Wedmore also wrote many articlesAabolandnewlkert in t
Acady This suggests that Sickert had studied both t
printmaking.

293 Bromberg,Walter Sickert, Prints: A Catalogue Raison@éi 27.

2% gutton,Walter Sickert: A Biographyl22.

2% bid., 394.
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prid@tenk was invited to furnawbhl aiywowi th m
wad 4 mhat @lidnkeals Mot herheofdaMikeest areas (th
the upper |l eft) are heavily woven with c¢cr o
The ruled |ines, slightly spaced, allow Si.
just ash&anaodmeet oSickert had Ifiohghexelest g

bl actkkat was favoured by many yo denfgf eecttc her s

of black caterpillar or odraatdeédbypfticdemus:
t he dP%Hpeoiervte.n i nstructed Beardsl ey not to
some ways remindsckhtusofaBeandsbay i s more

That Ol d Fashi oard tMloghish eracdoef iMi ntehe same pe
Sickert hadlkkagunnesing rhis Veailkieer t hea®i ia
and the Pal azz(oc.ddligpcA,mer wenghi®®choes Canal
| maginary \preiwntofbovtemiicre its use of ruled |
of subjectrepeakeref em@ercame oi Camias ewrt ot i n
scholarly attention has pr ewsi opusilnyt ,b eaesn hpear
demonstrated.

The ruled |Iines are also reminiscent of

Whir . wlimalt Ol d Fashi ofiea. Mot hreuwl od IMimes ar

essentially t o carnedatteh etyo nceo nannedc ts heaadcihn of,i gur
picture, while the contours of each object
convey aan ianfprtelssief fects of | ight, which c

(filg.16) od Whaistlieng that SWhirmrlGaardderiyn 189
boMbt menrd Wthhh @& Irwipnrdkoducti on, the solid cont ol
and Staertédeplpotential of hatching to crea
These notions of |ine, hatching, &ighting,
theory of artistic visionwi Fo@ctbB®g, vads Sam

vi sionttihe abtésto viewosbet war )] ddidsweFpyrpult

2%Freder i ck We nguouiataof thefiRBytalSaciety of ABS, no. 3067 (1911): 917.

2"Ro b iomsit,3 9 4 .
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objects as such tend to disappear, to | ose
the whol e mo¥Rrec nooft ivoinsioofn.t he arti-stic vis

narrative di mension of art and the uni mport

praise®6 Slisekerft | ine as expr’®deweeer | i Kkeinli &
Fry inter@rlitse Sackerdi ng to his notion of
deel oped hilsi,memgunaagres actfo vwe di mension, fron

tradition of printing and drawing.
Moreover, engraved | ines appear mechanic
printing technologies, sugrhi mts daflifdonaen itn

sense of the appearance of the depicted ob,

composed of dots or straight |lines? This i/
visual | anguage of pri ntta nogr emeatyi vhealvye exnpcloauil
representational nature of the medium. And
representational hatching in oil paintings

I n t he odioln plasiamt ianMgP BB idd)e,e Si ckewt appl i
of vertical brushstrokes in bluish green o
i mitates the tonal ref axygi®ns iim wthiec s otult & ec
cave that shelters Don Juan antdheHagirdeeeen i s
hatching darkens the shaded area without s
colour. At the same time, the vertical | in¢
a compositional device, they echaonctehe squa
and unity to the image. The brigktd gueaen | |
which otherwise throws the picture off bal.
realistic; they are at the same time col oul

p ctori al i nterest of &6t Haeatwo rpka.i nWiilnegnss kio hoe

®%Rose, AWith an al most pathetic f atVsibniahdy, 6 130; Rog
Design(London: Chatto & Windus, 192034i 35.
2% Anna GruetznerRbi ns, fAFathers and Sons:ArtMaé Modern: Si ckert a

Roger Fr y 6 sedMVihristophar Greeh (Léndon: Merrell Holberton, 1999), 54.
118



econ®tyiete again, what he ignores is the s
namely, the | anguage of print.

Sickert also paid attentionings.linear el
Revi ewdsn Rlomgyessioni st exhibitiG®nuse, 1Dmh1l,
Rain Effect BgéhBB8Efyttrhied Hocsfpdttddtital | o w plaeée nt
form of pl odagnidefidlhfende ovashes of mwamer at al

ri ghtotwhaltefSti.ckert sees i s Mtohe dmdiyn t he r e

essentially, ar raaandg @ rheen tpsh yosfi clailnesti on of
l ines.i NapsGongphpresentation of mwmaimedadyl i ne:
Japanese woodblock prints, which would al s
had | ong r edoagdriasMenanrgdéiocdfh earst i ¢ aagdd di screet

i mported from JapY%lnnedsedeada, i ttcyviia Wmipotritam.t i
antdhi s is | argely adédienved biynébeamdet bé svg
t helorm particular, the use of Iines in woodc
| anguage for representing atmospheric phen
t he gnoisltl ed practitioner was Hiroshige. Sic
|l anguage by way of Whistler, wh® m@maimitrierdg Hi
Mi ss BEsarArgrit9fai2zg..6) , the dashes of rain forr
acrops ctthuee surface, i n a Gnadepeirc trieam i sfc el
suchH®@kii Province: &no, D{ $8figyg.. Reienw of Mo
appears as dark | ines c oth@keic tH,rnogy mtahcedi sckkye ra |
similarly covers the picture with fragment

with eduegsh al so resemble the spaces carved

printing, unlike in etching, carved | ines
when pressed. As such, they offer a rever s:q
hat chdlgrMi,Sisi nEex hWlastes reverse hatching in

S00Wi | e fiSsikcits e ®F b, BrSiweskeelr t
VS| ckiro-¢ mpr es 8F omitigshttsl,y Rawmiuawy 1911 ,oprciedp80dnted in |
282.

SFErfj, ne as a MeadRdD.6of Expression,
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brighten the paintliinkge. fTohremahto roifz otnhtea | w osrckr ofl
the sense a@fattédrealr amomvdmempts, adding to the f

paintijnuxt alphcesi ti on of these two pictures s

unique use of | ine Iin Japanese woodbl ocks |
Further more, we can al so see how | ines wer
foll owi ng steltits ool neawtrisacure bet ween | ine anc

2.1.2 The grid

The spaced hatchimThgtwOtd FabbdohttselMot her
creates a fenestrated structure, spreading
was omnti pirne&Seimce&kevrnte, whether overtly or su
to its origins in the | anguagepottuaneshahg
evolved from his use of the transferring g
dr awinganvovaso While emplgyidgfar sguanshegrri
common technique f dr emaanyamd theftosr @,n wh actk es
was his deliberate decision to either | eav:
on t hed fciaff®ahéet iHunger ford Palace of Variet:i
Kati e L(acwrlé8n@8e8) i s an example. At the | owe
the faces of the music hall audience) and
which ought htto uma@®tr | iatyleeg , s sififoaec @ heesegbe of
grids has both interested and disturbed sc!
mean for a painter who was critical of his
that t hetlge i gder fmac&k of the picture and dr av

paint as®Kde maedgwens t hat the painted grids

SBFor Sickertosupseriod, as eejumRiiontgur es by Mr Sickerto
E x hi b iManchesiey GuardignOctober 181 93 0, quoted in Alistair Smith,
Drawing Practice and the Camden TheocCamderETomos, 6 i n Bon
Group in Contexthttps://www.tate.org.uk/art/researphblications/camdetown-group/alistairsmith-
walter-sickertsdrawingpracticeandthe-camdertown-ethosr1104369, accessed September 29, 2023.

SCor biBeeing i ntdP9.Modernity,
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paintinghl ataoe sken of paint &frdiuliesgitasel
be thet wosr lads siu m@%Cotrob edtets cfruirbteh.er r el ates t |
modern condition, as a mark of the ambival

Cor metkinowt edgessettling presence of grid
to these accfeemnrmuiangdgmriedls t rGeststliHwngeker forpgoi
Pal ace of Varieties. bBecbodl|l TuupoofaKabwverl
|l i ke framework. The pillars and beams in t|

rails reprlecanted pginhei h the foreground,

grid, are al/l i nt er wdv e&re isntraica uocemprhahtern g
entire painting. Rat her t haanl itkhee sttrrauncstfuerrer,
occupyi ngpaihret iwhg, et hat i s the focus of my
as an i mportan®d akembertice. SPckeeeding fro
on the development of the | anguage of | ine
categoemsaagotting to three types, in ordei
and real worl ds.

Firstly, to&scdnmticCadstiiondpettord Pal ace o

Second Turn oémpghoye sBwrenhcperspective, a:t
srtucture on the stage. The whol eTlpecture apg
grids formed by the architectural features

accentuate (Thiey penkgpe ¢c-thiea Rgerniad sdeawnicee t hat
betmweebserver and object, served as a meas.!
surface that transformed objects i®@to easi
grid, mirrori @g stthreucitnutreer,i drunscppacoens as a h

whhche adher ed.

The music hal/l a&ss paa isrutbijrecs  if 0 ro@Sti ecrk ea a m
ball et dancer theme, suggesting that both
entertainment. What has not be&®n noticed, |
f aiscati on with architectural structures set
3] pbid., 299.
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emphasi sed the i mportance of perspective i
expressed ¥mMhbsghefiaess his profound resp

whheg as the FrendB8®r6sdt)ggeRobbertoRegy$s a s

fundamental rational order i d%lint st hciosnst r uc:
respect, Sickert is a technical <classicist
i ngects wicthha nagni negv ecront empor ary context, an

working situation.

l ndeed, as mentioned earlier, the grid s
here interwoven with the transferring grid
that falls between the world constructed b
pictorial surface. I n turn, this suggesti ol

Rosalind Kndesstandc&Kirmg saf steles grmhied gri d as

hi ghemmidsm, its function within modern art
and di%tbuesestance, for Krauss,dissthe ce
ability to urge artistsGBtoi tewcusdenrdt Appf .
Si cspractice, since the red grid is most |

used for sketchhige ppmriecnhedmlsineshalfl the | e
gui bDeiln maki ng accurate measurements and tr
him., $Beyvael as a remi sderf ade atwlaed epapésr of

which is then transposed onto the canvas,

red grid. Il n essence, Sickert places a str.

see, for exampl e, Walt &nglisisReuviduauly 1912, egvintedml Decor at i ¢
Robins,op. cit, 327.

7 use fAclassicismd here not in its strict sense, r
themes, but to denote an emphasis on orderliness, p
| mpressioni sm and c¢ | as astand PRresent: Gompetinllddolbgiedaf Wi | | i am,

Impressionism in France, c. 19309 5 Oxfoéd Art Journak6, no. 2 (2023): 2616.

S%8Rosal i ndGrkindasutses , Or i gi nal-GarydeofandnheOtAvearntModer ni st |
(Cambridge, MA : MI' T Press, 1985), 8.

S®Keith Oliver believes that the ¢y iacdhdeidcd infes of th
proport,ammnd, sscza&l e SaSd cHeeeiRtadip 8rlcikveerrt,: , A eldi. f & hiamrr | Aorttt e

Keenan McDonald (Liverpo®»2.: Wal ker Art Gallery, 202
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acceinngathem within the painting. Throughot
pictori al plane along with the act of appl:

The overl apping of the archite&dtural str
emphasi s on perspect itwalc ontsriwdeetrurte es thg ggd 0tr
the modernist grid. I ndeed, though Krauss
grid, she does suggest i1its ability to encol
pattern, all owingothemrtonbobpgcthewgthdt h
in Jaspserl eXtalherPPT ks woglgests a centrifugal
as potential sidgwbBatih andemsband senbe t hi
grid.

Al i staGri B8me todr edrtatttdsopnt s t o show how t he
understood within a Wardxpganddhs thhestotrudylof
the Camden Town Group artists, who were infi

afitonsci ous ombdeér masst mimé ymest heti c di mensi on

ri gorous geometry of the composition, but
and its emphasis on colle®'tive rather than
This suggestion of a |Ilink betwaedngtrhesqgi

the material worHadh niash fHu rgtgh enrs tirna cheed beyx pl o
practical functi onrPwifggirngshiighltihgehtrs atlheaevoc
principle of the g¢grandgibnygy ehxi asmiorsiyn gnaiptbs iwveikds
and so on, arguing for the MdKdrearunsisstangdr i d .
Higgins respectivelycoernpkeptaeaathandrad phyai
suggests the grid as a point of connection
technoHrognycesca Orestano al so acknowl edges t

they may be traced back to the Victorian et

S0Krauss usfes ntt hod pwdlmdcri be thifcemtspPpiebug@efemgriadst hair
extensive di AGernédison. Krauss,

SlsSmi iWwa,l t ersSiDclhewing Practice amd the Camden Town E!
32See HannahhediBomgdKambri dge, MA: MI T Press, 2009).

Bl bid., 6.
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unl i mited nudbe,r sf of eowgmgEltes, i n & he form c
and totdreggrirseodi ¢c Qablkde, aandstesriavahe ni
t wentieth centuries to draw a wide range o0°
conc®pts.

Thetshkeeori es suggest that fisgrgind s ibcawme tfhoe n
I n turnpoistsimay be® &nderestodnd hRi ghkhardt as a
and modern (or conceptual and physical) gr
modern worl disbgnwéaywoahtthkegmi d. |t is reas
t hi s as scuanupstei @Sni Icbkeee tand gri d become more c
course of his career, and as his work cont|
wor |l d. Hi s preoccupation with the accuracy
rel at ed&®t mwG@drlenmfeersgr i ds and urban views as ¢
horizontal I|lines. Each is a reaction to thi

and twentieth centuri es.

These of grids in urban planning and the
and Edwaedias i s |limdedwa rrdceilaen anrtban pl anni nc
emerged as a new but i mportant device to d
an urban spectacle of order. The anthropol

fist andapdln,grtitde objects of government coul d
ma ni p uifl radbrh eabove andand otnh athes weenta epattern
vitdlhetomodern f o¥°mbeobrshageanbfstructure
vi sual devscel abutyequatieonal ity, and moder
indeed prevailed in the early twentieth cel
archaeol ogi st &r dmMdi3s cb.mméaatertfthiagl d he anci

contr aftartbacrititegic i wadkbnsadcount dfheits use o

SFrancesca Orestano, fAVictorian Arts and the Chall e
Chemi cal Tr aCabidrsovictorins i& Edosardiérg9, no. 89 (2019):i118.
35So0fi a Gr eavwal brthaddkerRioldie,ewnd t he Colonial City: Reth

(Oxford: Oxbow Books, 2022), 156.
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sqguare and ©Ke straight |ine.

Corbett suggest s, however, that the emer
thus conceptually ordered ci®sy appauletnéd i n
knowlcefdgtehe city and their actual 8%éxperienc
The conflict, |l would argue, stems from t h
upon city space. The grid town plan envi sa:
from anbdo veea,sial y comprehended as bl ocks and
unknowability that Corbett identifies pert:
view cities, that is, at eye | evel, where
everyday viiesw oonfe toHe hkvaittbyanbbadi ngs with mult
windows. 1t is the standardised for ms of t|
covering the surface of the city | ike wood
| egdtbH &t c omrsetailt wtpeecttlaec| e o figt hd patgci pt e
both wvertical and horizontal, emerged.

Reinforcing the idea of an orderly moder
catch the eye of wandering artisstos. tAeccor di
city coincides with the formal experiments
1880s and 1890s, Whistler etched a series
doors and windows. The squares leec hfoort hhei sc a
explorations of formal arrangement. I n man

matter of thlkee pDanaue eHo(@s&BIOHNO®)t uMme s et c hi

bel ongs to the unpublished AmstemdtamnSet , |
1889. Whistler worked on a boat on the can;
wav®&ombrich points out that, when i mmer se

tend to direct the eyes towards recogni sin

S%Francis J. Haverfield,HxgdrRibleld, andGt be&%.€el anidaWalCli a
S"Cor bhgdtrto,s s Matéedd al Fact s
SBE|l i zabet mMnBRobi m® dP dTohsee pLhi fRee nonfe IJla,me sy oMc N&i I( IL oWhlio:t

and Philadel phiad®8B8%4 Hei nemann,
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suab straight | ineée8Thus ,otvnheat srienmpdien s oirmmst.t
t he windows | oomi ng-hfartar itnlge sama d anwp r cefs sd rom:
crumbling houses on canal banks.&8Even t hou
scene retgiomalamstomutch ur e.

The ubiquitous grid, both conceptual and
peopl seensitivity to, and interest in, this
heavily infl uenxreado dou pMhtiisdand €wi tGhett o f or m,
2.10) he evinces a similar treatment of t h
|l ines. The black windows of the building t|
sky visible at the upper rightnté@&hesestguape:
a | ayered surface, creating a suffocating
this kind were typical of BhekhVetnketi an ghet
buil dings were often built heskabedapart yh
wal | s, meant that they were cheap and easy
densities wil/ also all o¥¥Howefer, pthivate s
construction pattern was al so sksceptible

captures this unique view by creating a de

building wedges itself into the complex, i
view into the interior.

Yet, despite depictingrea mMenfsiedyr @ piun att
painting; instead, the place | ooks deserte:
sense of al@Gemnmatei oh. t8eclheid here i s remin

ethnographic documentary -phtoecomgtr@pdeant brey.i |
typical example is the sEtaotfi @mo,t omadae hisy |

SBE, H. GombrbBehse of Order: A Study Oxrfotrde Psychol o
Phai don, 1979), 4.

20Anne PlowesrhiMeErii stol : 2Pp¥bly Press,

2'For the use of the grid in anthropometry in Britai
to Apply Photography to Anthropometry during the Se
Anthropology and Phography, 1860192Q ed. Elizabeth Edwards (New Haven, CT: Yale University

Press, 1992), 9907.
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Eadweard Muybridge and commi ssioned by the
1880s. I n these photos, model s faipgpldar bef o
having been asked to perform various poses
measurement . Il n a sense, as depicted objec:
but rather are incorporated into ardiscur si
bet ween those photographed and the one beh
subjects ar3@The hmenamad rsiemdg gr i d ifgrt Hi ef sens
meaning i mposed WB¥Stmlitarkeyantdheighetyo i s
forncae osti gmati sed group, who were here org
Sickert thus reveals the grid as @& visual
mai ntenance of order and power.

The Ghaed tpainted between 18&%7 waansd 1iIn89 8.
London during these years, so the painting
sketches made dur i nHj sh asotfVema tcoehitmg pa i mi clt8d
form with things he had observed tmaeyr . .have |
I n 1880s, Sick@®rpapntnisgd ®&hdsetehings of |
then a poor area of London, not only for t|

hidden behind thes3%Aar b 55 idcnkteerrizelts tt ®ti rnu ct thuer

this may have been inspired by the discussi
and the increased visibility of the wurban
instance, in 1894, TheodNemwe GHwitcdho waot e a |

ccoulated to theatre companiAegd hiumr B&ENH abred e
Al s o, |l srael Zangwill, the Jewish writer a
Sickert, pubdhiishderde nt men nld882AGh eatrtoawsi ng di sc

arrfiwd many Jews in London during the | ast

22t is worth noting, @ nphdt sgnr agtlaus dgpeeminatp eddapry Br. i dge
El speth AMRacBamadwms,i ng t he Viriglée LBoocdoymo tElaBdBa3eSatrudd iMeusy b r
188Bender ardn a320tDBRB.Y

22 bid., 631.

324 Robins,Fragile Modernism 126 28.
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London Jews |lived in the Kkadt Ermdmuwhaedarye t |
devel oping small Dbusinesses G®nmdowywelacdii\se 3 ge
sketchhoti dewi® the London ghetto, paying

environments gdmodrm,e Mmeovkdscri bes it thus:

amid uncleanness and squalor, the rose o
the raw air of Engl iesh bresma&laitthy ;i ta wdrolnd
unl ovely surface an inner world of dream
the Orient where they were woven, of sup

gargoyles of the Dark3Ages in which they

Sickert dapiagesthe tightly wwvehetatpp,e aasa

a placmowherce doHea nwse ahviedse .t he | anguage of tF
vi sual appearance and history of the Venet.i
Zang@®i hbvel . iTchhe igsr idde,vewhoped from hatching
shadows to the i mage, which adée elxermre stsatom
of rain through | ines demonstrates his awa
materi alTlwer Gdured,st sar e met aphorically relate

segregati ohhe TGaledqa orde foefr s t adHaheéaRbiyat , pa

Diegppad&M@i4y..12), in whi &h wihned omwosd ecrant chho ttehle e
wi ndows are | it handwhcearne abse Tsheee nGdtreld bosusy i n
mere hol es. I n addition, passersby are sho:
dehumani sed ghetto. I n the two paintings,

in order to explore two sides of modernit

Il n addition to serving as a scientific m

grids also hold a place in the realm of ae:
di mension of grid. As we have previously m
sicence and art. Indeed, the grid can functi

5 srael @hinlgdrwidn ,qfPhtiHe d@H ethtica: The Jewi sh Publicat
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possessing its own sense of rhythm and aes:
awarenesdhef GhRatrsdoimai nt ains a persistent a8
aestihretto chis | ater career, developing its g
narr.atHevewas senskiet isvter utcot ugrreisd and capabl e
aesthetic qualities. Not abl vy, i n the prefat
of fellow paint(er@bR2BtBgcike r Va mihssrek ¥ esf tthlee

gr owhieiglauf r e many da@sfughgiess tpanignttihmgs ,t hese st
bet weenat mo bsiiltitteyr and t h &S icdsaasitetnys iotfi vtihtey
was acute, G&sithacwec Mainciwiivid and tactile, wh
paintwork bal anfci@gs.18hi. s movement (

This fusion of aesd hfeunct ipormaxofs rwiddr dubne
measurement may be AbBBertwvedMoomet hwhowom&ky Io:
even more profoumdaegnplaetti oxn &fi ctklkee tgr i d.

Moore uses two systems of grids. One s
are used to scHliekaapmamal ¢t Isé¢ u dd ratgi. Ytrd ,d sh e
for measur ememits oamed i amecsu rtahceys,e aare | eft vis
pai ntiTmg@s ot her system, metd cpupiuls| Al frreed r Bl
i's unigue to Moore. He uses cWBriveaidherid di a
Ai(r18f7i8xy..14F0f,i xfionrg the positionsdfheaslel det a

|l ines echo the dsr igenstaurieo.n Fodr tehxea rmplgeu,r et he

upper | eft and bottom right ptahelfliedwsr @ hear
its intersecting |line parallels the contou
hat&rehi ef rules seemed to be parallelism
6Sj ckert, A Mantca nanm,i Bxheifbaicti on of Paintings and Pa

Claridge Gallery, London, October 1927, reprinted in Rolopsgit, 561.

2’Ruby Awburn, Sophie LynPfroorcde s santdo Geroordguicnta: RAa yTreecrh,n i
I nvestigatiramnnigntoacthe c@Wdatodr iAdbeFaumMoalregf Technic
no. 2 (20222., mahttetrpisaj/dursmsaile. com/, accessed Septembe
S28Elizabeth PrettejohtAr t f or Art 6s Sake: Ae(dndoed¥dleci sm in Victo
University Press, 2007), 103.

S2%A1 fred LAlsb@ratl dvigore: HLendohe Gedr Ver Bsl |l & Sons,
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bal &t ae. this sense, these intabséctichgtpar
infinity of the world into balanced, har mol
patteRobynA#fsolteesson t hese grids, serving an
on calcel at iedsh pe xMoeorrieence as an, atbé@itectur
influence of architectur e Iisy twhaeyo roife shiosf fnaa
form, such as pa®Pdhiselreml eancdsr atdteamednat.i
bet ween the two domains of nature and art.
Sickert praiserds taes trhesaduvel cdosrgaaifidvhMosoa n d
aestheticalhyhsatr eixiAe Bgoimelfild &di. & BB 5

90), he writes that:
The Summer Night i s a consummate instanc
rhyt hmi cal l'inefaond oatowue, fhbor aowedel y
purpose, and wilfully stripped of all 1|1

assoc¥®ati on.

|l ndeed, the rhyt hAmm Sanmmdmealaercéir ad hi iveemneads st horf
its 1 conic diagonal gredtisomuaecft urlee armatiern
the edges and contours &f gtrha isrytsd reimo wade ov
known within artistic circles, and Sickert
t heories of drawing andn | awar e fso ftalphdroortagc me |,
by way &f wBadltdmy&ardd i Wmidsthli @r wi t h Moor e. I
foll owed Moore, although this &GRPxarmtercaiiton h.
of adoMradyDavi d (NMN&Bgeixxs.d® )g,onaaldipaatt ern emer

that i s siénmi | Mmrs tbawWodrMargesson, wife of t

3301 b j8sd..
BlRobyn Asl eson, fdANatur e an dfteAthePteRaphadlitesoArtaridn Al ber t N
Aestheticism in Victorian Eytand, ed. Elizabeth Prettejohn (New York: Rutgers University Press,
1999), 118.
¥wal ter Sickert, AThe ARWgeklyMapnly,as896, meprintedxnhRiodins,t i on, 0
op. cit, 65.
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Margesson, commi ssioned this fppaiatwi shgc As
treatment of the face, and a 193wWaynetwspape.l
the cilamvasgh the i nt ed®®lehdd aprhyo tod o nh ewhciacrhe rt:
portrait was based has not been traced, bu
rearranged the elements of the photo to co
spa ality and perspective of -tihke baedgploamd
|l eaves i-netthecodomwer of the pai-handgedglkee gr
and the | avender plant strip at the bounda
colVvVekcyicreate a diagonal-lefhecbhatrexbehd:
right corner of the canvas. This |l ine paral

the stool at the | eft side of the painting.

upper right. These groups of parallel l i ne:
the edge of the wall at the top left and t
besides making a |ikeness, Sickert creates
revealing his continuation of the old trad]

Anot her exa®Bhed@dsd®Eu@keeidy..20) . Il n this
painting, the diagonal pattern is more obyv]

patchgs IT-hghd sil houette parallels the str
wheel chair, as well as the purple shadow b
the smoke or c¢cloud at the centre top edge
| i nesneids bfyonr he c¢cl oud at the | eft top edge,
in the background, the tréeel ag.unkheade tpar dI

l ines exist in the VictorianZXped)odr oal il
whickhkefStcderived his composition, but Sick:i
t he.he evidence for this |Iies in the c¢cloud

3T, W. Ear p, 0 NewThe®imdst932jquotell yn Siwak earetr, Ri chard Si ck
(British, 18601942), Portrait of a Lady, Mrs David Margesspno Bonhams (websit
https://www.bonhams.com/auction/23574/lot/85/watiehardsickertarabritish-1860-1942portrait
of-a-lady-mrs-david-margesson, access@dtober 18, 2023.

3%l analyseth&csar dener 6snDabhghhext section and Gil bertods il
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not exis& ilhl st bariton. The c¢cloud may have

break ub ¢ehpabsanof the sky and to compl et

painting shows figurative imagery, its foci
structure in the pictures of the past.
I n conclusion, the grid, asta tool deriyv

technwlfogiewpgs oduction@G painniaeagr dlangoafieckd
underscores precision and order, for both |
being a contempl at v eo wenx prlod rea taidohma eoefo otl h eo fg |
types of grids&Gamwerkllsogwmasi m Siubkert cue for
a meeting point between aesthetics and soc
of pure for mal beauty. Theseecbodti bes refl et

medi um, a focus that evolved from his init|

2.2 Col our

Previous studie® omniobiogrcan Beckategori s
either of two main approachesl]l yShe,fandgdt i a

typi fied bSntdBpHdaeankth eyt Bdres. has shown t hat

applied colour through the technique of ca
underpainting in two arbitrifprigmprod Luiresni satn
technique was borrowed from old masters i ni

Gre¥8he regards the camaiwaw todc handidg uees sa sn gSi
problem of the quality of paint, since it
all owd nlge i solti d and | umi rPéMea nwihtihloau,t Had knrge
argues tdhauvss&sSiafkecamai eu mitigates his diff

shad¥%WbBe second approach is evaluative in |

of this thesis.

B¥BarBneckelr3o.

3B pbid., 136.

%St ephen Hackney, fAThe Evolution of Phritnitsitnsg, oT eicrh n

Bonett, Holt, and MundyThe Camden Town Group in Contehttps://www.tate.org.uk/art/research
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Wi | ewls&i whi |lee dagciknng wsioc koeurrt as borrowed fror
charactlkir$ s¢olgofidre coagdadardesr &osr phet réegarding
use of colour as reminiscent of pPosters, a

My analysis beginsawhtbfatbesei guewpoi nts.

Il n essence, | &p rcoapnoasiee ut htaetc hSniicokueer thas 1t ¢
fundamental aspect of plastic art, namely,
will showstlkamabeaoakéetchni gukiode: be divide
monochrome and polychrome. This distincti ol
previous interpretations.

Further modése,ardauamemdet, which i s somewhat c

the fact that posters in theéeeksabéteinnéeacn

vi brant and bol d& cpoalloeutrt,e wheinldes Sioc kbeer tmor e

Therefore, it iIs essential to &xpdloogwr wahred
posdtarud y | i es. My analysipowitilomsoofbeSioankle
painting and popular poster art, to invest.|
and the narrative potenti al 1shauts et hoefy cnoilgohu
was both intelligent and purposeful

2. 2r. dimiFe opfl awh i t et amanrda ibd wa c k

Discussiom®m o6l SGuckienmtrelation to print nec:¢
the spaced ruled |ine, because this reveal
black and white. | ndefefdgctpra npglsay ilne tmoeneorc ht
the support and t hat ofextphe ipreidnthe d tarwaac e ni
physics of printing in the | ecture he gave

describes how

publications/camdetown-group/stepheimackneythe-evolutionof-paintingtechniqueamong
camdenrtown-group-artistsr1104377, accessed November 2023.

3BWi | enski, nisBrovkesSickerd3sl ;Arste,ed Mor phet, AThe Modernity

351 38.
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the Dbl ack | ipse otfot dlfee sni nlue et i |l 1l s on the

through the different degrees of that bl

holl ows in the paper are to a c¥&rtain ex
By saying this, iSidseaft fifcaosntsdatfeermetids ,al |k
including the |l uminosity of the supporting
Whistler was I|likely a direct influence upol

tirelessly tested theondidiffefrernegn8Tkiesxdss off
awareness of the play of ink and paper al s
print makeSrasmuesliucPhal@segseniSorckamd a post humou
Soci ety -Botfc hPearisntaenrd Engr aveampef eft hm@hem, as
relationship between paper andwiltimewhvaats t o
Pal mer ddishcer igpleismnaesr i ng t hrough of the whit
so that al most everything**8iktehher agp aereldl avs t
Pal meifit ottulse teremarat egue rotdumpau £ cvdleawr | 'y p
that a fine pfthet gilstore iom whiechvhi te pape
the denseae¥Hesbadews@&dr ¢ethePaolymeemtbbecause it
foundedi mmr achreabl e rock?*%f the best traditd.i

Pal @emref efroerncae vaporous shadow in printma

the French | mpressionists, who made use of

P¥Wal t er AGolckwenr tSt udy: I0imp o R¢top nilgée6.50f Scal e,
sjickert furdheid sclyaiums i nismd& tu mefnft o @dbd6dy. Biun scwal t it .
“lvega, fAWhistler and t he New J@mesMcRall Whistlér, Waltee Pr i nt , ¢
Richard Sickert230.
2Chambfemr si,ndol ent anIa3BSamuelr i Pgl Met 2t o A. H. Pal mel
Phmelrh,e Life and Lettlosdorf: SGenailedy Pal Ger Lt d, 1892)
Chambferr siyndol ent an3dda3Bl undering Art?
MWal t er iBhe klfuttyr e dioh Eompritadinng, The Latin phrase trz
if ullhegoléedmpl et e.
441 bi d. 391.
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pically interwove unworked and worked sp:;
r example, the cream hue of the typical
war mer toneadowhontrraandwitibohilné egrate in
heme to cr eat@l nant hoipst iwaayl, rceaanlviassm.t one wa
press lighting, a detail that already su:
t ween print and painting.

Il n S$S&clkpaintings, especially the | ate wor
e canvas tone is evident; however, it exl|
S I mpressionist predecessors. For exampl
creasiendglay Sickert thins down the paint

r ofubgeh .1 (¥ @8&.d»y..16) is typical in this reg
ft and warp of the canvas are clearly vi:
dingrtghthesb of the overall tone. Il n pal
bre, this effectbhsupmes tstbrecmgners. aTlteo | o:
I, and the omission of paint on canvas
e chneaasfproviding an airy feeling and

y to create tonal wvariation in the manne|
However, the bare canvas & spaitntlilngno,r esip
e whiteness of tale whaintvea sc also wrs,e da sa so pap d si
nctioning as a hue contr i bTuhtei nign vtableéeadn o v
ite of the canvas iIis used to represent t|
eated i kestTdtee dvibtsyeappears dbiwhapeneashi
parts from using colour to achieve optic:
d colour in a manner reminiscent of the

ere |light iIis ex@mamasgs®d iandafdiefrfeeatepturpwa:

See Anthea Callen, @ Gr oun @he &bof ImpressoniannRhintindre Pai nt L
Techniques & the Making of Modernitflew Haven, CT: Yale University Press, 2000); 78.

%6sSee Ant hea Cal | eTechniguesloffthe endresSanigtbneon:, Tiger Books

International, 1990), 83.
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monochrom& paintatmngegn of scul pture amid the
art for ms) .

| ndehedth etstt addi nheni ted by Pal mer, as Sicke
have chepdgbns,cumor e oficthésacrutath ¢ etdr adi ti onal mod
t he Renai ssance, and the system of | ight t
chiaroscuro helps to create formlhiag her t h.
way of creating ilrlasdwmo gmoedaoutsead oatwmaey
effect of brush drawing, and, certainly, t
mentions that the (14B®3AZnvaemttiedt tlgo cha aC a
woodcut with only twbr we ¢flonbde®edk,si amall Ice d a1
hifsr ue chopaifsmsampe di | &Y CmabGida v3i dc o9 loaryii.n g
Goliath [afc¢celSiB@phipedgmonstrates the use
This woodcut | ooks | i kmetai omalsdiu o rhaanti antgi, n gvi v
poi ntosu@&af pi was thought to have invented t
traced back to Germany, where it was alreat
t he fmamad®*Cw.mai eu and chiateschangwabkyusted
mu kttoinal prints, b&Ym tibetrS5e drhee iFm efmrcain e .i r
Abraham Bosse, i nTrhaiss ®@c ftlfluee ma @teod xi tnrde atait e
prints with tonal effects ihBtakéeng whsesse

l' i kely well versed in these practices, as |

Hi lliard T. Goldfarb, AChiaroscuI MweBWeaioathasit Techni g
Cleveland Museum of A88, no. 9 (1981): 30'B. For more on chiaroscuro wonds, sed¢he

introduction toChiaroscuro Woodcuts, Sixteenth to Eighteenth Cerftiogdon and New York:

Colnaghi, 1988).

John Shihaom&n Lol or andi Ehita€eostclury ,,| tead.i aMi AArde |
Wayne Col e ( Mal dRwmb| iMsAhi nBg ,ackOned ), 408.

Gol df arb, AChiaroscurie. Woodcut Techniqgque, 0 308
3%05eeAl exander Dencher, @AThe -Ge@umyrRaris:©Onthe Ofiginsoft i n Seven
Multi-t o n a | Pr i nt ma WRiinting Caloar 14001200 isorypTedhmiques;unctions

and Receptionsd. Ad Stijnman and Elizabeth Savdbeiden: Brill, 2015), 180186.

%1l pildiB,lIFor the infGdueneatiofeBoswsskater English writi

chapter oAnChmadblest and Blundering Art?
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techniqgue in 1915, whereaPAaermdant iferad direar |
for Baron andé Haaskhaeguy SOGipocikemppessiwasbit
colour and the texture of paint. While | a
tradition, |  wofip -iidmpproe sdstt ooautts tft yh aa mat vthnitss t o
reinterpretation of the tradition of chiar
moeal | ing in plast® cclaogitce Amapgulcd,uddeketraood
di fferent approach to modern painting, dep:
own modernity was attributed to their disp
the belief in natura3 |ight created by bri

A relief effect, achieved thraugh the us
Emi grants &t 9BiEd. blo8u)r.n eHien massmesn at one i n thre
val ues to give dbkejneodtisnga |ba&dnto afadrtm hbayd o w.
Mel boiusr n,eonsi dered a cstoaumgre wod&f yinngiickte
it is in an wunfi @i sihnetde nsttiaotne .waBsu tt oi fc rSeiactkee |
work fulfils its aim.

Thi s paismtoiwsg aalrseomedi ati on of a series ¢
i mitating the cameo woodcut, which was in
chiaroscuro drawing. As | argue in what f ol
remediations dfa,olachdared&k pnew emsed t via both
photography and the o,bshy egleaynerdg uw toH marmga
camai eu

I n the previPous$ IrAailLdaiMdayisu Dshad gde($ 8 g n
2.19), i 6 wasse Difckdoatugrmap ¢$het atthatnti on of
commentibeé hi hadt the portrait one caf® sense a

Eadéspfeeling makes sense if -ovel cawmed der t he

2Bar 8n¢c KeSirdt8 HacheyEvol ution o Painting Technique.

%8For French I mpressionistsé views on chiaroscuro, s
Me a n i nTde Adat ofilmpressionisn86i 87.
4Earp, fANew Portrait by Sickert.o
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photography and cont efMpmostahhreggr massces|] opeop!

| eave facial areas uncoloured to preserve |
ori gi fmiaxy.58haosws ) . For Earp, the monochr ome e
Margesson is remcaisceat phovseorg haipth sids Hwoawed
tell whether the face is indeed at the dee|]
above the paint. While the face might be t|
painting and | ooks | i ke uar fcaacnee.o Stihcakte rhta sc rbe
space, on the flat sur foaicei on ¢are pPavethaagl

forth, as |l ed byl itke fpdaowd omfr aMrhd cMaredae £§on.
vision also reflects the depl|l ompgmewtl dot odi A1
chiaroscurm® newtfthri and iet foe, photography.

The use of black and white to express th
The Gak dPavs@hafidy..20), which reveals anot he
bl aacnkdhtie engr avi nigh lapnali nptaiinngt,i ntgh.e gi r | seat
wheel chair is prominent. Her treatment i n |

wo sk bdaamdki t e sour ce iGmaiglel,u sitorhant iGan bfeart a

seri al hieeeidsei Hout856. |1t is possible that S
uncol oured because she | gSSiegadrntd, Claismhiihreg |
Fence to Hel pftZhm.e2l)nvalha dairrll, Johanna, th
school magdtienrg acocda he novelette itself, suff

has to rely3®dmea bwlyeelSce@bmreti ghb®uloladnaa

al ways been envious of BeheiphekiRi gamdenan

of heé fhaftubsreer,e x a mi@sl e .l |Qisltbreartti on depi cts th
Johannmaheel chair has stopped moving, and ha
hard she pulls the stick, whereupon Siegbe

355 For thehistory of hanecoloured photography, see Heinz K. Henisthe Painted Photograph,
1839 1914: Origins, Techniques, Aspiratiofi$niversity Park, PA: Penn State University Press,
1996).

6T he Weaver ®Ifh eN alLuen bsuurdgedl B 5466: 6
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pooré gs¥@ihl iertustration, though black and
the boy in tone. The girl i's rendered with
brightly coloured dress, while the boy is |
be a vi susailncpel aitdietauldse ,of f emi ni nidtajmwddef i ned
even weigehttbdaosrs Johanna, the little girl, w
and innocence. Sickert-basedweloll cawareé¢ eofeot
criticiseudl @arhleyn,i pa¥31i @ when he voiced his
Frederdc pWatctt s ce of distinguishing between
using mahogany fixroltolue fod ome ici@PRrdd att h e r .
Ther ef ore ,c dSli cclkrelrten oG aredsPa argayt eal | ude t o t hi
colour theomiireest eoednttthecemtdur y.

However, by paintinagnd rgoinvian gpriiStn tak enretw stti
perceived and added more | ayers Dhe meaning
Gard&snd®drauightelrso the title of a portrait of
(186&891). The st tporrtafaitthiis Mirlobsabl y Lill |
portrait has been r efpirzp? ywe d. wMd@d.¢,| 8 & pos:
t pebt ographic studio knowfSfokephokogwaphl a
and this portrait, as ddkemimatl@dya deniMinpase d
Sickert is |ikely to have been familiar wi
renditdenedsinebl ack and white,cal chaedct e
sketch byaXRMi.l fdhe( gskketich Msl|l depicted pushi

thorny stem with her hand, indicating a st

Sbid., 467.

%8Br am Diljdlogtsr @af Perversity: Fae&iasieéOCuafoEdmi ni ne I
Oxford University Press, 1986), 89.

%°Si cker t, ArfNedgeMay 12,s1910, deprinted in Robinsp. cit, 229.

360 V&A (website), https://cections.vam.ac.uk/item/01223385/prmiles-francis/, accessed

December 12, 2023.

¥'Sickert wrote, fAit was for years a matter of amaz:¢
in the painting of a waterfall by Frank Miles. The reader may nbinkt conclude from this that he had

any tenderness for The Gardenero6s Daughter, or for

i D e g Buslington MagazineNovember 1917, reprinted in Robimg. cit, 416.
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Tenngpoem of the same ##3Tthlee prpulalgionh esd iod
Tenngspmem i s an artist, and he i s encour a
|l ook for the beloved things, foifiLolve,will o

unpercei wed,de/lalA Ama¥tIsutl iheet ,t htahne allov.er and 1

Eustace, suggests that &t hdea upgrhottearg, o nR osste ,v iwshi
cloistered Iife in the garden. The pivot al
in the ghmridendeswvhriiched in much detail. The
and haunts the artist, -aedt wowl drinspsreom
pictuiAeRo®€e in roses, mwhgledawithef sageahnit
envisaging t e @% ealput ebss aagso nti hsd . Il n 1857, J.
designed an il lustration for the poem, ffea
fone aroanal dfhti-lso akpiwrag dposture is retained i

wor ks, such as EdSwasdoHei@i6Wewhneht al so pol
t hei@owh i n pure white,0that fitted to the

Sicseptainting depicts a moment at whi ch
hel p. Sickert may have castphethsebktfsasst e

but while he similar oyt hledagkssr hfodr ami o bmesd i

female beauty. The monochrome giGrl exposes
painting, the paper print, andertihrugs reveal
colours -apwhi tbd acdcrkawi ng. | n ar esfelnesxei,v &,hiand
thus the actualndmuse islubéerbtaok, in the
rendered in monochrome, to be filledd with
mi ght then be the boy, Siegbert, who, thou;
the beloved art of illustration.

I n this sense, Sickert reveals his |l ove

appropriating an ekphrastei wapotememrnedeesaept vy

years ol d, and the heyday of engravings as

¥Merlin Seller adrs obetoweesn tSiec keomntneartd Tennyson, th
theme of the podMatweartihaldeRMédrmar Sel |l er,

Al fred TéerenyGasrd,Paeghter a(BdOhhaer glRDESME mmo
140



|l ast Il ines of the poem speak of his voice:

As | beheld her ere she knew my heart,
My first, |l ast | ove; the idol of my yout
The dar Imanngh ooofd , myand, al as!

Now the most bl ess®d memory of mine age.

Sicsertemedi ation of the tradition is obyv
previous section, concerning the i mplicitl?"
formed by coPoorutrr apiatitMeolge daainadl s M&@h ge s son
Gardé&anee®raughFrtreorom t he aesthetics of the play
printing, to its integration with the camai
keenly observed. Thene eadparrnGasg atnmeéi magmea d h |
standing for vacancy, the past, tradition,
By using black and white in different narr;

expresses a power r enheadtiia,n abned weene ne vod cda tainodn

2.2.2 Separation of colour

| have thus fa® ahpwwmadthatt o Sciedkaetirdt i n hi s
colours onto a monochromatic foundation, a
contemporaryoaoaommerotahgcohat | briefly me
begins by explaining this very connection.
t hat &Sicuertraposition of monochrome and col ¢
guadtheg separ adttihoant oefn gceonldoeurred a di stinct c
during his ti me. Concurrently, the fusion
application of colour created a &i mel ess ||

artworks emerges aspraoncponmpnogs ivtiieowearls etloe nceonn

3641bid., 20.
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di mension of time. His use of colour, besi
made objects within the Pop Art tradition,
coloured photograpdy,ofindi snaketadl osamto i

Anear |l y tcweearplwrsettciaa tdt erf {feidg5Rackear | y
demonstrates how colouring is based on sep:
group of people at the bottomllaafktd corner
whi,tevhi l e the rest Jdfhitshe ep@adtecsanad itdhhec@lrw
the colour pbminhewa88hadeprint makers adopt ¢
photochrom, which combines photography and
be created-afmWlbmta phatk negative that is di
|l ithographic plate. | na rtwhhii st ewa yma gteh ea sc rae aftii
means that black and white are treated as
col ours. Colours are then added by separate
colour. Each stone bears only one colour,
bet ween six and fifteen colour | ayers. Il n
C@lur of the paper on which a postcard is t
in itself.

This method | eads to two connected resul
whole picture, colours would be baihsed in
why the figures are uncoloured, as to achi
would involve sever al more | ayersandf vyell o
white ground is in many cases rettad ned ( es|
retain the realistic effect of the photogr
the Western pictorial tradition, but is, af
recr3lat earder to avoid an unrealistic rende
fuges were | eft as they wer-eol Buenngn t he

photographs, transparent colours were pref.:

AnBophi e LiEhenahrearcsyp orf Col or: Aest hetics, Material

Coloring Photographs betb@ethy RRebedst @dg O @dr wak o hama
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beneath to show through, re%¥aining its det.

Yet the reakiasedcbgftet¢oburing the photog

Batter yoastRanrlkd, the sky is coloured bl ue

increase a sense of real&Gfisen; c & hhitewwael crod aluirsr

since they a®Gc amdn wdTsep.ddnmlok t e f i gur es

evince realism because they are traces of
notes-andhiacé& can be even more realistic t
evocati ve®®bh mbimser see mpsoes,t cvahradt sthhows i's r eal
does not |lie in any seamless unity of at mo.
together reality, or, in other words, a r

di mendsa osnespar at ed repmtliiccm.arvd stulaée preder st an

have been shaped by the technology of phot

mo srteoplarts in different i mages. Il n ot her

experience (i n thistocgarsaep, h yt haes erxepaelriisemnm)c,e aos

claimed, rather t#¥attbBuobhgheakssembiannet

added col our on the photographic base appe

aesthetic perception, viegwéms.ng constant

Such i mages, marrying a separation of

the advent of photography, but-pwedaecparti cl

colouredPposucargestcards reached their go

191a4n,d t he combined effect of col our and

recogni s alisl ec otnot eSijdcakredrrsi eeso.ncei® abl e t hat

%6 bid., 83, 94, and passi m.

¥'Kim Timby, fAPhotograph, CinemaenamdC®reruwereypt dailnRea

Photography and Other Media in the Nineteenth Centedy Nicoletta Leonardi and Simone Natale
(University Park, PA: Penn State University Press, 2018), 177.

368 John Bergerkeeping a Rendezvo(idew York: Pantheon Books, 1991), 193.

369 John HymanThe Objective Eye: Color, Form, and Reality in the Theory of@rtcago: The
University of Chicago Press, 2006), 2.

370 Henisch,The Painted Photograpi7.

371 For more on the picture postcard and examples of colour application, see Rictiavg EB&ture in

the Post: The Story of the Picture Postcard and its Place in the History of Popul@oadon:
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unorthodox approach, colouring only part o
ul ture.e Ippdaed, tthof Mrs MargdseomRealt oeygdy
c. flixpeR, provides a further example of the
cturedBatderipwattieairthde t h rTehee fR egoutr tetse i n

o T — O

entre arleckaiamtdedvhi te, while the other fi

—+

nted withha wastm bbnehe painting is col o
of his | ate works. This work employs a si mi
unstabl eerklakalsimt etfhi gures see@® troe aelnihsamce
insofar as they are reminiscent of a phot o
vi ewer (or the cdmesapdas itwm a seagpehof. co
the beholtdhem,andhe ismggesti Dmetbaltowhmed fpagu:
while adding to the description of the set:H
of the picturesque to the fore, creating a
pictointalontr &dckert further adds to the wun
bringing the past into the prasdhitteFrom t|
figures I ook | i ke Victorians, the bustle of

mor ecicoae att i rP8T hoefs et haer el 9f3i0gsu.r es of the pas

present by vaanwhot et s@alplshok effect. I n t hi
bl aacrkdhi t e and colour, the viewer moves bac
present ndf ircetailanmnsali ca 1t is not only colour

I n this é&emearadlionmr results in its | osi
natur al l ight and, consequently, its abili:Hi

cultivates af drépeesaent moder eadnmndhyi.t eor e x:
becomes cipoaxeatemén the cod owommdentasr €we pl s t
people already related monochrome renderi ni

sketching, despitentlappeace ngf cMoseMat ge &s

Gordon Fraser, 1971).
S2This painti ng fiBvwalsiong rtchep A t ex Babrbnti bn of | ate Sick:
though t haegesodusr cyeeti hat beSifokedt : SRgLonhdongs ABRE to

Council of Great Britain, 1981), 107.
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The col oured painting presents an unstabl e

composed of different | ayers of material s,

2.2.3 Coloured camai eu: Anachr on

Thleri sh &amPRpmrdamtai tiMrod DRBMaligdesssowm a cl ear

cameo effect. However, as scholars have nof
Sicsepmainting i s over shadtohwe dg iyl yhico rcthroa st
anfdur i ovhsalagdobsbfutrhat typi fy 3RSisc kmearnty d eavteel owx
a distinct difference between hpoertcaanpaleu
of Ibiygkst mplifying its expression to just t

avoiding det aril st.e cThhnuisqu e ,n tShec kder amati c ef f

employed in painting since the Renaissance
colour, inspired by modern print materials
naturalisticiismpoend®sinani ®m. oThcommerci al p

camai eu ottehceh nciogl uoeudriesd tchaemafioecuus of thi s sec
this colour strategy enables Sickert to tel
experiments, frecohddthiesdee mmerkelay rupture wit
represemadeashoenaelar|l y t.wentieth century

The BrHRigehr(raodtflscy.7)2, f or exampl e, di spl ays
Two colours, pink and earth refhemecei sised |
detail #redt ke acdaomwteld abGadas ref (The Riaenman @tus t
may have been the result of his years of i
bequeathed him a cl| &4lrt scernesaet eosf d hiwgehaia gaen dt h
naturalism and decoration. On one hand, it
bl ocks of colour with neatdibnoerndseirosn agliivtiyng i1

contrast to the distant buildings and seat:

SRichar dBShvedisi a&sPot i t i chaHO PootyATAAAP41
SMSjickert ran the Rlowlraomd slbohl Hotus el Bkch,oowhere he tau

etching. SWeal tBearo nthieakger t , Pri,a®2%6: A Catalogue Rai so
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have no apparent | ight or shadow and there:

representing the figures in two blocks of
creates a boldness whose | ack of detailing
wor k.siTnpilsi ci ty, together with the uncanny
an unrealistic effect.

This sense of mood, technd gwer kBhneda :1 airm a

Wheat 6d6®&389f,i 82T he Whelna s hae alfi ghher tone th
Brighton BPuertbestechniqgue and subjects ar
probl ematic performances. The wheatsheaves
dancers who perform in a square between a |
hadn si dpaomhttimg, and a house wi-hdn&d si deboa
The wheatsheaves, faces, and dresses of th
suggest volume, though in a relattvehy sha
of an 1846 CAPRIKILCOBAN UG geceaxd(fos2R.9, created by
Geor ge Cr uTihkes hCaonnki cf oAl mauwkailciks i ®d HWABavi d B

iCapr i etoerlnluss us that this is the December i
enyment, and the zodiac sign is further 1inc
beside the house. The woficdapiésroibdnesmor ousl y t |
indicate the celebration of harvest. Yet De

and inddddsthiags i on aicompGapessa PplemPas d
Mo i s s omonne utrhse, f o Ifli 23vP ,n gwlipiaghe i(t sel f refers
performance of a Vilinenrese deahee tmrowpe i(n h
guestion was a teamlefd ¥Ygud(glsGghlEtbidhda We € s s
travelled in Britain and performed for Que:
iPas des Maiiss soonnen eoufr st heir dances, for whicl

dress in sheaf &odirlane ©.n Crhwisk llegpnict s a po

S’Wendy Bar on, AwWal ter Ri chdi94R) The WHeatshgafo ABRnAamé Br i t
(website), https://www.bonhams.comédion/23963/lot/24/walterichardsickertarabritish-1860
1942the-wheatsheafaccessed October 10, 2023.
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of his ti me.

Sicsemppropriatson |dfus@rrwmitk smamlE t he per
harvest scene may be a continuati®bmeof his
Brighton PbelklwetWwhbweas further connected to
insofar as the narrative dimension of weach
Moor by argues, came to symbol i s & nhsoppier eand
| aughter and receal d@gyBpei Bri,gmvar Radeddtes
made during warti me.

WhiThre Whedhdesshemdt directly point to the
based on the same etclEntendiyRuBGMEBO®Bs hank a
29), makes the arodinreg tE mwtnd rctrl-Beuadiesg | A C
vertically oThenWeegatwmemkasauon ngf nearl y two m
and one and a AAl fphmdatorge spihmibit et bl ac &kf er r
car tfoi@@.l( held inlisslSicgeon C€aummnciy archive
composition aetd EphreogpnotrBtuigoergfi efrls t o the conv
bet ween the United Kingdom and Russia that
their territorial dn,s pauntde Toivbeert .P eTrhsei ac,o nAvfegnl
significant in shaping diplomatic alignmen:
alliance between the UK, the French Third |
consider ed & niempdr tt #AiEth etaitiiggef st hi s paintin
puzzled scholars; h@wepeachandandgiodemena@pdioc |
it is clear that t heseEndteepnitcBu seamgelha f t he h.
Wheat,shesafexpressed throuwhtpether mancen wme

troubled happy momenTBkErsiigmtlamr Rioertrhoatts s ho

S%Ni col a Moorby, fAé6Poor Abraded ButterflTates of the S
Papers no. 5 (Spring 2006), https://www.tategark/research/tatpapers/05/poeabradeebutterflies
of-the-stagesickertandthe-brightonpierrots, accessed November 21, 2023.

377 This painting is in a private collection, and | have been unable to source a photographic reproduction.
SANdr eas tReoCost of Stébiity: The Angi®Russian Convention and Its European
I mp!l i c a Batween&mpire andContinent: British Foreign Policy before the First World War

(Oxford: Berghahn Books, 2019), 345.
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The choice of the harvest scene is iIimpor

war. Because of the 1915 embargo onr the ex|
of the Dardanell es, which cut off the supp!
the price of wheat and 3Fbed Wwasdsathonhéed,
rations queudsd ffaomi,| yanade rSti afRielnyt t ehX e rsieenrsee d
portrayal of a harvest scene seems tempor al

This anachr oni $m crheoliactee so ft oc oSiocukre ratn d | i ¢

contras
resery

re

© T
(@]
—
c

o
(7]
(@]
(¢]
—
-}

wor ks o

Monet ,

t betweedhli §Vheiass sthetad@aldy wsumdued. S
es t he seourlcleu sotfr altiigohnt, fwhoint ht hi ssues
as@@i nm@gei, ksshahk he also attenuate
The rendering of volume in the dal
ed in his camay etuhd ewshen i gfu et, wa hsau mlatcl
The entire painting appears to be
ng a decorative quality. This decor
of |'ight that damsduiptt sbe b@eme snmeidfi fai
the specific time of Gdaysehoiwnl|l bghi
considasr aeimporaf itlye war kuch a way
f other moderni sébkIliddlcoosréa tp@atiengas ngs |

Gauguin, and especially fdhe-akabi s,

| i ke mihaaitoms e not mer3@8Furetchhreeramo men,s tolfe nada lu

express

applied

ed t&hroamgdi 68U ctkeachni g é kex giukail ti tgy ft d

to the coarlgne faany ad . h dendodmisesa | msrc.

AngRwsssleggests that it could serve as a mem

of ferin

potenti

g social comm@smteaonwyatiyivet suggesnse a

al to become public art.

S Caroline ScottHo | di ng t he Ho mesL& Armyin theFinseWokdoNae n 6
(Barnsley: Pen and Sword, 2007), 45.
380 gutton,Walter Sickert: A Biographyl95.

BlMauri ce

Deni sds painting, f ocama&eder degdrave demonstr at €

purposes. See Katherine M. KuenZliye Nabisand Intimate Modernism: Painting and the Decorative
at the Finde-Siecle(Farnham: Ashgate, 2010)i, £
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| ndeheed ,hatr ve@sd dicemmiencti ve ddmai eu use of
Wheats&deamémini scent of the works of a grouj
1930s, includi 6ty 8F9T a8dkn | Berya rSgpvéybit =& n d
Thomas Saunhd&P36I8BMa.sl® 24, Brangwyn was CcO0mmi
Edward Guinness,t oEgrali naf flovwt lterheHoRiosyea lo fGal |
Lords, to commemorate those pe¥Tbhbewhbr 86tad |
t wo pieces were rejected for their depicti
the 1930s, BrangwymBrane asthe Emgeidteln ®m neil st e e |
decorate the Guild Hall in Swansea. The ne
British Empire, both in the hoBmeltansdh and i |
Empire Panébk. (flig2BAB, ndviaa i ous tropical pl ant

the pictusrs&, nmleidl ¢ naraen peopl e are busy ca

foodstuffs. This image of prosperity is rei
harvest. Sickert w@&s muamnmill ipamewist h nBrdar@w |
he meatdibhem in 1930 anéThelmdst Bemmwrel Hi gl
that the Empire is depicted as an Edenic c
scene, in order to coEkralpamel losspaifnt éda
camai eu asst yrleeveal ed in the ¥Whbhasi exesuted

common for murals to adopt a camaieu style

relationships rather than minute detail s,

382 For the creation and history of tigitish Empire Panels s ee, Al an Power, MfAThe Mu
B r a n g w¥rank Brangwyn 1861956 ed. Libby Honer and Gillian Naylor (Leeds: Leeds Museum

and Galleries, 2006), 7 ; and Cl ar e Wil | sdonMuralfP@rdihgéntBritaint i ng t he
184031940: Image and Meanin@xford: Oxford University Press, 2000), 1484.

¥gSickert, 0 Mre B&hedimesManch 2, 1838, meprinted in Robimgy. cit, 604.

Thomas Bfvdamweolnls, of t he End( RMmD |IDitses.warUrmBirveri ssiht yArd
2019), 192.

Libby Horner notices that Br an gallkiméwhicdhasheenati ve wo
neglected in previous |literature, should account fo
works with a same design in different media. See Libby HoFrank Brangwyn: A Mission to Decorate

Life (London: Fine Art 8ciety, 2006), particularly13341. A gener al exami-nation of
making will reveal his preference of chiaroscuro, and | would suggest that the intermedial working

met hod of camaieu in print and pBarianntg wygn & sn wsoi rckkse.r t 6
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https://en.wikipedia.org/wiki/Edward_Guinness,_1st_Earl_of_Iveagh

' ight in tkessamwobal dctbeat does not bel ong
Nash presents a simil althHhe Apopldel OF2udd k ecrasma
fipn3F®Her e, each figure is expressed using
gradation between |dsghtthe nfdi gsuhraedso wa p pireha rs Imi
fragile and ephemeral. This unrealdistic f e
t hough they are picking apples, they do not
and the happinesd hef pHarcwe ste.d rpni BahenaTnhsi es,n d
accords @®&idthhe&Nrasthi bl i cal paintings that exr
nostalgic, and timeless mood. As Bromwel |l |
earthly paradaseanr aumihe threhglo,e st m@t menti on
camaieu technique t ha&%T hcer ecahti ead lotshcipimmé @uni s i |
Piclceremtes a charged, theatrical atmospher
shall ow pictorial epassesaneeabhiearhyg. | Thaki:
matte surface are also reminiscent of fres:
Nash explicitlThe dAeppilaaecffEarcgk@®@aan,escape from t
The harvest s &Gemus NasshEamad gs® ypoakienrtti ng s
armeet aphoric, denying their present moment
synthesis of lighting, colour, and surface
camaieu in order to plavnwetybdfitbei 6nganbd

di sabled ti me.

2. 2. 4 dvVmlva wnrg

Si cseamai eu style varied in its use of <col c
transitioned from mor e madtnurnmeolstc cabdtsuesss t 9 r !

and opiadntigoe e x tumemally stic colours, far r emo\

386 Thomas Saunders Nashislesswritboutand st udi ed; for an introducti on
Saunder sArt Nig sadtessed March 26, 2024, https://artuk.org/discover/artiststihastas
saunders8911968.

¥'Br omweil §i ons of the End206 | nterwar British Art,
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of objects in natur al ' ighting. |l propose |
the new print material of film in the 1920
interest iand stor & diltlioowre,d lceont emporary trends

The Rt Hon Wi(hisxg.48n démomnschirlat es his wusual

and is rendered in a contrast between sal m
However, the Ppionk ane geeenicsod eorutr dfi lam As
fisi xtoh iamt had not devel oped its unique i den

as the combination of multiple media (such
George Albert Smith i nfcohtodad ¢lkhsn &dmmaiccahl aars, |
Visit to(lafeiBxp¥$aswedee producedarmwhiptreoj ect i |
film behind alternate red and green filter:
technique to produce colour iyl Headme@erthe n.

Kal mu s, Dani el Frost Comst 8%Tkh,eraendveW.e Bur t ¢

several stages to thig4omneclsryisqeen utsh e gf ir reg:
colour. The process involves a cameta shoof
the Iight into red and green negatives, be:
col our i matgeene Trhetshadvohas its shortcomings,
the full col our spectrum, and when red and
they will appear a muddy brown. But even wi
wel | i n representing green t rseepsoratnrdaiCa uocfa
Churchi || shows clearly how the combinati o
represent such tones. The way Sickert appl
making colour prints, namely, by adding or

rather thami apgl gohgupseto the palette. Ev e
fidkel ocation in this -plavetimignk Foaneéxahmpwmre,
by side araumbduChyr eawvhitlhl only occasional ov

painting also cl earl y ¥rteofnlee cmest htohde adse fwieclile: |

¥ cott HDgmomstr aCohgumTMhTeehni etollooru:r BEAaersltyh eTthircese and
Desioginl, m H.i2s tA¢@rOyD B 5i8 3
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oesdinsotti ngui sh the clothing and the backgr
rown by the additi-onedodnathdediml bayemdeorfpa&i
| The WdAWB8I1IYP6)3, the use of red and green i

ven mor e aftimomipcdheirre.i tThe whole painting 1is
olour strips of red, green, and blue. Sic!
o reveal the texture of the canvas and t h
ransparenkypaint happears | i ke colour painf
f the figures with bl ack -dnwhheist el sf irlenmi ni s

eneath colour film in order tokeéwcrease S|
maog@ ci ngmoat)ic Tjhhar fi gures in the green st
his gives the painting a kinetic feel, i
Il n this painting, theatricality is creat
ombining plToe Wadecatlt sesgp.idr amati ¢ moment .
n 1859 Gil berTthei ILIeu sturi astililthaery iHerdoins hi ng Weed
nd Shell Gat her er s 08 uR@)Bainsde da chcyo nap aHhei aevsy t Wk
eriali sedoflidetni ddindll st, dlAe Balng | @f | Rif h aaredhicem
ri sh.Fdmienel |l ustration depicts the moment
y a wave while phAtckti magt shhemeé st foa roemendc

wenty feet over the rocks,matnide ru pwans tdhas tpe

dowml i nded, stunned; oB¥°ThibitthgeHgriyg was
shown i@®@ Gilhbhsettation, but the suffering a
captured by theThiewrWaaVensptoircalciqglayo tarl isoof tpheay s
picture: the figures running away from the
vi ewemi nd, they appear not as stil]l i mages
moment, their action arrested asomwenamwto.nder
Il n Sésclariinting, the juxtaposition of red a
temporality since, in early fil m, red and
and green film strips are in a pedpethually
R Gol den Hil |l s, Thel®isureddbyeApril 7y ¥859u2é4n c e, O
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the next moment, and in apprehension of an

and green at t helhhe dath wsaof stihgen iffiigeusr easn ionv er |

I n this sense, Sickert expressesoythe nar
optical means, rather than using popular c¢
were also preferred colours in the theatre
design of theatres), and Sickert similarly
t heatrical paintings.

| nt er eTshtel nVgEawy®m | | s t e en NalweIboemby Virgir
WoolThe Waasespubli shed by HogarTthhe Pwaevses i n C
was made between JUHRi c1lO8rit aingd IlAipkde Il y 19i3t2h €
or at |l east to have known about the book,
the titlkse iolfl uGitlébaetmiaovre.l ,Womlift t en in a poet.i
protagonists, and its story i s tphreoypetlelleld b
their |ife stories from childhood to old a
an interlude at the beginning of each <chap:
al ternatel yl,i kaen dmotvheinse tavoef t he Gekttle.the
FIl owing is characteristic af ibmttehr Itu dme deadi
the rise and fall of the sun and the waves

the six characters.

The interludes ar e peapritcitciuolnasr | oyf nloatnadbslcea |
are full of sensory and visual representat
i mpression. For example, the interlude of
bl ue:

The sun rose higher. pBIl wme gwd wes ,f agar eoevre rw
circling thel Ispi &«®d off eseiang shall ow pool

on the sand. A faint bl ack rim was | ef't

3T he Wawe not exhi bdrt e@alaltertyhei neMay st 9 3Ar,t but appea

Gallery in April 1932.
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mi sty and soft hardened3®and were mar ked

Woolwsges painterly images to represent vi
key role in this. I n fact, Woolf has a spec¢

el sewhaarld tghraetat wr it eoif?’$Woalk Eemgpleasi soboucolk

acciomgl to Amanda Dackombe, all ows her to ma
unspe &%kTahbel euunspeakabl e is the i mpasse betwe
Il n other words, colour is a praoaxmpwrfethe al

worodndeed, WHosoli mpre&GsatdibytSi cthistteéht a sto
kingdomo¥si phaéemnt ., iifaog rd sneed tagf expl anati o
eno wHh .

Sickert was hi mselnip acsosnec ebrent ende eanb orueta | ti htey
representation, as well as the relation be:
col olhe i Weede ates these spheres. Besi des mo
order to make tangible aThl Watsoagr empmesént
di fferent spaces and times, and thus allow
temporality. Sickert may have Hedae&kmre struck |
narrati v prfoswolbut whed heroveinsen rwat by Wo
wor ks are consistent in their narrative te]
both the painting and the novel, colours h;
visible. Sickfmati oheegweat er yd@dramuwghtns men t
1931 he told a story with colour.

A further note on colour and reality is

®¥lVi r gi niTah eWoWaQfrelsando: Harvest, 1978), 19.
392Virginia Woolf, Walter Sickert: A Conversatigiengland: Hogarth Press, 19323.
B¥AmManda Mar i éMaDkaicrkgognibteo, Vi si bl e: Col our in the Writ.i
Dorothy Richardson, SamBeD BesgefttQaednTMaBy Bhiwver
2003), 9, 26, and passi m.
3% Woolf, A Conversation13.
395 |pid., 16.
¥Wal t er ASi @rkietritdgadfE,n Clail €«m Ravicdw 1912, oegtyi nted in R
300.
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i mpact of modern conditions upon the sense:
colour. For example, aomotuorbst wimpl geasr

sigWahese modern conditi ofss iimpalcudea ptome tvihae

industry, which would also influence the w;:
world. The early 1920s s awneadisal ragred ima tciod ma
cine’as . Michelle Henning argues, colour tec
sense ofidekamityngywhat is visible, how it

are attroi®fhusd ev9entif a skitm ttercd nwd D gii ta
constraints, or if red and green destroyed
accustomed to these cofroeuarlse,s paineds s whnmi.t tRead

than being a way to creat eg,r etahlei tcyo Itohurro uogfh

film became an indicator or marker of the |
similar way: he did not represent a solid
colour in order to express the experience

2.MBont age

I n the paintings discussed so far, such as
observed the presentation of different mat
interplay between cameo/ photograplramd spai |
(though they are all expressed bpbyampaint) pl

requires viewers to approach. thse spuacihn,t itnhgiss

pictorial strategy naturally | eapdisc,alilny a b
understood as a film editing strategy in wl
fimontoh@gs become an umbrella term encompassi
means across various art forms, add is empl

"Wo o Af Conver sati on
¥Mi chel |l eiTHenMomg di ng of Light and Air:o Dufaycolor
Vi sual Cul 2dr éa@iOR DBIYiBt ai n

¥ bid., 189.
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fields.

Il n thiscortcitnwen,td study thé manthdage gses
but from a mordemadmtsa gce peesr sgp eccampdesnd i onal ¢
in porMy aditsicession will also shotw that, al
empl oy fmoe tdheprerdescri be his works, his appr
ti,meas his works provide a nesvi tathadrn bhet o se

backgm™Mawmryd of hismppatnai sgase of ced | age wi

arr angemnanptoseft emeats. | explore this aesth
examples, showing two diffrmeant adeg | tsy | & x
originated in the realm of printmaking, an

manitpiun@ and i nterpretingfoirmei dameéremace® uwi
SicsRottrait of GS1oR288ht Wplipoles hi s mon
aesthetic. I n this painting, a headshot of
childrent pepawahgrbyThe spatial relations of
children and the sitter are all it from t|
captured at the same |l ocation and moment,
i mpr espsaiomtiisntg. Thebechhtihlddrsen taerre aslisncce par
bodi es ar e bl cfkéadectayn \Wa Ispoohl seend tpdnd el a k e
gl das expressed by a str@@pfatebl(@deomt vi bee
perspectisedeemndt © hsipsena k hti hsa td éMgaw eptvoelde, s p a c
t he renderpiatg ad f dtymiasmi ¢ gi v e snotth ee nsteinrseel yt h
i Il us,i omiimede ct he background does not recede
similantr ocalheursgs tter (for example, the eart
Wal pol e weard®d, bwhighée bbleegegei diress is painte:
appears more prosnifnend, twmhkainch hies sextdeut ed i
monochrome st ytl ed.oeTshinsott rseuagtgneesnt t he ki nd o

Sickert advanced i n Loliks ule aLrolvieirdOR@oritnaitur

400 Christian Suhr and Rane Willerslev, edganscultural MontagéNew York: Berghahn Books,

2013), 2 6.
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which he scratches shorthacendvédd ltihresittd eg |

It is a portraitpoaedisheswiritendHSDoU4dKkWa
patron. Conventi onelslpyecitahlel yf iignurweh edne ptihcet es
commi ssisotndére) pri mary focus of a painting,
as Vasari € o $dit deg rcaotmeptit h ef® Yeaff hefr egi s no fig
withoutt'’gbotmdare PambdovVopng dkibmt does
the Wal polabopotrttrahetfitguid?e and the backgr ot

Richardo$bSlarmdehdédt c kPgorroturnadi tofopol@eghtHugh W
be theVpai otrddadgstP ggrok HOo(nMed 2PN by &i ckert
wi fe, ThoeMSheotnkeetalkatr et he bending girl 1 ooks
on theandgbi dds opfailretsisnog,e awiidc thoekwaessRiame s t h
Sictsest udi o and so happened to bé”in the b
This ascaumpdi m@m p baelsiegpnse wi t hst heéi 6radi ti on
phot ographwhewietrtterads twearee speati nitne df fboanctk dorfo ps
| andscape, in the age bef orButt hS&% csknearpts hot
portrait of Walpol e waséks cdmstp9dzd eadieffed 1928,
Lessgorpeai nt i ngb ascekrgvoebdu Badsc khetrett r ai t ur e, as Sh
sSsuggesotuss,daiptpewi nt anbenf.i ni shed state

Yet, if this is the cmsmgagi IBtiicrkgras dmar alo:
receding Aschgt eidmaddulpert r aitthheefadWal pol e,
appears as i f engravdaad siedtfo dtohees mad k gdri anu md
definition or sharpness. Further more, ther
background: the @asthlbhehdeed at Whlepdloaver |
igr oowpwards to tWel pover wi toH| thegrpestur e. I

way, the background and the oift@aefigsiasst o]

401 David Young Kim, Groundwork: A History of the Renaissance PictRrinceton: Princeton

University Press, 2022), 480.

402 |pid., 1.

CBWendy BarRinclar d S$hkckree ,t :ldrsmnidotni:ngRsoyal Academy of
302.

)1 bid., 302.
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This emphasis on the backgr@®@und may have
di ssatisfaction with the t,hiann db aace&pgfreofruenr desn
backgrosnohgt 06 usd®tnh aar alcot2e2et wroikil it heg,r uls t a
Wal ton of @asgoaodaedkg,i gmmai scianng Itahsatt liothg an
catch | i g%ti nacnrdu ssthaadweas a patented wall pape
Fred@®W&l f ont featuonéseadgaep a@thle e pssiturteennggt h
achieved through the slow drying process o0
wal | papent hus notable that Sickert borrowed
ashe example for ptrhoepeay ebhdicrkg,r odiingt, i rmatdl, y
backgrounds ofdorWad piotl ei s amd emrpaucntpiacseels or | a s

I n Sac&ertarl i er worXeslP dgritgreadifatizag..|4ule . Hi s
preserntns friomt of the Ponte dell a Paglia br
pen and ink, but the choice of a profile p
resembles a woodcut. I ndeef8ickaetonserietiod
(i ckesi gnedolasnnda dmamk typical of printmake
drawing was made as a print, and expresses
somet hing that could be versioned.

Sickert was in Venice during ti8®ds and 18
and experimented with tihe dehcsenabti eet bescu:
by depicting hi mseldfani n nthlrea exntty e reefprao dwacd
Sickert extends his interest in puishtymaki n
this drawing is | ike a fnraome tchairsd noon tpar goemod fi
and | andscape, wiESic&adtt heé hmepaaame eof of Ve

Similar montage strwbedcat meSyicliseeirtbser b
canmn mporaries. The Fr ¢a@&b4d8ctomneirs sQcotnaevde tlhzea
Swiss artis{l1l18®82t%) Varldduceont wel ve portrait
LArtd emwealbl i shed i s 1Bi9t2t.erval il mdlt wche Baudel ¢

WRrBackgr ound ThedimesRpril@,t1986, eeprintéd in Robinep. cit, 674.
408 |bjid.
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andwrhée er Paul Verl ai nepomMtort aibtl yhy t Waelrleoti tsc
fi2Qg..42), which appedrzsa Gasar rtthiec Ifer oonnt itshpa eacret
publ i shed | Dhir st awo epdocruttr asietl fs hows Vall otton
| andsctahpet,hewibackground showing a clear fl a
woodcut, the background and the figure are
sunlight seem to be on the surface of the |
Val | @t spehfrait was created by appropriati ng
the head is ffriggm48)phwthodgreapime( background
i magined view of GLawgad nvreeSiwh g ozed rt | aatnt do. n
e mp | onyoi nntgalgwes i rtthreo dnocsds sali ent features of
creating a 9swrhrharsyt rpaad rgthrt & woir twaly Ide mfesrs atghees , ¢
gl ances of&the apdle msonscadt es wokbeusui tabil it
portraiture as a me amass st or epprroodduuccet iioéma.ges f
The situation of the si&6tamdadgsal hot tanba
woodcuts is in two ways reminiscent of the

portrait of Walpole. Fir¥hé ydwoubth eaye ssthhaertei ca

inherently flat since, generally speaking,
di stinguishes between parts to be |l eft in
process applies equally t o albmstempcifec tgpafr ieala nd
depth, and thus an absence of a sense of h

figures) andhdsbhekgrbuom. painting, where

hierarchical relationship of edapmplhrhkeatnwe en
el ements of a worKk. Howeveljtthethéetpmptr &i
create an iJlAsiowmdmktitchiuniwogr k demonstrat e

woodicusgpired approach to painting.
Secondl y, the patisntsihnagr ea nadn tahpep rwooaocdhc ut o

against a backdrop that relates to their wi

“W“Mary Anne Stevens Tard GAsaipke ol NO®| 1iJ8a6mF &151 ot t on ,

(London: Aray®O0a&unci |,
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sitstdri fe to build upGiavne nu G5dider&detiratn doif n go | aafc i tr
sitters in envirnoencmd otns ttoh athemgavea ta icsomues
backgrounds imorWarl piotl ei s merely the&i mmedi at
studi o. I ndeed, if the background were a p
needed to unif yoft hteh e isgihtttddnryeasmaduirlgacssiad r ¢am nt

jour effect o& phenginhg haslLbesoraltered s

front of the picture, just as Walpole hi ms:c¢
i magined chil dr eordddtiog utrhees rwhgoh ta roef GnWhatl ps h o wn
painting. I n fact, the backgr oantdr iolfogy idfd]

novels that had been newly completed by Wal
Wal pol e had just fsi ndosnpadrdirs€iindgd @¢ eimggs amfd b o
Haml(d®923)Jeramyg @9 Z%)a,l ea tr i | Gg y,hib alsheodo do, n
t hat concerns the | ife of a boy brdught wup
protagonist, Je&y eymfarbshrarhes aWadl ,poilne t he fir
constantly sipiefrtso nb eltewean pftiiromtsd otf h &ati so fo wn
the young Jeremy. Ther e Garsi satlero, pwhitcsh croany
the relationship betsegneWal pol esasadsénsep\
portrait of Walpole is at the same ti me ab:«

Wal pol e and his own memories.

't is not known wh ét hbeoro ki, c kaenrdt yreeta d cVdanl <
interestand hiseparsoeal friendship with W
have done. This portrai@® Iwawi madwer iitnt erettulrae

for @5 cekxehritb hSeaivan eatGal |l ery earlier in 1928
the il buatiaydcoefpa$indg Kreogt,ésladsrta*WEng .
biographical character of this porntrait ma:
and the portrait also servEeswar psomandomas
commer ci al potenti al

PhAcing the subject within a context rele

408 Sturgis,Walter SickertA Life, 565.
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conveying tle sgintatheds taofyrt her example 111 u
of S&clkarntnti ng was sei ded tihpo s ame puwehlliiodh &
t hSee-Pdr t,r &Siitckert made a port r(ai8t® Hqifg.hi s fri
2.44), in which, again, he abruptly places
t he Venetian ghetto. As discusseld warteer i
who rose to prominencé@€henChhkedl1BBOBhiws Ghe tl
sense, the choice of the ghetto BBmckground
novel and his personal hi Bootyants laf JEawngt
was | ater selectfe®y..45)thercavé®5v7vmhigeg(aph:
written by Joseph &L eddiwiocrh . a sTthuet ebli yo gsr ealpencyt e
suggest 6t hceulwruirtadr background and his renow
underscoring the function of b&ogdephiteyg as
and history. The biography would have been
households, and various oPbetranstotuZaogwi

tramMscdns status as a mere painting and ho

history. I n this context, the amalgamati on
transforms the portrait into an illustrati

Together, thesetexmompt eagedfagarhst parti
t he circuRoarttiroani todanft hdeaen dowiolkl cover, evoke t

mont age technique elucidated by Wat hed Benj
t hat has prompted my tewhechhegaei aat mont af:
Si npceer,t i cularly in his autobiographical wor
montage to construct ideBeiltiyna@diOBdheddci
Benjamin ulkiekemoal agmettar yantde cfhrmaiggnees, and b
this way, he shows thaadar déreed. oBve mjf a memol e g
his experience in Berlin from the age of t|
parks, schools, thesatras widmd he &sf ég itemalts. h.

narratively constant, his “PMefnmoBeirelsi namre mar |

Ws5ee Car dWallJtacrobBenj amin: Toppbgdaphi crd Ry mBp.eaki 8 m,
161



Chr onhiec Icel aiil m$r atvleatt ong, i ndeed for years, ¢
setting out dbh®dssahlei ea pd' 8Pl tafceass mand spaces
matter in his writingfm aadtlee oéssgasehi sol
di scondt nuous.

Benj@milnterary montage suggests that his
history and geographyoaymouososBiggkaphy, oa:
history, aelosgor arpehlya t essugtgoesgti ng a unique r el
space. Sickert creates a visualompoomgmaphy |
are montaged toget hefrr axg mehnotust otfr ammesmaotriioens, a
togeltrhkeeaed, when | ooks atiwdhapi®r thairte, aapar t
are t heotfWheesntcieon where, under what o ircumst
whi ¢ h aaroeuh@ed d k g Bboofu ntdlsbi sgt aphjcally, situat
pict d¥Tihael Ityrradi ti onal comceptheofi deiactodr iaalb e
being pictoriaild yr dplhheaed ky ftilgeareear ch for

fragments and discontinuities.

To the agaxtigantcatnmot be verified, the abov
bet ween sitter and background in the Walopol
However, it iIis the sense of uncertainty th;

which i s iatboaltf blyr alnhghtmont age technique, t
unanswerable questions. The pictorial wunit"
and the stark edges of each component pest.
t he part sl ean dT htehsee wchhid rl a cetresrliesvt iacnsd, Sfuohrr , c
ficr &ackn i nstability of meaning, generated f
that ensure that the work can neveée® be the

Theaee al stohdthiec @&ehmai Btiickkgreshows, which se

(1992024

Wwal ter BenBembinn ciCr®Vay Street an(dL oOtdhoerr: Wreirtsiongs
1979), 295.

A pbid. , 316.

412Kim, Groundwork 7.

BSuhr and Twialnlsecrud Iteyw,dll3 . Mont age
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under st ébnadciknggri ooufrpdor t rai ture from traditi oneé
Sicesemont age is stildl di fferenthedrom the m
exampl es ®wfanmd| dwagivir &1 ts stildl have a conc
rel atively byt alllde nmge amimpp Mdret svotr Xk tt loe who rcth
shall hbetwt eurnl lG@stsatefs Bockage to refl ect
deconstructive, antddtdi shiuptti e@ehmwiague i s a p:
mont age techniques of his peers.

I n 1932, SliakkFavorirteatfeAf (er fKie®@dBy Meado
2.46), based on the coepyo Metaidoornwfso ff .1a8rb 6i,1 | u:
2. 47)T hferottnkr lat e(dl B &jomwed in comparmsi son with
il lustraGi phct 8rcherstrat egSiemi |baerc othre tehaes i
portraitlLaf F@Waldpaelt a, bwictkklyr opathoz o hel f ngur e,
suggesting nowsatwebroe hc rpeaatneed ongtrbeddedi s th
in the b¥ectkgwhoautndi.s more striking is the di
compositijambplheesdghof the woman with the ba
headdresses tahe pameterdewigsh bl ue as the ar
background; a similar patch of colour i s Vvi
shaded area in the ®8qulivastenatpant 8bdb ™Mbad

painting is not Bhéeee,tehersatemsvpltemeedRi:

The triangul drephagtend ipgoag slisbloyff a boat, res

t he ower | eft, reinforcing the confusion
kni tted and outmarfk,f owhiisc h Tchrea wse aaitttyent i on
Mead@&ws | l ustration, is removed by Sickert.
change in the focus and interest of the pa

figure according taon da toooMae rdesnta wiescwanls tlrougeit

pictorial space.

This manner of composition is idn ftflhee ent
This illustration fidbouaMedads e alt codhimed Oliteae biee s .
I consider the production of the series in the four
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Wal pol e, pwhrerreaiSi ckert mai nl yyaaddy odgommonen

Sickert first markedi fcfoenrneernctt i coonnsp doreet mtese, s et
|l andscape, and then denies them, by all owi
with every other. The destructive feel of 1

rendering of the lweotmamr easampeaemarsd idyt sofncpel ¢

foggy, possibly in@Busttushktyaseoni wgs peadoy

cant o DOlnV Joufand tdeswdemaoaurl s and corseted

popul ar in the earl y tha nked ea nd dintcemg arrarny sa

and Meadows of the 1820s. Her dress furthe

not need to work, abdn JodkRredpri mamcynf ®malI ¢

character is Lady AdetcipreyARhupnpdéei whd, | achki

purpose in |ife. Such a character appearin
appears ironic as wel/l as incongruous.
Therefore, mont age here becomes another

di sl ocated el ementesmpIMoy ® oa elri,d e rc kppunn ial st

express his artibsttiecc hndiegause iTsh er emii mits cneggn t

Futurist versiobnheobpbement ap®# Sncairedt shadhesi

expressed his views 0®81BstumwhsmeeNweorw ks nge

Agdecrying ficutas nge ued'$tme gdkkesfégineng t he

composiLtai dcravamfubt aes just this kind of patc

Therefore, this paintingwnady abde asne earr tas Aa di

this woman of the 1820s appears to be on t|

created by the montage Geohdegséandhng 9pe.

Futussisepresentation of metfiferc,t snotbudas tthlee

creation of an anachronistic comhiesxt i n or

sense of anachronism also comes from t he a

painting is situated. Strictilcy rsepaela kpienrgs,o nt,
AWWi Il liam CHagi mr $eiotf(zNesws e‘mblkagdhe Museum of Modern
“wal t er Sickert, Balinglan MagadingJanGanyrl@Lédprintecin Robins,

op. cit, 401.
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but réohedobaanidt tSerc,kert chall enges the genre
technique of montage. Thbhe iwWieemwdart yc am dd icsormee:
the painting as a pure pictorial experi men:

Evincee for this cén thda |lfeodmd it é&Sipakenrtti n
source is abonl PpDubar abi okeFayvowhitebs i$ the

title of a grand off‘dmanghahepmamiyewvedsions

opelikert deli berately used the I taslian ver:
Don Waanwritten in Italy. Considering his
intentionally referenced Italy in order to

couwpytas Byron did
I n both cases it can be seen that Sicker
and is perhaps more inclined to use the fi.

meaning; however, botuhn ccea steds neeiatmapth g f v a ki

Sickert deliberately sought to instil I n  hij
Sicsemtrt, and particularly his I|Tahteer wor k,
ficr @actkkat occurs in the montage t ecshnihgue ca
irreconcilable differences that occur duri |
medium to another (from print to paint), wl

effects such as the juxtapositiwonusf <col ou
space, and thus | eads to something that 1is
transThits ofnarm of montage connects with the
have introduced, primarily through tiyt s del |
and whol eness. It is especially notabl e ho
and rearandgemeatdering the relationship b

differently from fcaaivieint atomal hpoe texapemuir@er

The concept of painterliness in traditional
pervasive influence of print culture.

“4The graha BEpwami tcamposed by Gaetano Donizetti, bas
Castile, Alfonso XI, and his mistress Leonora, agai

Moori sh Sddifre aorfd tthtree Cat hol i ¢c Chur ch.
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Chapter Thr ee: OPaipritciang ty he Mdle

Audi ences

I n 1906, the FrehdssatiepubaltiBsaeesvspiapatrur e
fi1iyyg..1) by MataRBIAdQuwitng a crowd composed o

three men (including a police officer), ani
and reading an @&aldvee rCGriisnmeemeonft R@oes tCéhro:se i n T
Jowm@PThe adverti sement depicts a woman | yir
the muddy ground. The streetlight beside hi
di stance reveal the setting as b6gazd tiyn Her
an pnapriate manner. Drawn to the i mage, tI

p o sotae rwefl fl man weari ng acltaosps hman awmeda rai nmp rak
are shown grinning. The woman and chil dren
composuremahhenpohieceéeft, while keeping hi
al so grins at the poster. Atl & hpr dodd oans to f
grand ®ducato®whide lumdmassé,e newapaped t it
worfFaai t s,ohivelms abstracting the news of t hi
brief, lurid news story that fills the col
and tragic things happening to ordinary pe

Radiggueltl ustrati on prfoovrindeetsi drnav eéhRsiarl s tpli ye,c
di voeaf urnal i stic category that is hard to
rubriPd oad oo émissceldamedobecome a prominent f

French newspanpienrest ebeyn*fihhee enni ddufr ayintt i dif v ear s

usually sensational, so it ipgése an extent
My reference to this imBgsestiusyioflebhedmhesGpebpodbiyg
nineteenth century, in whichhaddudrerlvyest armdear | uisn rRAn

mass cult Sha fiTehEerl OncerBthd auaédnd the Making of a Mass P
Ciné@8®%10910hé American HiOOt, o MOANI:7TRevi ew

“WPBAThe press is the goweat educator of the masses.
2F0r mdraetogrniseer RoliSnd uwd er toHkidvRe®FEai t cal Essays
(Evanston, I L: Nort hwek&®4.n University Press, 1972)
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sensationalistic interest in news of murde
concomitant wiNtew tJhoeud'thSag eosonf.! y heRadi guet n«
mocks t hef aiits,edlodertshleso confirms that the n
is crucial time tphree ke m@gwijiohg t he bddies of
bel onging to dif foearldn tp hgyrsao uwpasl |ayn dd rcalwaens st eos t
hedd i ne and i mage. They are struck with exc
revealing tBaparhecapditeonoaeand reaction ar
These two aspects b6hitbBbdhpwengmaenoercoprobe
fugi misae i & news amtlh e hp h edraaridanteinoccre ,t o
Sicsemtewbsated paintings, are the focus of
Sickert is known for his appropriations

particularly sensat ieonn allo wnt armuiredsers udt easli tcl
Cl ai mant aexigl, | aatdr dthed news of the 1930s.
was the first to provide a 0yodhdd dneislckreidpt i o |
topi@aanidippr eci ated t hedMewar deftcentpybl| Dani g
further developed our un@dfretdhteng of top
pai niciompgdad ect |l y f réobny nceownssSiipdhéortittsg i re t o s e
how newspapers would resporhceyt debBascapai.nt i |
and Daniels sedgaihmecdtfireomi panBtilicikgphgwshat
his preocguwipjad cdioambdtet ¢ ©r duonpdiettasltieteyd., a s
topicality bear &o mb tdeedhp inti fdgs caisfpiecc tr, e faesr enc e
allusion to events of thed®¥Tihhemago things |

Woodhouse defines t hecuwprrresretnceev eorft < uirm emai n

421 For more on Victorian sensationalism in newspapers and popular culture, see L. Perry Curtis,

iSensat i odackkhe RigperanditheLondon Bs¢New Haven, CT: Yale University Press,

2001), 6582.

“22Wendy HlahreonProcess of I nvention. @&ntDeramwe Ingtsecnar |
Paintings of | nti Walteiri §iucle Stubj BlteesdC.a nBlaernn aTloywn Nu
Wrigbnhdpbh: Courtaul.d Gallery, 2007), 42

“2E., H. Gombrich, ATopos and Topicality, o Annual Lec
(University College London, January 10, 1975). Transcript held at the Gombrich Archive (website),

https://gombrich.co.uk/geersandarticles/, accessed December 4, 2023.
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ft opi cda hi“¥He sargues that topics tperrepsreentteedd i
in various ways by different viewers of thi
interpretatt™ n ofs &spainttianghere to note t
formation of topicality iIis facikl spacedilby |
text and it sfagubioiudimmi enpr € ba d av eg rcoourpmuonfi t
individuals who share a knowledge of the 1t
gues®®Mpndi scussdBomeafs Piadkdaritngs wi l |l borro
tmi cality as empl oyiemdmebdgiiatihee s et Bc ot hapt e My

explore how topi caléi tpyaiinst ignegnse r aatnedd hionw Sihce

culture, in different ways, but particul ar|
guabftprint i mages, facilitates this topic
I wi || exami ne®Gt apitc dlyi wyayi mfSitthkeret t opi

news sources of the early twentieth centur’

—+

he portrayal of Bllacyks,6 a catn@r ss hien kfhnaekle st phesa |
1930s. All three of these events were sens:
newspapers, and are among a broader array
much discussion.®| ppiopeagasd hianh Sespemse t
events, reflect wvaryi ngisroalretkbiso resvhoil pug i wint o
this relationship is contingent on the spe:
influenced by the devellfop(nseuncth oafs tthhee nsehwsf t
engraving to photography).

One obfr otandeer questi ons aroused by the i ss:s
transience of topiTchiasnd stshuee e tse rbraasleidt yo no ft h
topi cial i S elgarnwete nger mal |y added after the
An examplpe cafl ity as is®hmethr ngs iaalmtd. tii o nBd | g

“2WoodhouseivVTeovinag, Abr ahla8® 3Jolpo ma@anh i ti es in the Paint
London JeowiPhiD. ArDti issst, Uuaoye9sity of Yor k,

425] b iloBl 9

“2For more on thipubdbiyaniexat,i cre edPfMibat hasl aWar ner |,
Count eroPublicd@ul nmor 4d9902®r0 29 : di s €iunstseiropnr eotfa ttihvee

commuadsietey ,B& bgaMas, 23l mage
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191f213..2), a painting of figures in an inte
added after theWa#Obeealkyvolantlhye nTGethbeagtr a p h

1915, comrwveintthedhitshausual dexterity Mr Walte
interi-nudea, -bwedlr i rl seated orreaadbeedd, and
el derly German of mgpe,ositéesagBasmanski asn

cigarette. To-itdhli s heavtiee Pgtulsesv @intsl e n

Bel goi!tfidb e | i evviei $ hao mment aptly illustrates
the mutable and the i mmuttaatbiloen ionf tthhee pfaiignutr
the image is its preexisting, unchanging a:

change & Siaciknetritngs frequently feature such

confrontations between f i gurweisl |I( assh otwh)e, tahr

pictorial interest that previous scholars |
natur e, and often as contr @sarimeat iove si ttin
el em&nosever, instead of viewingsthandel at
narrative as irreconcilabder, |Ii prophher whmrcd

t he @&ioorrknmsa |10 saesrpveecst as a f oundé@st iaornta | ae lte nmeenl t

motitn this sense, the subjesdi maetetrol B, nt
rather a motif with narrative potential, ai
significance in both visual and narrative

concefipopoawdj ch pr ompt simontil b watn c@Gréneold o s

me afipd ad&de. phil ol ogi st Ernst Robert Curtis s
fisomet hi ng ., 0ewhbfff h movss i nto ¢ thiel lauashoa | i terar
remi niésmblasea temporal and spamota®f omni pr e
Curdi si ew echoesSusameBi@bau &k af&k geutr e had

virtually no interest for Sickert as a sub]j

2BarB8neckert: Paintimd@®sé.and Drawings
“2Quoted iSmcBRa&raen, Painti839$.and Drawings
“2For a summative discussion of the narrative/for mal
Theatib.e, 0 4
WAndrew Piper, 0T &mmératiqn® DagapedrLiseiary 8t)d@hicago: n
University of Chcago Press, 2018), 66.
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prop¥tliny.ot her words, the topos, or moti f,
container, or |l ocation, Those(basptalyati e \arsi
on Jwxh aposition of these two characteri st

and the changing topi caliinttymobtdaréreeewe ¢ wfor om

-

easons: firstly, to clarify that the topi

]

educed to stories; and, secondly, as a pr

=

dpdd ,shownd&i hafieckeanotr ks, whdhcahptlerdii scuss

In studying audiences and ahetbheordleati on

but inevitablei scssaei 0 abowhetdief ferent at
high cultdadrel | Radir@queton sfeainssatdi viemasgi ne t
attractive to a specific group, one that a
organised by another cul tur al material , f ol

Spenceds mwaiGmtuigng ns and( 1CdIN1AYo B $ §se (poasient i n g
shows a specific modern aktemnbdbetcen ahet|
Stafford Gal kderreys siend 1g%Init.| eweedl and gentl ewo
gal l ery tosvpawnGauangsinwith brochures in h
di s¢ ahcom the paintings hanging on the wall
in the atmosphere of art. One viewer s cl
examine its details.

This audience seems to be d aditisdrals ent gr
They arfeocmadiosmmdani s g that they not only | ot
also try to understand and interpret them |
t han Wbeaéeisp de educ @&t ecdo.mnmlune yc adtoenuwi t h each
appear as i f | ost i n Gaeisdtehaelt into deexrpne rairetn caeu,d
space fivare wihpegiarl so an undi sturbed one, comp
where the newspaper advertisement poster i

Il n this | i dgfhetc,t wolibd €Sp icskteirbta s aufpfo nl diw scul t u

#BlsSusan Si dl aus kaBiui b Bay Place, and Self ik Blineteé@entury

Painting (Cambridge: Cambridge University Press, 2000), 130.
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audi ence$? iRaldusgtured@t ip@an nanagGermae h al so i mpl

type of content producer: newspaper report.
hi mself i n reliatsi?onTot o otntee deerp dlheeme quest.
realities of modern art. Schol ars have focl

of popul ar cul*tbuurte vbhyy nuoodeesr ns vacrht ,appropri at
equat é tmodaemtni s aetsitona (taenntp osruaglg | ag i n moder
kinds of appropriation are made? How did Si
his career? Moreover, besides appropriati ol
the Grd¢heitces i n wehdrscespeatgeén@&aanl attidt
part thoiwvegahni ©da,nd on what basis? Low culture
contingent strategy for advanced art pract:
abandoned once the s&tth ea cicnodneppl ei nsdheensc ei tosf pi ut
Thomas Cr ow?Was SQrgkierdt. in the same situat.
| mpressionists? How did he position his owl
twentieth century? The s$@®ornyciug sofothemuptoml d
borrowing its content. However, taking que:
rel ationship becomesfamuagndt oan® ssealsfec ammli ingat ed
concept, or is it dependandt emmrcee?xt ernal c¢o

Exploring the topi caléi tnieewss apnadi natuidni gesn cwei sl

il luminate these questions. At the same t i
whole by ex®l| asiengfSidcicKértr ent viinstual str at
culture (especially newspapers and postcar
understanding of his art. ThHheraepprsommi atnitaen
of topicalities. Therefore, my focas in di:
print media, and how their mediation and mi
peo®l| perceptions of them. | examine differ
options available to artists as well as thi

LDanifvhst er Sickert oabdtPaptl andCplassi en.

BCr oMo, dern Art in t,Bi6& Common Culture
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3. 1le Thamden Town case: drawing f

t ouch

Sicesemos-knweh| appropriation of a topical n
murder paintings, gener al3uwmrmeerl dAdtrtoe rcroarpmr i
What Shall We (@d® 0970 ry.tdhjee REanmd?en down Mur de
What Shall We DdodOByy.ui) LOAHaeenaReret e Camden T

(191019y..6). The relation between the series
researched and dyi bousddd, suanmarwislel tcmrel cas
the murder of a young | ady, Emi Il y Di mmock,
in thecwaski Wdgstrict of Camden Town in nor
because i totwhaes mwursdd noesrds gvlats. nTetvies | ed t o mu
specul ation as to the motive and details o
Di mmock was a prostitute who was killed in
boyfriend. The case was heawviihg, reppecicdal i)
the first few months after the murder occu
Camden Town murder paintings also suggest :
culture and modern paint ifimgws eepsatrdtiéb e ¢ . by |
This refers to the way that&nebihérngeswspa,]
il luminate the details and facts o¥ the mu

l ndeed, there i sGamuackergpaintihgSi aldotghk

inclusion of a man and a naked woman in a |
murder, and possibly lust murder, there ar
confirm the meaning of these @as ntthegs. Fo

ful ti mate woknow®dinekikfigerwspaperoisgesthetics

44T j c kMoeder n Life &,4Mo.d eRenb eScucha exatnsi el s al so rel ates
popul ar detective novels of the turnfwWal ttehe twentie
Sickert awmldtoaPoe.ul ar C

Tj ckMoedern Life &,4MMd@ern Subjects

61 bid.
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enlightening, and suggests a way to under s

me d¥’Bowe hemewspaper aesthetic presents a ge

newspapeaswhol e, and does not attend to cri
one thing, crime news iIs inherently retros
As Hills and Schwartz have argued, cri me r

with epseakntations relying on existing il|
repe t8Ftuiruéh.er more, crime news images are of
assembl age of i mages from various sources
thus showi ngurd®Buwinlcdoicntge dom atthi s perspecti ve
news iOmageésvni s case, the repdpdbssessthbeCam
capacity to opsosvoikaet voresveirrs mul ti pl e ways.
uncertainty that mdewns tdarsdst pga i Sndciknegstt. f or

To set the scene for theGppaduatings,andb

by analysing how reports of the Camden Towil

uncertainty and how t hey Ililnkdrtaow sopne cniefwiscp a
specialising in crlilrea srteapdrefdiPNg,l i ciec Neavs t |
Concurrently, though | agree with the view

fimur dted enhance his fame aedepebinecdpbyt hle al

goes beyond merfetapepmiidgriieat idni nvol ves t he

devel opment of visual strategies to capti v,
demands of sensational news fit opeolal i cyl mi n
will demonstrate that Sickeattemeicosely aanm
akin to Gcowepapger ®f murder, according to t
murder in print are different phenomena. A

437 For example, it could be related to the narcotising dysfunction of the mass media, which, as media
scholars Robert Merton and Paul Lazarsfeld have argaedes mass political apathy Hfeoing a

plethora of products that pay superficial attention to social probl8eesTamar Liebes, Elihu Katz,

Avril Orloff, and John Durham Peters, edSgnonic Texts in Media Research: Are There Any? Should
There Be? How About Thes@@ambridge: PolityPress, 2003), 228.

438 Hill and SchwartzGetting the Picturg142.

4391bid., 142.
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of the paintings, ak pamntmvomrks aspegenemnd!| Sit

relation to broader viswual culture, and, s
audience is worth discustsidasirmeeatstteo hiimsont e
publicity, among which groups was he concel

arises because Sickerltasmo Ppteloyp | cee p iac tdeednowa ra
conventionally associated with the audienc
rel atpi dbreslwieen sensati omadudieavrsc e dmaenoidteg nf

exploration.

3.1.1 Newspaper reportage of the

Not every press outlet reported the Camden
covered the story to thmursdaere wxgs emdapulTdre i
mar ket titDeisl g uldiclhy ,Mitehktarst rated Police
and some provinciHall | neDagilpiagpealsi ¢(slucmeaspaper
suals hTe mesd |t heestratedhbwedbédrlswsinn it .
The manner in which newspapers reported
newspapers claim to be imparti al and truth
pr omi sbea.i |ITyh eMalidwed t he case nearly every d
subieettone rather than an afsfiarrmaitcilvee baengda
by reiteraki dgabDhmmobegeating the fact of 1t

which readers would be accustomed to findi

This ma&keBi mmock case appear | ess |like a si
serialised novel. Notably, a gemaridlyi sati ol
Mairlel ates it to another sensational and wun

mur derb alfl @rhiena Hear r¥f8B/y2 . Bestwebhi ng another

st oDrayi,| ymyvsatiilf i es t he Camden Town murder, aj|

“WaCamden Town MaDaielry MBaeipleembeThe8 Ob&ledd emé&nti ons
the Great Coram Street murder | nmCaddiesn rTeopwond tMuorfd etrh, e

The ObseSewpetrember 15, 1907, 5.
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predetermined tone. The murder is no | onge.l
whose circumst amdes dan almeg/ tcrramepl

The newspaper il lustrations of the murde
expressions of both factual and conventi on:
representati olnl lous twoaneeftd) PR olHmkEd dt hNed wsa t e d
Pbice BWR@Bgredse mont agfeidg..i7lflagygd8) atoonel ( the
Both illustrations are composed of a centr
victim, and some vignettes that isttdmpt to
i ncoorrgpt i on of these vignettes that increase
because they are either real.Theievi dnawtags

thus aim to be objective and trustworthy,

murrd,e i ts characters and setting. Both news
the facts, as i f in writing.

The central scene also accord®Bwith the
AThe poor girl | yiénTgh en alkeedd vaecarnodsrst It éhseo Irbokbtedh e

were fl@&Agcbag&al ing pool ob*?Haweg bémm,0dtlhil s

description is not merednegwd raft hd il me £,p oirtt ai
to encounter clinical detamétsi mésthal lveadt i
figor enoogarnadp,hyas Curtis argues, for prurient

it he chocol ate co®tmntghiosn eémsenortaheée ttyext ua
of the murder report appear for the sake o

| ndeed, rdeue otsg etchte ve nmateuroeveafaldr ierhd ercd v

vi sual representation of the murder is con
of the murder news i mage as an attraction |
“llijsa Tickner discusses these two illustrations as
and choices available for his creati Madaefinftehe Camde

& Modern,2%2®dj ect s
“AiThe Camden dlolwinu sHtorratoergd Bepit eenbBudgat 1907, Britis
Library, Colindal e, London.

443 Curtis, Jack the Ripper77.
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di ffemenhefviognettes, and provid¥Boma gener.
contemporary audiences,| PiNhé uismaage i oin twloe | d
the archetype of the fallen/deadfwomar, a
si ,clamdwhii ch the purity ofl guoamreinng st heheblceea
her body, the woman appears |l ess |ike the
webfFf, slim, and fragile woman that has ma
Her maAd b i(fnieg..9) i s 6kl Rixmenp lhe. name of the f
protagondshdhel 3ohduB7B)i eBlaving fallen in

priest who abandons her, Al bine decides to
Her manpaintnnhg Abepraeein the flower bed, h
emphasised: her skin is smooth and fair; h

|l egs dangle from the bed, with thin fabric
revealing itsitcywrves and flexibil
Pictorially, thel®Numtahdopgal €i kad®pl bnne
half of the body is covered by sheets and
face contrasts with the headdr esag itomsaccen:
of Di mmock and Al bine accord with the ideal
century: pale, skinny, afflicted by consumj
of d*¥mdadhoarding to Dijkstra, audiences in tFl
eqgeatdeath and sl eeping when*\ainddeitng such d
weakss or dwoma@grs stalet@d pulThi syrodbrekcdube

de amahnaptfi @awoman | wisd herb e fnomoer goge

“Eor modes of depicrnewnpaodean rAe giRep Sexead dt ahi ons of
Crime, Justice, and Punishment in the 1B®&plul ar Press
1938RMhD. Diss, Open University, 2017).

“5This painting was exhibitedArats tihne 1s8a99%.n of the So
“6Dj scnuwgs stiypes of the iconography of misogyny, Bram |
Chr-liiske martyr who consumes herself fldroltsheofbenef it
Perve2B i3ty

“Di j kisdalas of,6Per Alegpaljltayherpacti ce of photographing
may have contributed to the equation of sleeping wi

“8Gretchen Braun, AéUntarnished PurityoWomeméss, Age
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because t henepsneyassipd ali tweadk aAdwomawlurvitiyt ues
and i nnordeenee mvned by her physical conditi
substanti al benefit for her male partner o
Pat mor e c oifAnegde It hien otitdhiem Hpaiessra,0of t hat titl e
the domest¥wbi §eddebs, Ruskin interpreted th
capacity to sanctify the*homa wserd, redmge
valued in terms of t.heTlnoits ponrddwalinpedef it
practntcoe t he cmunmpiafnigeatoii aerh ga | InBdngsk t n g

soci ety cllitemineerrj naoehduldee a egul at i of'Thf ssexual
purity wamsrepfalieg ee@mp mayssiibcyaghe as wel | , as
demonstaanteadmpgor ary newspapeDaisloyapMaidlver t i s
printed the news of the Camden Town murder
advertisements for soap angr oftihlee nMewmwesdper
featured advertifs@mEBIthse wietws piampaege si mMager y
as physically clean and purPaNlrl esisrt frartd esn tals
representing &dweiatte b bpereadd evooorthend .

Such représedeatieprpd bemales were made f
El'i sabeth Bronfen argues, Sn®WnWhaint d 8i86 a |
il lustrationfilBy.1Wal,t eéSrn oGw avhd t(e, having f al
eating the poi sothedt haep pd ez e i sf stulbg escdwan dv
i n a nat¢clrickwe fsrpiaeczeee She is then fpilgg.ced i n a
3.12) rather than an opaque Twaussilen one, f o

becomes goods t o bebltarcakn sfprbaPriNde ldiura tstrheee il d n 0T 4

Studiest4, no. 3 (2015): 3457. 351.
WCoeynt ry Hhemédmnmgel (lhorndcen:Holusten W. Parker and Son,

“0John ROBkQWeamdde Be,same and Lilies, ThrNeew Lectures
York: John W 1188W8&33 Company,
451 For more on the purity campaign inthe8 80s, see Lucy Bl and, A6Purifuyi

Feminist Vigilantes WonmelLnabtse Histinooddoame3ddtizgnt and, 0
“?2For more on Lantry and Medgtan Gaka, Fdsenakility,\Eghibition s e me n't
Culture, Gender Politics: Fair WometLondon: Taylor & Francis Group, 2020),G4.

SE|l i sabet@v ar odre nDManc Bosityer : Manc hlesh@bt 0.6ni ver sit
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just comhitm acts as a way to confine the wo
| abel s, and she is the idealised woman of
frames of the vignetnfesr caitt teref asaxcte,n es k| end
to thebaeiseWwertsc gaze.

The materialisation of women IIBNfoll owed
il lTustrationpagri specaas, dwebleei ntended to
upon walls byrtyhe eadretrgp’'das whwsrBNo$e, th
il lustration i s arn a nmailmd ioofn wlikaithdsggghie earbter g
stereotyped vers.iAma ofsthediaemadessmi wemaetemul
betafefr men who nlgasnd hpaviareiwspaper il lustrati
being journalistic, as they |l ack direct co

Si csertepresentation ofotthhies nkuirndde,r aiss hceer
from rebBbnebHdie$ epa,i nahpantgospg i t he emurrdeesrs ne ws
ag ournal ibtsd irce we a&sli otnhe resahowysomamadedasi i
t he news i 94 olutishter tadsi i egdaegheitcon accounts for his

construct i pnaregustdotphiec afloiltlyowi ng.

3.21 . Sieskeppropriation: from motif

f or Vi ewer s

Sictsettri o of murder paintings were created
devel oping from a pictori al i nterest in thy
of mahses medi a.

The earlier two paintings were made main

Summer Afi3rho,odtl ekgsmdmr m a attr itahneg uloawe rs h a |

S maliRepyresentations of Crime, Jus, i TReoir. amod ePuwmi s hr
the il |l uUBNrsaetel obni nndha uet r ®Pemasnand Dreadful Cal amiti e
Newk86149 3d ondon: BritiCdharlkiebradrsy, o2b0slelr)v.ed t he mater
in both the ool pbatkeenaofl fhshiex@l biFlessdnoodbihbhityw

Exhibition Culturedo®m.nd Gender Pol itics
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centre of the painting, with each | eg para

This structure fortifies the solid composi:
across the vertical |l ine formed by the man
picture an orthogonal structure. a@he whole

geometric balance t Bsati nitserriemi rpiasfcheen tn gosf oS
Camden Towni3MUbrndera similar pictori al i nt en
right edges of the picture are G uatmparall
| eaving only a very narrow s®uwmmer n bet wee.]
Af t eram@be Camden Wewe i Mumaddderl y or t he sake o
paintings themsel ves.

By compalbbAfsfoani,r ei nde fG&méén Thwagths t her e |
Si cseftor mal design (as shown b&)a mphrall el
catches the eye is that the narrative is c
similar Iwa\y ltusttrreeg i on. The most anavinous ev
compositional el emkboAftfsaiare de a@amddnke Towrb o
il lustration: a woman | ying on an iron bed
chambernApdtraire dei Gamhemdbown onal det ai l
i n Viatnmo households, and so its presence <cr
However, its placement in these surroundi n:
suggests an association of the room with f
beeniadxsadc with prostddnttiersyf id@grlit8gomif(glat een
prostitute washing her garments in such a |
however, is the chair that is copped at t|
studiiagd) LPAGIf aire de, Camdeohdowndoes not ap
al so atisseheri mur dBut pian hPdmiPsBlhleust rati ons,
there are the cropped chTahat wistLb fof lasaantee si np |
Si c kdeorgth asi mi | ar vikbBesaé¢ s &wdper gogrrospsped chai
added to extend the pictori &8Bluts paecd,deso idass

pictori al function, the chair does not si g

179



not hold any semantic associations and t hu:
However, it is precisely such useless det ai
real i toWAsef Bact hes argues, modern realism i
t hsei gni fied, which becom&%whehbeveoy sbgnt hei
was in the real crime scene, and whether o]
chamber pot -Weederetashavcongcrete detail [
ral it y®ledftekits case, the narrative that Sic
not | ie in a concrete storyBobhhd R&EAMd t he wa
Sickert create realismbédyupetagiinghevst hsisgg:
his painting with its topic.

The similarity of the CamdRiMI ITwosvnr antuir are r
al so |lies in their LéAfafr&idcdneretd & dap tasu da eqicr
perspective to the newspaperr, (8ndkeevewhs |
when the murder happened, so he would have
me d PHOAY f ai ews the scene from slightly over
distance from the viewer andeweurlbpeeti hgrth
genitals exact Iy Imeneet ionfg vtihsei ovni.e we r

What is more r dwveeal ienf gLéidst ainhutee HRdXteshg e
il lTusThatlodgdfif agrpnomi nent ,c ;mjito kkarsg htthe n a't
oSummear Mddimut as stage | i#HHhRhnidngiides wifng hfer
canvas and shining on the body of the woma

gl oss. Furt hesr motrtee n ttihoen viise weirr ect ed upon t

“SRol and MBaeret Rew | ditiyh eE fRfuescttl ,e, odB4l.anguage

B8] bi d.

®’"Chris Forster notes Shedredalciltusieofnf eedt tshieg gsehoteesd ik
nude pahat Rogd 99Wwope which he akbgnedethatdiSft&eent fr

academic nude in the idealised setting. Here | furt
and to show how Sickert depl oyed fiithe mPdron amestartiec a n
Gospel: Wyndham Lewis, Wal tledre oSliocgkye doeffr itahheth yt he Col |
Material: Modernism anddt h€eMed ORdDE dOb Oxéwirdy Uni v e

2018), 47.

458 Sturgis,Walter Sickert: A Life389.
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apart fromehecompddéfeat se aff | afnrda gemxeenctuetde d i n
| oose dJthel enan i s cramped into the narrow s
the bed, and the chlRae&mmaktdr ep etmearte tdadwls tdrn ureac:

attentiion atcahibmsmypai nted in finer and comps

strokes, making the body appe@r gmaeeasdl id
cl ose examination. The spatial depth of th
focus. Thooawhot hehehlaedrail suggests the pr

bet ween the bed and theacywahrkch] ngwbeofget de aw
intrude upon the bedrail, with the effect

background, pancde viesr ycrleiatttelde bset ween t he wal

patterns also appear to move slightly radi:
canvas, which is perspectivally incorrect.
there is no otoherandpddhcett d hreeterndadtr et space
and the body resting on it. The bed is sli:
contingent perspective that allows viewers
whol e paintesgntedbltonthge prewer, who is e
t he scenel natadndidtéi ams, more emphasis on the s

protagonists |ive in. The distance between
LAAf f andé tPINE|l ustrreattii mA),i kcessa@aaee for viewing
Sspace, as Korda argues, creates an I mmedi a:
i ma‘®Korda holds that by providing a space
picture with the swaces auideshiodidglteanéd amen s e
i mmedi acy by suggesting where and how the
embodi eddThees emrceesence of the reader is emp
for an audience.

Ther efeorCa,mdtem Tpiwnt mogsddéaddpa aiealdley Ca md e

Towmot only appropri aadselse tahmpamwaiieve cacmret ¢ 1

CKor ®ainting and Painting,1tOhOe aNedwsp aisnsiVm.ct ori an Lon

40] b i1d.0,.
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but also embodies similar narrative met hod:
asn aattimheseopcaamtbiengseaeresponse to popul ar
However, eviksdepnotrityr,a ySalc koefr twomen di ffers fr
What makes the murder paindliihgsi momt¢ erotviee s |
but al g0 nSaitcekreiratl i st he peesaéert abadmy as not e
scholars. They have associated this characHt
ucian Freud and Francis Bacon, suggesting

L
by happguial ity of s kioi Kibn sSirolgmt materi al ity

the material world, creates an authentic s

However, t hriesa Mises nglhitleeleyd experienced by
the turweohi edertury through its associatior
circahaof female i magery, especially illici

interpretation of this series of paintings
devel op my argument regarding & hgai mpiacdgs 0
focustnhguparly on nude photography, which ¢

this miilawall profoundly affects the understa

especially in its tactile dimension.

3.1.3 Tactile reality effect: nu
Unl i ke mo sutd easc,adienmywhni ch fl esh is minutel

paint, the brusthlsd rmkredsdrarppaicritsiirofpsti pai nt

interior figures made ar ouQinde tohfi st htee me s ho:
controversialanidaodelcpead fli9Pelgsm)eat ed al most

contemporaneousl!| y,iwi tahn teixea nepulredlee BSemals b (
emerges from darkness under a sharp | ight.
making the body apiphbarihch pghucahleidt ya nodf htehaev yf. |l e

arresting. Veins and muscles in thé& |it thi

“®lBaron ansd ckheane,, Baintings
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brush. The bedsheet i s executed in similar
the bed emerge fr om dxarrkenneesl sy, rtehaelr eabnyd atpopuec:
painting bAl RemEr gprodsts.i bl e that the identit
criAscRichard Shone has suggested, the tit!/l
A a bel | ediho |B@ad nnddaw esisite]l 8 °RebeccaabDaai el s
arguesbthak smetwsimacr i s the mark of syphi
common to prostitutée®® in the nineteenth cel
|l nd,Seadtcdsectont edmpdo rnaorty see this nude as a
as obscwywndham Newi,AgenadtthitRbedBoohkert
realism, cynical and boyi sh gdleg@frud®hees s wi |
would say), all marked -hgaot oan alsed®rh eE Bplhies
A critbhaiTieyh etphreaps e & Sieckerritque, but was une
under st anfilst Me Sopkert cynical, is he flou

is he really content witfheskese mment v, sfulgal

that, when tbefnaoadeednwpahntings, their th:
in which a prostitute might | ive. As argue
paintings are heavily mediated by the mass

Kuhn r emifimksa nud sngash aftee si det hieny iammaegecsi r cul at e
bet ween representationg®Epercefadc oe, amidg Isto cii t
the casdothandabsse hread that ties together

i mages that prevmd |Edwamditadhre e/i@&d oramd whi C

mi nd of the viewer faced with a nude i mage"

This inquiry |l eads us to the profusion o
circulated in Victorian and nkEdidalrudsitarna tBuorno |
of IEyni Di mmock, exposing her naked body, wou

“2Baron ansd ckheaome,s BR&®i. nt i

Danifvhist er Sickert oahd Urban Real i sm,

44 e wivso,der a7 A3 t ,

pDaily Tellegoempbher 17, 1912, SquwdRemidn tRitmMgBsar on and Sh
AnNnett dhkuPower of the | mage: Ess(alybsi nogdoRepresent e

Routl edge, 1985), 6.
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There were, however, other niche markets o
nude paintings, i n the form of postcards a
compl aatneBlurtdipe was fl ooded with the produc
icul minating in the publicalté omuasdd Sxlpomt
owing their stimul u@®Itnod epeudr,e Idyu rairntgi stthiec 1g8r9
craze, poepmilarnades were printed as postcar
especially in France.

Frasceonopoly on the production of nude
nations in “®hkei leartdlye 18dWscentury saw the
and adémrorange of s 855jteuadti omsa tdteedri caaft erdu d eos .n
phot ography wsetruedieosst ashpleicsihaeldi;sed i n photogr
al so popul danas &¢cwhaprhitrhtded some photograph
musi c hall osyid gtelratMaSiicek erlt al so painted. A
are not devoi d oft hsee xluianle sie mbtcedtiweeset np dIrhmes @ & c p
and arti stnioct nvuedreySicollkeeaert al so noticed that
nude printergerefobrtfiddi igntdloe ,| alwe headqu
the nude photowm8tketetwawhi ohHabyl onger ex

Strand. |t twde memsptorpgeldi ey rai ds 4dometi mes
Whil e it wassudief ftihceuletx tteon tmeoaf th en emaorbksecte n e
for nude photos was considerabl e: magazine.

nude i mages; and *pTehoep | Vi cctoolrlieac taendd tAH ebne.r t N

®Wal t er iBhe kdaked adfdet NewNAade, 21, 1910aqp. reprinted
cit.,26 1.

%Jorge Llehwd ndkkegd and the Nude: (AL oHhidsotno:r yGuoifl d\Nu dle9 8P
4 3.

% pbid. lwkd | Street in Victorian London was associ afl
and prints. V3ed olrii mctha BMebayd ,on: Peopl eCersttureets and |
LonddNrew Haven and London: Yale6UrBversity Press), p

Ngji ckieme ,Naked a@and the Nude.
ML ewi Thlki Naked and3the Nude
“2For more on the history of the MNhhagah thaed®&utde: nu
Zol a and Ear | yoDNiuXdeeu fP h adtooug rnaapl h yeNfe utvh eeen cstifeast vy of Di >

(20789 7.
184



exampl e, has a coofl etche oMi Iffr@wamd aHaneent efra mi |
postcards dedicat ¢dl tsoilellyarntd tead ogdyx whetmee
was for intellectual contemplation or for |

Phot ografptbemandi ti es, and nwedle thwebj ect mw

appetite for their trading and circulation

prostitution, or even a substitute for the
consumerism and disreputable fetishes. By
hadvel oped into a primary means of solicit

secondary st%‘eam of revenue.

From the above discussion, we can see Wwh
and consumed,&awvd ewBatwepeoplhe tdgtsieon mafges.
female figures in art and |iterature was S|
Zodsa Nana, as Raisa argues, was *“fG@esriglnked wi

Needham al so mentions t&0dty mph 86 3¢ eemdgal Bawar

arisen on account of its invocatit®n of the
This would suggest that viewers could iden:
Upon seeing such a painting, they would thi

the democratic tooé¢nalhl phothograpbhdectpiromtacft
rendering it impossible to maintain the so
nude in the public sphere and the obscene |

Besi des adommareciprints, we need to recall
producers of nude photographs, and, in thei

bet ween printed or realistic nudes and pai |

‘BRCat al ogue to Mil D& A (Hwae/lesi tCw)l,l ecti on,
https://collections. vant.oaicl. fodan~edlelmptstiB@aBdb/ cat al og
accessed November 7, 2023.

““Rai sa MRtexeki,ngssgabddgdMsrrArStrange . NdwdBe ddatuypt man (
Yor k: Museum of 1Mo8d.ern Art, 2016),

%See RBaesa,inothe Nude.

%Ger al d NMaddth mmiminal, Por nogr apdiid mmo tasg rSepxhyObj ect :
Studies iIh78W00O¢edd.c Rhamas B. Hess and Linda Nochlin

8189.
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t he casek ionf tthhee wPhirct ordahudes phARed®&miagp hB ¢
(1910i23..16) is an exampTlke oAdadn@miwealng er |l y n
intention to imitate themitdidghdeti s eech|l arsd i &e s
i ndexi cala fphmottBi ggnagohfs ket ched baekghotuodr ap
with crayon and chaaicmiahg taofiwsi¢at eofa dr awi
phot ograph. anhdlte pla aanldisvencggke b e GSmag@et i ¢ qual it
as i f the body riesnidnéeghuec hfeedmablye tbhoed ynimbor e r e a
recatighe pracitciod@uofi npampdhot ographs, undert al
well as amatewmpseri Blegtal combination of pr
based on the facti ohaof tpkPoiodeaphbapl wouhd :
viewed the image, and this points to the i/
the early p#¥btoglraphbshowsathat the distinct
and academic nude WasnabygyeWirnght odsedyesas
contentious period for t‘fPebatasmeaobokopl aa
the press about the appropriateness of al |l
This concern | argely stt etmme dc dmtoeam tt hef parrtc
resemble that of postcards and photography.
The medium or process of mediating nude
of nude paintings. As realistic as they col
insufyiiclilemsgiloni stic ilm ttthe nmigreetod e mpthlot e te
photographic i mages may have seemed more a
vi ewers with unprecedented detail and veri.
portraits. efhédoplyothagr apmatural i dmhand an
i mage resembles the indexed body, which vi
i mpertinent ability ofnhimhedteeortaiptye,ntaurriyt ivd:

phot os as scanadwhlemnu st,h ee sspuebgieacltl was t he f erm

477 For how photography participated in the discourse of nude in the nineteenth century, particularly on
viewersd perception of tTheVictorian MudeBeuality,eMoralisyearedl Al i son S
Art (Manchester: Manchester University Press, 1996545

478 Wright, The Camden Town Nudess.
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ar k meanamkde, however abstract, should f &
stige oféarmadtiid figeldioregss not , &*?Atl sios, bad a
Bart hes nrhatse sr,eldaits couia st oo mpth oa fo gu mtpihlsi, c a |
e body of the photographed thing to my g;:
rnal medium, a skin | shar ed®Wint t hamsyone
spect, the ipthouolged pthye dt be dlyi ght, or t he
r shevs ew of ©G&Gheopglanttog@riamls an embodi ment
an -da mewosi onal i mage of iit, suggests cl ea
neQl y mpd aa shamehesonphhdoggrapl y, since t
otic object depends on the viewer and t hi
dy.

Sensual ity &Gantdoudte odre wea s efeirly..ilrm)a oFr en

e 1910s. This phjecposscardebalraphetoghan
S warm coppery tone reflects the intimac:
picted woman is delicately il luminated,
btl e, giving it istolfiedaltsy tao dt cau cshe niste. oTh e
rk, allowing the fair skin to stand out.
e texture and sense of reality of the ob]j
alisti®. sTheafmugere s pbail ored to the gro
ose different senses ari@ oarcdiabe et h&nd t he
stcard can be easily held in the hand. TI
int is by ibsioasmre a form of er

Sictsewvt ewer, criticising his execution ¢
ve interpreted his painting in the conte:

couraged people to view themLArd fanra&l mos:

Camdemn aTdwr liasn dnaoitseonl y t hat of the murc

“®Kennet HT h@l aNrukd,e: A St(uRlryi nonetlamre,al NJF.orfri nceton Uni v

8.

R0l and ®amdrha sleufcliedcat:i ofh's ,o nt rPahrost.o gRiacphhayr d Howar d (
Hi || and Wang, 1981), 80.
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ysical reality of the nude. Both paintin
om the darkness, as in early photographs
adows, even aftexs @xlporgsevpgpodbumnushsPirokel
e body and the bed, and this tactile rep!l
ansforming the painting into a é&etish. TI|
easure of |l ooking at, or touwthceg, hphet o
en erased, | eading to an ambiguity and a
ope for i magination. The woman could be .
t hé vmiermde.r The three Camden Town murder
ze, similar to the pages of an open maga:
ewer and that which is represented, becal
0 sxei rmirtoy .

LAAf faire decOCamdemsTaoanmamy details that ev
e chamber pot emits a foul smal b, stimul:
ntrasts with the fragrant fl owers depict
morsesiased with summer nights. Similarl?®
n and naked woman suggests a difference |
mén skin i mplying warmth and further acti
The wal l papmdrnmdies pwaotrttehr nnootfi t he wal |l pape
oken and misplaced pieces wodlii&efall off
ttern with its incorrect perspective rei |l
man i s forcedbiaotepadtvel charpBshchbphoser ved

nsual and tactile imagery ihheiVYelrladwr e.

Wal | p(alp8e9r2 ) , uses wall paper as a symbol of

W 0
w a
fo

t h

m&hS.i nce t he woman c¢ a&nrmpote sleemawee otf hd hreo oym,l
| l paper becomes increasingly prominent,
cus on. The colour yellow foregrounds a

e wall paper, and the sufftoewateddgbyt moasmdh

481 Charlotte GilmanThe Yellow WallpapeiNew Brunswick, [N.J.]: Rutgers University Press, 1993).
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e mateWeami gbnsew®cal i ediickmrron wall paper
ckground for a paintihagr,e,asi Mmetnitea oGeaendd @ m
i nit itnlges waldrmplaypea prsomeortaf cemaskeadaeacecehab
nnot be ignored.
Returning to the reality effect that Sic
I nting, this discussion shows that real i
t also by the activatmedHe.fcrteaet ese nas ese nt d
ality that triggers different responses,
actions closely relate to the falcnt that |
her words, sensati onasleinssnatiiso ni.n dTeheuds ,mepdaii :
unmedi ated medium, and it is necessary
e undeThBeéopdi ntedsspaifacienogfi Sipkecitsely
mbi nation of media. fTopiicali ayeaaptilt ec mk
ckert.
This reading of the ef fhewt s hef ftomenatl hn e
S been turned n ot heh &uinrasktr ttéAya Tthaeh D b ¢

mden Townl|l Mhader arguenthat hhy &oponkerhewawi |
rmal ar r @ogjeaeeinfte catn,d bef ore he added the
rder. However, by adopting similar visual
tract &t lnd t@infedfwaimr,e de d€@amchert eBovan cl oser

|l ation to the murder case, and to the vi:
at accompanied it. In this case, the i mp:
om t hfeoramali sdtxgunerd waemdnes oof frioen ahhedi enod
the topical . takpastydhia n{ ep emmesdpaacidairweu e ,
vites us to refinend imd e¢rh et lceo nmeaxni mgd anModer
panding t he dsi snceuwsss ipoani natfii nSgmcbkeeyr oenndc ornmep a s
oader aspects of visual culture.

Thes selnsimedir @f ers to painti nast haen caonttiesxti

mo d.erThhiissm di mensi on has been discussed b
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Corbett, who ar guseswktshats paaitmtanisn aiocak edrett w

the painting surface, providing unmediated
a process of mediation, where what is medi
(human beings). Howeved, ibmagexyl orilmagdg etdh & o\

and nude paintinfine dhiclmenesedc onad pdmagye dhe La
fime ddaass, t he fipd duiblarh,s obheen replaced by the mor
fime ddiad mass communi catiisom, Diacst it haikOy f e Idi rEen
new siohguifinediaa i*EBlsi.s secoimddsehse esf to how
paintings and other visual materials inter:

guestion not only conlcietrynsand et hree |l sauh joenc th e(

beings), but what is at stake in the under:
of i mages. I ndeed, when conceiving his pai:
visual representationstomircd.exHiusalc @xpirekersa

mur der case, the traditiod idckfe telfd ecude, trhee
signs, angkl sheceialwleral ready confirm that
not merely medi at endu|l tth béefuigda Ideyi.che | Sdobmden Tc
already mediati sed.

When reading the painting, viewers are a

One newspaper r d@élvfi ewe coanfnatmsbuthivwander at

subjects morddlwer &lbhywsnofoft me pi cture gallery
as this is, we may not refuse him the admi:
ki 0®This suggests that, for viewers, the re

conflati on osf, ai@t VWireyd, r a a EpWhypaotn Fvriys ioobnj.ect s

®0xford Engl i sime@ii@tm,onary, s.v.
https:// www. ogdmedmudni or?iftabecetysned oJgvember 6, 2023
B bid.
¥AiThe Camden Town GroobDai Il nt Baldagmienpfh2Pi clt9drles ,r epubl
Bonett, Hol t , T haen dC avhudhedrny , Toewdns, .Gr oup i n Context
https:// www. t atpgullrigc atkiftamvdn/ o & mauanokt nhoolwoea md e n
t owm oiurpt e rpeiscttruirde0s4 3dd®cessed March 1, 2023.
WHAN Essay ionnA¥styhenhi gbhBl 8Desi gn
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is the aptness of unsophisticated viewers
view is not applicable to an era in which
become influemtdad .c&® b encame within view of
entered the realm of communication and gr a
report of a murder i s always a composite o
description. This meamaltlyat mbeagedbew ¢ e N
making it harder for viewers to distingui sl
conflation of reality and image is the res
repres®mBteat iaonmn al so hihmtts tahte tlhoisss, oa r ¢ thien
function of images in the age of their mas:
within which to unders®bhndfabem,thbhemmadedm
inevitably becomes media, whudsi drmhet meiwtss el

Per haps cfornawe xttichains r et hi nk the modernity in

3. Cl4 ent s IisettaMelesn arhde pi t

By stickinket adeptiade ons of the sensational
i mmedi acy and tttaitmnlytwislSedkeotdcaw a di st
painting and academic high art. This exten:
group that would appreciate and buy his wo
t Neew Ageund 1910, dvhpgai rhtei mgl vomaltle pai nti ni
them t e |lmiskcddHhiiesnticlea carried through to F
1918, he wrote:

Art i s not ©propefialrgfygar paroidtuica s onf drort heé e
¥Kor ®ainting and Painting,th67News in Victorian Lon
¥Benj aimhe@, Wor k of Art in the AgWIlodf. Mechanical Repr

WWal t er iBhe kdew ,EngloTha dNew JAneer2,, 1910.,0p.reprinted
cit.,24 2.
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magazines or ff darhet hmesnitirhdtwe rmtschomt amuse an
ff ati gue of the toil edAratnd st hper oldauncgeudo rfso rc
man, the philistine, for the man in fron

Mont mahet & ine sth o rctu,s tf68me rt. h e

This point was made in response to the exhi
in the Academy exhibitions were big but set
While it may @omubederhaheBMiesketedr ea i nt ended
clientel e trhaatte rneedéivda psbepceddnsd h e apefr hbeéwspaper

modest size of these paintings neverthel es:

clients who could buy at a proper price. P
atnpdat | east to interest and to inspire [ hi
resp®ct .

Sictserttespect for his audience is reflect

capable of reading Gawmnrtd sn.g sRewmi it hmiud g tthhee av

Madox Brown, he procl ai med:
fiMake noasrtrtbpe ,prol etariat, ever more pro
say. The man in the street is no fool. H
for a general to undertiast thosumoerr dobe i
audi ence. It |l eadmwmphasi $ heansd agmaki hgo poi

ft aking ©OAcet crog nteri.nk t hat unless there |
appreciated. I't |l eads pai ntiwaist ibrog poareach
them, as was the very proper expression
before photographers were encouraged to

being considerately tff% ated by their roy

WS ckiwaltt,ed 1 B8R 8 si n oRaithdi 2n2s |

Wsjickidoder n Fr eoBuhr IPian qitt o,m gMeacgeanzbienre 192 4 ,opr eprinted

cit, 500 .

Pigickieontd MadoXhB8r webkHBLAY Yyrepri ntadit,l B.8Robi ns,
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Thus, he saw the pdeeéentavédopensonsnwlyot bert
paintings exhibited fdit veahuedei Aecnditdee viyh, d dain  a |l
able to enjoy the exhibition for what they
shows o010 etrryu €etln ebvse oite nstulfyf iocver whel ming to b
embar rdReivigwi ng the 1912 exhibition of th
noted the increase in audiences who were d
the visitors of musicishall s Hed ep h éhaet rseasw b
the audiences of masgoemtsertai nment as exhi

I n a sense, Sickert believed that his po

audi ences heGadstpHen gear, f arsd i Pal ace of Vari et

Kati e L(a8vw8rBeifgc. & 8) . | nashiesemail ntfieg, by t he
crowd | ooking out of the picture, he atten
present at the performance, but al so with

This nentdiff féelnh eDeBgaalsl et Sc e eOpiRrodne Mey eEebee
Di ad(l1e817i1633..29), which iGafsthn emc courptar efd ittos
subject matter Deg@spampbsngj ohhel peopl e in
musi cainadn ss,ome of tthemndbdesgags at her than an at
the artist. l ndeed, asddher Biahdg ett o SSreaeck & Ir foan
Meyerid e@piesraa hybrid i mage of *“§emus, paintin
Degas consi thed swt hdepsdtmlge di fferently to
attention to the audiences at the perfor ma
culture they enjoy, envisioning them as col
expresses a wiatengnebsthe el intéemhe painf

consumers oh 183da6, cuhtuhe.aftticle | amenti ni

WgjickiEme ,I nterna@EnghakhS®@¥%e2w, repr ioptck,81i0n Robins,
11.

Rl bid. 310.

Wl n other paThe i BalsiRetsaftchodysl 8DDh2pd e i ncl udes specta
the foreground who are al soDRrigasfr iTdWasahménegy sge T.

DC: Nationall®Gma®Rdry of Art,
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Sickert recall s the&ficnaneceiral aansdp ecootn sa fd efris:
Whistl er afimd sNairdayte phodadeie © h éhyo pbeodt ht 0 make t he

fortunes by portraits for wi#®i ch the model s

Nonet heless, Sickert maintained a pruden
Ssubject matter. Hi s paintimggs hapCaompreinaflow
series and the music hall paintings, are n
terms of their pictorial |l anguage and the

in the difference betweenhli snhupaiemtiimgs an:

newspapers). As such, we might sense that
painting as occupying an autonomewenand hi
t hough he c¢claimed to reject a patronising

I ndededre is a difference between the pub
actualamdywietrcy,uci al not to*Bonfubéestdess aw

|l east show that Sickert harboured expectat,]

change iemclis Towdiinfl uence of popular cul't

subject matter, ®Gutpealceptafofnesctasn dt ex parcttiag
pubMbceover, it is precis&alwctthiasg diuypari ta
i deal i stendatpusbuggcests the possibility that t

mer e coHisst rpwchtl.i ¢ exists to sati stftye hi s cre
ideal ecology of modern art as envisaged b
an ovegr lpaupbpliinc of modern art and mass cul tu
entertainments) informs the content of pai.

art.

Wgjickert, AW t DalWelsgmshiaprilSpl025,0eprintéd in Robinep. cit, 511.

“%Before he returned to London from France in 1905,
andi atritc circl e to which he-Ewmatei Bt aodbheedi bygl bds nf
Gi de, Paul Robert, dadf@eoeregdem@amibeoalgdbwmhii Paul Si
in 19009. For mdeal ens San#decPei antus esse®eBsimbeiein, Pas
Wal ter (Siokerf909) ,htGaplsl:i/c/ag a(lweibcsai.tben)f,. fr/ar k:/ 1214¢
accessed December 4, 2023. For SifiRikeker tanan d-rFernarhc e
i n ChaWabletreSi,t Ri®@ tafnd Wendisi Bédreari ,nks withoFrench Pain
Apo®loAadLoynsgie7v7
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3.M2ol oaarsed opi C

The previous section has demonsntdreadt etdh et he
representation of the Camden Town murder il
driving force behind its topicality. I n t hi
of the emetgemce from the repraoaduc¢ctoinon and
photos in newspapers,&ipadbntiengtoaphaoaweboiw!
I n 1935, SickePegmgdadshbeopai adtdméy alud Robe
(1936,in..20ds,ed on a news photograplf Rather
the photo, | argue that this painting refl
topic of race. Il n this context, various me:
generate and represent the multifaceted t o
dicssission on skin colour.

Accor di ngPetgog yB aArsohnc,r of t &itdh eRladudb aRcelde soan
a presfidph2olt)dCo(i puee d° " Dhbetbmpl ete newspape

been traced. However, accordionBaub the capi
Robeson, the coloured actor, made his debul
Theadttrhee newspaper would have been issued o

first perforamelel AMar t hel9|(aBPBI7a6Md bes on

Peggyr &fsithacD F 9pll)ayed t he princopaOthel ks, ane:
his wife Desdemodéa.palimta ngense noS$i akdritmel y
news, but a retrospective take, just as th
yeafrtsem the murder aboogmmahtiedg Bhtkeest
have been behindiObhhsbthec Peiggry ®shpaiomnt was
favourite actresses. By 1935, the young As|

productiespeafteShakr profiGepasniidegti dnab

depicting her would have been | ikely to ar
“This illustration was discoveredSbgk&8arpnPandtiregs
328.
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Si ctsent | rendi thd opoitdmet pces suphgt ogr aph,

composition, alleditofwidtelti aa |Ir. e Neveed tlhevw es s,
engendered by the contrasting physical sha
photograph iIis retained. Robeson, attired i
occupies most of theel  mageAshparcef,t wihs | go ¢ iht
feet. The colour scheme employed by Sicker:H
painting. Besides the contrast of red and
skin of both pr pthaog omgir atp&d ., f RO btelzP prrae ss r el
|l ess dark due to the |l ighting conditions, |

similar to the backcl otsh,codndrt haen db rciug Iftsn &

accentuated. Theremntime dmaaikn tt io@seg di,asc rara dannadey
neck glare, and bringing the contrast in s
this is cons@BseedurwnghvBsoakértoncern to |
as observed in tthe woddhenrd hamapt dart. iGn reaso
Sickert deliberaly engages here with the t

the presdss phaoifjoidcoapled Ot hel l o, played by t
clergifdmde. t heatr e lcrnidtsi cal Geoo rrgeemafyked at th
ol our digmtetsd lslomf t he ®PTle icooddaonitrrendc e .

painting, is nor mdnhdnoauBrpgamg ni opPoisiitslons o
the 1930s, 1t was aoonoi dlemed eamp eaoqpd eptwahllhe

people of RAmMi aamsemrsiegi Ml ack and white for

monochromatic but are colours in themselve:
understanding |links intirsancufcead baymed t he b
identity.

4% Baron and Shon&ickert: Paintings328.

P¥George Ryl andSavayhe&h & a tNatian andAthenadurivay,3D, 1930,

288.

50t was in the 1960s in Britain that the term ficol g
Dictionary, s.v. fAcoloured/colored, o
https://www.oed.com/dinary/coloured_adj?tab=meaning_and_use&tl=taseessed December 4,

2023.
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Skin colour has been a point of discussi
reason why the issue became prominent afte:
increase in the Black popukatrisomriom Brit ai)
colonies were hired to satisfy the needs o
ar e%Tlshe i ncrease in Black people amid the p
the reasons why the British ednecvee |oofp eRdl aac ks t |
people in Britain, and thefot bauwlemicryatted vii re:
riots in Liverpool in 1%2A9 ongndvida hs drhiese o

there were growing discussi onast iacbno uitn t he s

Britain, as well as debates about biologic:
and the economic and politi &%Slciiempliifdati on:
studies, some politically motiewat éc, attem
response, the government introduced polici
separate black and white communities, also
making practical i mprovemen®¥hesegover nmen:]
seeminglyanadtioon&r |y enquiries, as Leslie
reflect that British racial preju@ce in t

Unli ke in the US, frarchr wabauitni i@@m®®dti adli re xdisd .n o1

The margifmaBli saak i pemowl e i s demonstrated
Bl ack actors seeking to break i nbtoornt he | i m
Bl ack singer and actor, began his theatre

MpeterSFayeng Power: The Hist{taondofn: BIPhAauk oPPorlses , i 0
299. Though iticwhoodtmemnddmdlert ¢ ousBd a,c ki mp etotpil se time stihse 1]
iBl aocdlo,l | owi ng contemporary conventions.

SFor a detailed accountfiRet him&i migot nteeewaGaRiaci 8¢ hé
1930 Racial Science (Laoondd oBir:i MRaaslMy riSHovaen et #0988, 21; ano
Staying Power

%5 c hafiRfeearh,i nking | nt eo2war Raci al Refor m,

4] bi d. , 21, 24, 38.

%  eslie James and Daniel Whittall, AAmbiguity and |
Commissions of Enquiry, and the Creolization of Britain in the 1836sd 1 alldlos 390no0. 1

(2016): 166.

5061 bi d.
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hand in hand,uramdashias wsakyisn tchoeel ¢ ar get . Whi I

1930, he admitted in an interview that:

ifTo me it is extraordinary how Shakespear

root of the raciaslaiogduevsrt iRoorb.e slo nf,e Istt riitk ihr

iwhen as Ot hell o | wal k into the Senat e,
hearts hate me, but fear me and know the
of the same-dsagrt whent hifog eaample, the o

a town MWNegrimgemnal the people, during an
him to be s aSvheadk efsrpoenardee agtrla.sped this prir

today than wheni t was first written.

We can also discern how differethal yaspect
portrayed and discussed within the visual |
cover@gkeblfbe emphasis on biological diff el
of Black figures, lalsl usitraamt ed | SIpdmrtaitngnard
(1 SDNPn Junel B[DPNu1b9I3i0s, hetdh et wat hagdrdosa wadbtoiua n .t h
One page f eaptruirnetse df opurro twdgltRi 30)n, pwhhoitloes o(n t h

previous page is a caricature thafti goetrays
3.22). This caricature di Ssprfogcoirali ofneaatedrye sa
notably the full |l ips and gleaming white t
rendered in full black, in contrast to the

of ptahgee, under séfodadwng drhearndnamgfeskery of Rob
physiological traits.

Further more, newspapers also perceived B
the Is@meri cature, Othello is portrayed as
j ealdacthsay act erfgirseeegneds mbawd eirmbued with an e
and pri maliCploovier e dpTrGeeshe ldmot o t hat Sickert

"iPaul R®mbSbBakespeare Debut :0Theel kE Mgl 399 he Negr o Ac't
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accentuates the size disparity of Robeson
perceptiom phy®Ot heél as potentially menaci ng
audinceawhemniin the | ast @&ctbehde oeont, e rheodv [he

it was to feel theE@Thselse aoewplreskeetian i barsg eorf

crystallise thké iBhatcmpsrsanhebehit |l y associ
danger and evil, these ominous qualities h
Bl ack men, |linking t R%rrhi@loa cdkededoemsr ,ebred omaen s

the character of Ottencklilo,f avlaksl dryeiasald yf alel
The distinct treat ment of Bl ack actors ¢

professionality was addoOebebmpd aNo tseldl vy, mai

Robeds onoc al perf or manc ehi smefnat mi@didiansgo nign par t
Ri vah,j ch depicts the |1ive3Thf sAemphasi Amem!
t he vocal rather than visual aspect of his

reluctance to confr onRftHitsh es kpi rseoscetnkecoea moefa BB 1 a

target for further criticism of his perfor]

possefsadkian col our but fail et?Tthesleever age
comments indicate that people cowmld not se,
colour; the artistic issue was inevitably

Il n compariésehutbancet t&psadmrists i Panbad s s, ¢

certain attention was paid to the apparent

%Desmond MacCarthy, @ HaNew StateSrpam and Natiday@3) ¥981, Aj ax ?, 0

461.

°Formoreonthe onnot ati ons of fAblacko in English, see Pet
in Staying Powerl37 42.

50see fAPaul Robes ®heNatidhanddthendeyme Sepeember 6, 1930, 7065
Theatred Ol 86 Ma n Touthhvay 28,d.930, 93.

S'Robert Sawyer also discusses the critical attenti g
performance, further suggesting that Robesonbés voca
potent tool in his stand against racism lateriinsh c ar eer . Robert Sawyer, fAPerfo

Cultural Spaces: Paul Robeson @ttiello, Multicultural Shakespeare: Translation, Appropriation
and Performancd5, no. 31 (2017): 1R0.
S25ee AA Bl ack OufThe®ystandesMay 284 8 3 8avdB3 20 i Ofruh, Man Ot hel
May 28, 1930, 932; aThedSkdichviay 28,i1930,sxms i n Cameo, 0
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enjoyebda.i I TyheNews nancecr Wesatek t t at Robeson wou
before t helfpdratyh eorp emcedtinmeen tciomgt rtahcat pr ovi des
figure weekly salary said to equal the | ar:
Gtrapiarbthough it tihsk OOl we ébke Ilwonder st ood t o b
commanded by a musical co®4idhdy stuagrgelsitlkse tha
only was colour significant for the audien

by Robeson were also thombgdhddedmprebdsiewmepfr

economic fairness and equality in a multie:
However, the most prominent focus of dis
Ot hevlalso t he 1 ssue of interracial marriage.

photographs stichhasptheDadne (Heedgtakl4ded i n t he
Typically, production photos would be taker
depict actors individually, portraying typi
emphadirsimad ment s OJ%®T hceo npfrladcutc.t i on photo rep
Daily (Hie3g.a2l4d) portrays a representsati ve sce
key characters. Desdemona kneels on the gr

expressingfoerOtafiélelcoiiom the presence of tl

choi ce. This scene is a climacticofmoment il
the union between the two characters, bot h
audience. Some apseenbgestiwe fact that a bl

a whiteanwomarwi si oned the unhappiness of a

differefWThesleounresacti ons suggest that audie

BfPaul Robesobaialsy ONdws | @and WeSéem#hampBRer Gazette

541 bi d.

’Nat alie Crohn Schmietti,n fAPReocddocgtionaimeatrehdeurn@dh e at r

no. 3 (1976): 379.

5%As one audienceWmembér knematkhad, if a white woman n
renounces her God and country, Gamnde loaBtfiidwecksdameh cont e
White PRPDabl g mExNay sx1, 19 &0 .c oFnocre rtnhse rmeegda fiachil ng t he i
marriage, see the reflPiaews Robe®Obnkdadbir itthiled ¥ cBelsadc,k n
and Asian ShakespearesibUri)versity of Warwick (web

https:// warwick.ac.uk/ fac/arts/ english/research/ cur
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projected its depoinctoinotno orferaehsistcyelgeiied erde wa i
concern by demonstrating the rabci al and ge
appearance. Furthermore, theOtwhaleWtyi ¢h rcul

candidly r é&f Ipehcyts | Readce daasrciutlyy ne demeanour ,

viewers to confront the narrative of a r om

woman. After all, in traditional depiction:

engr

avings, the sexualityl ayfe Bl (aacsk emeenmphlaisf

| SN car Ptature).

Il n other words, beneath the pretence of
di scussion is the issue of race. This enco
di fferent racial b ac k ghreo urn dpsh,y stihoeliorg ircealla tait

of which are manifested through the prism

me d i
|

not

um of expression and the target of thi:
n actuality, the discussionefiewasci &l i

without reason, and | would argue that

inherent to both Black identity and theatr

an i
per f
revi
and
perf

char

nterrogation of identityls,amdcso idoeas |
ormed identity. As | have elucidated ir
eOtshedfl © i s within these dialogues that
constructed. This noti on diaess befen ackn:
ormance, with schol afrmrinsuoheaegndohn CIl

acteristic of perfornntameecmwdatcihord undam

presentation or affirmation of¢@Br ainddeint ity

Wil ki ns sGaxtcamedd y concludes that race der.i

acti

vely performinfimeehéengeahietimesti el pment .

rylr

obesonl930/ robesncrocesssieedl NoveEmdeoOY, pa@&D23.

5170On the representation of Black males before the advent of photograghyiasy L. Bellhouse,

i Can
Cul t
518J0h

and

dide Shoots the Monkey Lovec tCenturyRrerghrVissabnt i ng Bl a
Bdlitieal Theory34, no. 6 (2006): 74B4.
n Cl ammer, APerforming Ethnicity: trtcBonf or mance,

Si gnal | iEthrgc andfRaclaldStudied8i no. 1.3 (2015): 2160.
201



p e

rforaedtivity.
Both on and off the stage,ic Rodemsdd; cont i

asabid Wi les descr fibievse, ibnl atchke awcotrolrds oniu sptl a

i n
Ro
hi
gi
ac

of

ar
t h
do

the wotfHadwever,actthe intertwining of thes
bets oindentity unresolved. As demonstrated
S s kri ni sccoloonu the one hand, seen as enhanc

ving a sense of authenticity to the role
tors for Black roles is criticised as uni
iafmati on and negation further exacerbate
To a certain extent, production photogra
rformative nature of actors from an ext e
vol viohge ATthhegys sr epresent a bl end of theatr
eviously mentioned, production photos of
ess rehearsals or formal performances, r;
being photrog,r atpdh esdlqg md hex taecrnto, det ach t he
rformance; they are aware of being phot o
mera, rather than for the audi@nce in th
ansform myself 0¥l adhvanscenisetopandiumadge.n
MCbeour edt DatheSilomkert copied, serve a dua
e theatrical performance while also off el
di viduals being photogrsai@dneadur ©ah ©Othlkelolhhe
e engaged in actions within the world of
e -Ahwltikt e (ratbéourhaappehbrancedattests t

cumentary role, pointimgnto Ohetheabt hgr

t "ol our edda®t aetr eoord of performativity, bl

519 Brandi Wilkins Catanes&,he Problem of the Color[blind]: Racial Transgression and the Politics

of Black PerformancéAnn Arbor, MI: University of Michigan Press, 2@), 18.

0David Wiles, ABurdens of Repr esevethaaAdign: The Met hoc
Reconsidered: Theory, Practice, Future ed. Davi d Krasner (New York: St.
quoted in Catanes&he Problem of the Color[blind]L0.

521 BarthesCamera Lucidal0.
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with a sense of reality, concurrently convc¢
daily fcbf eomamda i n and osf ai tfsoerlnf ,o0 fc cpnesrtfiotrunts
Furthermore, the production photo as pri

monochrome in a newEpaper edm®kbseli hbeti sbae

race yet more intriguing. The wiaaeldy circul
whi t e, with different skin tones in these |
variations in brightness, andfd&ff2®8)yences |

These-allhicke representations of esrkciyn ttoones

essentialise the relationship between (1lit
prompting readers to i ma&4glimeotamerauwdrechd,i cat
very | east, the production photos publishe:i
of the actors themselves, with their ident
addition, these production photographs wer.
newspapers, and disseminated far and wide,
the identmposed on the actors.

Sicseptai Nit3y.n2g0s) (appear to capture the bl
reality that is suggested PeagtotheAphodaoafct i ar
Paul RoffOgtshodnu kiens t &ree adcthansesf i nséiem charact
names, supporting this allusion to reality.
characters shows an ambiguity, or- even a f|

bl ue underpainting s fsotrreihkeiandg eepnRl@ miesc tke th r R

with this ghostly blue, which, 1 f used acc:
would be functioning as shadow. Yet, this [
from the curtain backdrop, asesSsi cokfertthepar t |
curtain ar®uhda®obesbins painting. This del.]

background huéeés ahrecaudn dp | Raocbeess otnhe entire head

fie mer @firnogm t he picture through a mere few b

522Kirsty Sinclair Dootson also brings out that the blacktwhite media literalised the racial binary of
Blackness and Whiteness. Kirsty Sinclair Dootsbhe Rainbow's Gravity: Colour, Materiality and

British Modernity(London: Yale University Press, 2023),-16, 4750.
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that capture the | ight.
This techniqgue serves a dual pur pose. On
the process employed in the making of the |

phot ogr @dpgthiowgthasen this case,e tiFEmbhahe i s m

other hand, it imparts a ghostly quality t
Robeson, in particular, appears fragmented
el ement of instability, evoeksitnigpha osfense of
performativity. The skin colour becomes a
itsel f is.

It is precisely this performativity that
reflection, as it reveals skilmy cood our bi as

ei g htceeenmnttunr y past el bfyi 3g.&216n , Rayhh & eel pSEmiptl e (\
someti mes wear Bl ack masks at masquer ade b
has argued that, in thfsrpamstveaedaln@r masal i di
secoekRPAThe Black face, indeed, | itéeaarally be

detachabl e facade.

To be more specific, the Black & ace hel d
past el i mplies the treatment of Black skin
pernfaonrce hOtshelt kodfof plays in general, whe

normally played by whotetmedaoppprwi thet hei |
performance. AdPDaé iyl rpivirimeonteddL 2t,h & heeol our s of
pl ayed bgr svhiofaleenagdnut ©Wiande ghkFeoomhdaartt ol ; S
warthy I talian; E d wd an yBeololtochwiasnhd skheandrey; | O svcia
rosewood hue; 0RorebexaRolbertchod®Cngewi Charl e

523|t is worth noting that the use of a blue underpainting is part of the camaieu technique that Sickert
developed in the 1910s. Introducing thebluemdt hod in 1
the dead colour #fAgrin through, d é to iAndgaad act wi th
Letters November 1918, reprinted in Robimg. cit, 428.

Angela Rosenthal, AVisceral Culture: Blushing and

Century Br i tArdHistory2@, nd. 4 (2004): 586.e , 0
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Barry &datkvame cwl ouWalelmad ¥ Spimekaudi ences
for the play woul d-belviennd ndeesnso, n-saencda peévieann cao bseel
t hé&yfuse the illusion and protect themselyv

that i tdjwsi tohnlhyi sMP?ace bl acked.

Thus, the colour of Othello is subjectiyv
rather than an anterior fact. This subject.
Sicsertarl i er works on the same theme, wher
technitceune oo fal montage, discussed in chapte

Vari ation( 1o934&it3h.e271)o. According to Baron, t
this painting when it was exhibrtaed at the
Al dri dge, a¥alOa hieed | Dudor as Des ddBreorncan and Ge
suggest sl tAd altr i dgien@aend Val erie Tudor did no
producQ@tiloaltlod he Sadsvioonc dincikehe a response t
racist crito@Thim ofuRpedetsiomn i ndeed makes
(18D96trhe first Black actor to play Othelloc
suffered criticism on account of his Afric:
some of the presascOvbehihbge mdd®omesbhon of
him a&frtiheand®Rohsicsi wcso.ver age may well have i

replace RobesonVwrthté@Abddai dgmi ndehi sf the 1

actor .
However, the anachrgrismffer st enmper alhamo
general criticism;, the painting bears some

5Awas Ot heloDai Bl a Miap P19l 152
6Ryl ands, di9dwvoYpr Bmaatre: Othello, o 288.

22Bar 8n¢c¢kert: Paintisay.s and Drawings

58| pj5c4.9. BaronemoteJudbat wdal a contemporary actress
among the many ShakespeareamwGasotliestdalre Gies mamo wmor tdo f
an actor making a guest appearance. Wil spame®ough s
by a programme for the play at the Savoy, now in th
a photo of Al dwaldtgeer. Siexck eRrétbga#dnd t he Theatr e,

529 Aldridge is compared here to the eminent Roman actor Quintus Roscius Gadlis. " Real Negr o a

Ot heltel andbés SabDecdmpeNi §ht 1933, 8; and AWas Ot hel
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whole picture a fiction. Firstly, the thre:t
Cassio do not appearetbgenhbheeriatepese phag¢ga:
Secondly, the skin colour of Desdemona i s
brown arms simidgat efn khuen.t Mi Qhhelthey be g
purposefully darkened, antde manspul whyadanal |
and t hednaiymehlaivnee remi nded audiences of the
empl oyment of a Black actor in the play. A:
by white acpor $he nalmia & e dt isokni no fe al edsidree neocnhao
mani pul ation of the &oproaduotfi ©n hleil $toon yn. t 9
performative mannerfbl @ekdar s dBlodbek adamdngeabl
identity, documenting the play and exposi ngq

The practi\er i asthioovm orh OQtelgalrldd ng bl ack a:
and having white individuals wear it chall.
i mmutability traditionally ascribed to whi:
Rosent halft éo bwsheirtvee shhody as a constructed nor
analoySiher enfiofwhe i t encersssi dered the norm, ever.y
categoiriavaeg fabWas, | an SAITthH sarmpewenss. t hat
whi teness i s al wa yBsl asctkanbelses aenxd sftisx eidn, awhsitla
movement, or in manipulati on.

The abstract shif fiBsl adenkdivhriett s peet stalby,|l i
are exemplifiedicloy odpreioipilseh i moltihcey 10 0s and
the per seoomcads exfpeAlidri dge and RobéstomedLi ke
peopl e wer e dotnisidand eBrreidt iassh tshoeci et y, and wer
centre both cultuBl hgkaBdi geongrweheécabhygi

menace andrsomk sbéeéopari od advocated their

%Rosenthal, #AVisceral Culture, o 567.
1 an Smith, AAntoniods OFair Black ShHaleespearedReddihge Pr oper t
and Misreading Rae(Cambridge: Cambridge University Press, 2022), 84.

525 chafiRfearh,i nking | ntewar Raci al Refor m,
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Bl ack people to return to thedasr si®®m&l.ands |
These attitudes GGmpladtfed ngpacmariledr.i Agar i dg
America and, hapying hoardepdod ,s pursued his
Britain, where his performances in the pro:
1833, he suffered severe criticism from thi
was, as Fr yedae tetrsleer-a fbreeese r t hleobby, then figh
rearguard action against the o&20@bdluisti on of
Al dridge was excluded from the centre and |
continental tours. e ck®r@&d thhen, WadtbekEnd rfei
only for a short period. Even Robeson, who
Al dr i dgeencaotu nttierneesd o b jfe € moaHa ¢s. essntda tauael li sn fbd
bronze, by the famous Nenw, Yavrals dawmingtdorn nAnt
Phil adel phia in May 1930t hgounk ba cacfotuenrt hoef htah
racial pr%Whemsttpeeparing for the play in
wife were rejected by the®SavbgBBlowiehg Gr i | |
his death, he was n®dodlentianes oh TbénBKDI
Cineédflahi s marginalisation, n¥gteatioandnren
Othell o the nervous mood of the figures, t|

fabtredasetting.

However, in th¥arfiiattiioom adsn sG@talcel Idd ssol ve
subjectivity, or, rather, grafts Black hi st
stage all ows white people to mevertebbeoecgh |

of Bl ack people is ofte@npguesingnsedbveéloiwve v

¥ bid. , 23.

S¥FEr yRtraying Pbhaver

%fPaul R®bSsamue Ban. @O®aoby MRewls| eamd FMeagZ3mi nster G
1930, 5.

5Virgini aPdami Robeson: The Life (aMedw TYomeks: oHa rap eFrr eael
Ro w, 1974), 40.

St ephenBBaaknien the British Frame: The Bl ack Exper

(London and New York: Continuum, 2001), 10.
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expectation; the space i nwvabdletonigrest eack, fiot

the white peopl e whoOtchhealaliger s TtBa |alltsk swtess sty h @ t

is not a fact, but a perception that can b
watching. By painting Desdemona dark brown
Bl ackness and whiteness are relative, and 1
defined in relation to the white man.

Si csemtani pul ation of Black and white 1in
traditional dynamics of black and white in

i s not driven solely rnbypaihnet innege,d afsori sc otl hoeu |

artists. AsAmntnelJacavdalce danibitl Rle8k6 7man, i f not
of Phidias, is eminently picturesque; his
picture making; witnessahhpaehtecsts gatned |

Et hi opi dnhekiwogr sihniéop>%rddtthlei snamggyeést heti c gaze
skin may also be employed as dBlcomkbrmage a:
in pa¥Aniaexgampl e can Gke sBea(InloliGd, iRp.2Be)t.t i

The bride in the centre iIis surrounded by p:
Barringer points out, all four women and t |
than tHéenHdeede. tBe pBleaxemdomages this tonal
the édbrsklien. His upper body is bare, with or
decoration, and he provides a darker and w
the pale skin of ©®&Ghd aceemdiesmaé d fwigtulm epatThlee o
purplish grey to express the highlights an

appear somewhat smeared. While he might no

¥/ ct ures faAorm Alndeurrinceal, 71 (1867), Rl4a8c k gWioctteodr iiann sJ:
Bl ack People i-h9o@BRAIi tdesbdhaéatt, LaBOOHuUumphries, 2005),
5¥%For the motif of the ABl ack paglayrdEusdoeha: Theane Fai r E
Decorum of Female Beauty ®&endissantesStudidg,ine. 4 (2003): t he Bl ack
628 73.

50T, J. Harer-RPappeacl ites: Réeadidog:t WHRiI d eyh §186hd8 )&,

152; see al soidur iMsiR.y Baend |b6bygn De sGCalekiible BRauds gt t i
Bel cavnedd Some Contingent olBepstvbesi tyCoh8Badreomtt ® dQusart e

(2019): 347.
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such, this neverthelessit¢tkehessi oél yheetbs i d
Moreover, the contrast of Black and white I
accentuates the overall visual intensity o
red, positioning them rhwytrhmsict@lmley iisnr telme n|
of a theatri cal setting, and echoes the ac:
Vi ewer . I n this sense, one i mportant funct i

descent within a painteiagsshehi asqualistysol

reveal or confirm an ethnographic and powe.
However, by borrowing fr om iGse wdseppai pcetri opnrso
of skin colours in his paintings become no:

affirmations of the subordin&aeiael anhi onsh
Ot healnRleggy Ashcroft &tdh éPtahud sRkoibre stoomnédsn o f
protagonists are not simple contrasts of bl
veweatstention to skin tone by way of differ

Si multaneously, we can observe that the

di scussed and shaped across different medi

dual ity of rtihnegattrhee bpye rcfaoprtrmance and refl ect
characters. As illustrations in newspapers,
identity, and the choices made by the pres:

reveal ed t hei rPeunfdoerrmaynicneg, rtahcei stnrh.e me of t he
fundamentally proviadleabamddfdo pgdtghiea nri tbyo dfioers ,
thereby engaging with their bodies and i de]l
Different aspect sacofostshivsariisosuuse ,mepdrieusnesn,t eodf
to understand&sthpproppiati 8h¢egkentthe one h
transformation of visual i nterests into to]
provides a refl emdmives r eldiosadmaaittiaogne iocarh Od yh e
represents a form of rediscovery, a way to

el ements, it prompts the audience to recon:
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3.3 To be cl oser

The Ot hel lhow aiomt iSngskest used colour to en
which was generated by diverse representat|
be noted that this practice must be seen i
of phot ogurarpalyi aIm gs a way to attract mor e
century. I n this section, Il will continue
Sicsemart, but with a focus on how his i mag
themsel vebatlthrgues achieved through the

or thepclasea strategy to attract attenti ol

prominent in wihaesdaantes,teamatings deriv
replicatiophot ogewphmasperspecially those ba
wi || draw on two paintings as examples, as
complicated the i1issue of topicality.

Al t houig heutpnay appear to be aytechnical m
unrelated to topicality and the public, |
fiheed f or a&shiegnaiufdyiienngc et,hat the audience req!
i mage or event. Thei3g.alr)i,c adtiusrceusbhsye gR aadti gtuheet
this chapter, already demonstrates this de:
get cl osektesenbatposaér annpuntckeenentis Theo
satisfaction of this @&ewinsd,yt @t enomiepg fr om
significant portion of the i1 mage; it signi:
and i mages.

The use eafp tthee holi afsueeo eunv rSe cikse rntot  unf ami
aslLianHol I(aln9doa6gys €5) , we encosuppt,e rwhae rfeoirnm o f
Sickert brings us in close proximity to th
experience the blurred vi ol elnicke ok ihrero alce
|l egs. The woman confronts wus: |Illyemgl eédatard
viewer i s compelled to enter her world. Thi

subsequent Morkess d@ducBriead®fek 3y..29), whi ch
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presents an unuGBuBbhsviewaof TBe Mampmomsi tion

show the perspective of someone standing a

enl argement of a particular detail of a pi
pai ttihreg |l unettes, tdhaer earicnh,s uacnhd ptrhoex ihnoirtsye st
plane that it | acks a senseupm,f gred spwrgagdad stes
commercial aspect simiduprtborpestaatdactea

serve as souWwWemngigrys Afschrc rwifgdi taGrds eRlalu@ 5 Robeso
fixyg..20), -ups ian ca omoer e | i teral sense, since

enl argement Aol otuhree dp rOdaghisenlglloot o. Compar ed t

the figures in the painting fill ctlee space
event, and creating a &G®prseaifire@maule nvtil syual i
empl oys this visual strategy. Asuphwillocus
serve as both a technical Gampdi aapraigypttauna Id s

culture.

The ficdrargid hen, here encompasses a broad
expression of desire. This desire was igni:
1839, which wasxat®wbeutdepgpecphbedgraphs off
magnng ygl ass, presenting precise and compr e
shad®mwhis reflects a sense of wonder ment to
constitutesupahoaeemt odbf céonlsar gement . I n fact
enl argement mhabeekistbdofrphotography. Il n |
experts frequently shared technrfwyhielsefor e
photographic studios also a¥herdisedsshdir

earl i es, oinckerathguer wusecng a grid, primar:.

1Ti mby, #APhotography, Cinema, and PBds.Pwoegahyal Real i s
and Other Medial77 78.

25ee, for exampl e, 0 E nScientifigAmarcahniXV, acl 20 61804)I305. Phot os, 0
For more on the sharing of photographic technol ogi e
Co |l | o d Leonardi@and iNatale, ed®hotography and Other Medi@1i 100.

543 Deepali Dewan, edEmbellished Reality: Indian Painted Photogragfisronto: Royal Ontario

Museum Press, 2012), 27.
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enl argement . However, it is as a cinematic
cl euspe as a form of enlargement, have been
Sickert hi mselnremts swictihatcidn eemdfia hwgreicti inregnai n
has enlightened us onot he capacities of en]

Numerous schol ars have-uwr.i tFtoern noyn ptuhrep ocsie
wi sh to singlreeloated hes padtienacée the petvewcei
as a form of topicality in B®Bal 8zsTtWwasear |
among the firstupg,0 amd twhiolne tlhe fcd ®s®eed on
expressions of characters atislosethanglkos
upp reflection in the eyes odphewatulde ence.
faces of things and those expressions on t|
reflected expressions %l muat lhbewna vwairbdcsons ci
reciprocal i nteraction transpires between
amplified i mage.

Addressing thaprohehot twhetchgseon early
Gunning characterises the | atteheasah!| §orm
it he cinemadcPGumnitmgcholodhs st mautala arileys oifnem
fpr eseodandd X loinbprntedomi nat efr epe re steamddae | @M
finar radenotnr.al t ot heahlkee ywondedr scores the dive
fprsentddthiadn early cinema employs to under sc:
vi sual modernity, ifsnboekli gt &l thdrtha iss | miEs.e
cl euspe shots become an effect@svgameandJhef ca

cl eusp@dbst s an IiHhh&eemgqulayi $tyagserving as an

right, thereby enhancing the exhibitionist,]
collectively under sucpo,r eort hteh e dveias utahlati ttsheel fi
Wal ter Sickert, AChil dr ends MomisgtPestDecember28,. Cott on F

1927, reprinted in Robingp. cit, 563.

545Béla BalazsTheory of the FilnfLondon: Dennis Dobson, 1952), 56.

%6Tom Gunning, AThe Cinema of AttractGarnde,]a iEmr |l y F
The Cinema of Attraaihs Reloadeded. Wanda Strauven (Amsterdam: Amsterdam University Press,

2006), 382.
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of alteminhsdruct, encapsulating a sense of

t hat tuhpe tcd cohsrei gsu ewarnk sSiicsk ear tdel i berate str
for similarly presentational reasons, runni
of the time, rather than merely being appr:

My interpretati @an sof dirfraevsc lu@gsoev i Mavr ¥ hAarnn

there is a dual tutpy IiExhaemw eaxntngi mprtelve oawlsogdéd eo
consi der inng ct hneu asnecridad eaosge nt hde ftfeerrment | anguac
Doane points out that an insepaupbl e dual i

fisi multaneously posing as both mP*lrocosm an
woul d suggest tbhaterhhbbBebetwonkBookestd

I n 1935, STil&eMitlngrbiyg.nd @), which exempl i f
approach -up ameé, ciheoseover, encapsul ates hi ¢
and topical content,Tlhe Mhaows tah emaOt haen d oh ips
engaged in an intimate kiss. They occupy t|
audience to witness this private moment di
Bl ack awhkhe Whit ewas exhi bi tied 1a%X3 &.heTh.ee ioccleds t
i ntrodudse swiStitcykepptkn: on the one hand, it su
a blamadki te phot dstorfi KdhepumbinieslsedDainl Yctober
Expr(feis3s.31) . Sickert i ndeteodner eotfa itnhse tnheew smopnt
his painting, &I vhso@l ffraclremamomdan he backgr
pink. On the other hand, black and white d

reported in the news stor yl.i Kidhes tnrtad ke & i @ru r te
face, i n dcolnéwma ¢te two ntame he is kissing.
The news story was of interest to Sicker

Si ckert Gatl hfath eR e tGhret ackoeu ledynes from this pai.
sai ki fiichat picture gives Gyoiutdt Waosisi gloturf ave If
l i ke tdéat uist youme up af ryodfist hdee miot dsweubdes

Mary Ann Doa#rJp, Slchad eClaomsde D eliffesencks: A Journalofe Ci nema, o
Feminist Cultural Studie$4, no. 3 (2003): 93.

Bar 8n¢ckert: MPaiawibSndg8ss and
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t hat he had at | east read the brief t ext t |

stas:

I n the pit of the Risca mine since Tuesd
surface yesterday. On teeh&fefbeeanehes g
centre of serious fighting, and windows
manager ,ewer&@&hbrb&use is in the middl e,

(Ri ghfThe post office, s cene of one of the

Risca colliery was an important mine in
to 1862. However, its presanaoe tihn ftahal mdad ie:
regul ar newspaper readefRe®fwaul dhihavee&saomwn
had been several &xpmlicdidainnse itmheinrhdyi €ead |l ilm el
twenty in 1853; 141 in 1860 ;o0fantdn el 1i5n diuns tlr8y:
and the f adplawrme ndf amidneresvar ds t o match the
the frequency of strikes at thei lcyol,EX prreyss
was adoswnhaystri ke-tlwasthionng syev exnt thy eutineieotno ®© n o n
wor ker s.

HoweveDai ltyheEapoessdoes no& attghdstorthte
history of the Risca mine, and nor does it
capital. |l nstead, the rsepboyr tc otnuprrniss ihnagr dj unset:

photos and the fPhot @oc®lermn,t evhter eThheews of

printed, was reserved specifically to tell
attract readeisst.r iTkhee Wa stcml e efetresdnoa s oa, Vi
and sensational scenes, with three@eangmphot os

photos respectively show a distant view an:
of vidotlheencber oken windowsdbitclkee aodl|l ther poma

I n a sense, these two Iimages provide the c:

AiScenes abSttdkedibiand y ,ExQolefih®e3ps54
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| efdand picture, where the kissing scene i s
up, i n contrast to theimntghearcethwo. sThaenmeido la
kiss was captured on the spot by the camer .
dar k jandadadterpr i ved mine for three days, witdt
demands woul d 6ger ineevta n ctehse emewpetmapd dwapd i ght .
mi =erwi fe might not have been prepared for
husbanDai ITheExprFrkeastrati on shows passionate
domi nance, suggesting a heroimemasacfula nity.
rel ease doafn ogroetri drmr m of violence and conf |
At the same time, the act of kissing itsel:?:
explains the response to thée¢Yigdalkeissts oyo yro s e
wife |iké&a thuast icfomeowp G ryoank2 Wieas pappawbedd
the dreadf ul heartiness of the question. I
making ¥ do so.

Wel& hreaction demonstrdt &g stshatg he fhel tso
embarrassing, especially as shown-ugpnd vi ew
creates a sensation, making viewers | ike W
sensation of the news phtohat, dat @hdely & Siomk ar

|l ndeed® Siadkneritng ampl i f i esDatihley akcxtp roefs sk i
itself did. I n -epfeat ,-oppadhedesrg theskens
closer to the figure$androdpgieneg ptrhees su pppheort o

squeezing the couple i6ptofal earnow dphtcaea’

short, bl ack | ines, with the monochrome of
painting, whose tone is copuUurmnsttesoonawhyg
wo mégn vest amdf dde. mame met al l unch pail an:

with the charcoads $meareawhohet hdemiemémar ged
faces colossal, turning them bntefgbgtahthne

of theé rmiacer i s exddWktee dnainmea ,c aratkoomrg t he f

0Bar 8n¢ckert: Paint538% and Drawings,
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somewhat distorted and absurd. I n this sen:
sensational, as Sickert deli babpeetympt ags.

Nonet hel esuspl,has Maonsesteosssees t he contradict
di scussed by Doane, because while it is | a
even see t beex pprreostsaigoomsi,stasnd t he physi ognomi
compete with itBaislowrExpmpéedods o in the

This kind ofumgndamalie coltdmrskwed i n anot he
SickertKianmge &tewmd ge V. and his Racing Manager
Ain(ne@e®,iy..32), alpoedaspoPdNh@Ee photo
itsel f-uips atsl dvegeground i s Glfuaae,d as it
suggesting that it is a candid photograph.
closer by cropping thepboéuoreldnfloregvemusnido:
of the two figures dominate the entire fra
focus 1 muphi udl ddhe s time the manager i S mo
the original photo,thbdebbkAakpsout| and whit:i
King makes him stand out, but this feature
the suit is fgerederteodei,n wa thhl diests contr ast
king thereby becomesna Ife gsurpger,omihndret tfher an
separated from the background and with his
tones, takes the | ead.

The &ipgofile is simplified into several
l acking a fllees hiys ta.stHarsk Ippr,odaixpgriemesded si nt

a few harsh strokes. Faci al details such a:

551 According to Baron, we know th&iing George V and His Racing Managerbased on a press

photo printed in taNews Chroniclo n Mar ch 25, 1927, after that year 6s
source is inscribed in the painting. Bar&ickert: Paintings and Drawing$27.However, the title

ANews Chronicled did not exi st goftheDailpNReWwsandsi nce it wa
Daily Chroniclein 1930. | have not been able to trace the source photo in either of these two titles;
therefore, | preserithe Graphié s r eproducti on of the painting and so
Laurel Brake and Marysa Demig eds.Dictionary of NineteentfCentury Journalism in Great Britain

and Ireland(Ghent: Academia Press, 2009), 128.
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small touches in different shades of pink,
t he i mage. Tnhteirnegf oerxeh, i btihtes pwvahiat Doane consi
the -eposmamely enlargement withouThel arity.
Graphiacompfr3dy.s33n) (of the painting with its
t her e, Spaiketrism@ wn unmi stalpealhl y hteo sbheara& ec |
to its right, but it appears even |l ess cl e
t echnfihpue.ol our pai mtHimg tlee agme , blhamlogeni s
the souMtbe phowmbwdrek faci al areas all turns
the original photograph, as reproduced her

I n this pasadogapatitselams e fdd ecepoddu btei ove

in print, as the massqgpalntyngoptbeesxst dnim,
fundamentally | acks detail. Press photos r.
| ackgfainemed detail, reflecting an aesthetic

guantity rather th@npageshknsuypa ¥l etwsheingg wsa yc K
suggests a new perspective upon it. Daniel:
phot os as pas tasosfi nmoldaetrinomarof popul ar cul tu
s coPeet D@nkelinsoderbhearet iar .nodoscInee We r t

paintings reveal an identical modernity to
Sicsewtor k does have a strong social releva

are different from his eanulsiier haddnesxaiddpin

example, different classes mingled, | mmer s
forming a particular spectacle, which is ¢
the | mpr°¥Besiimpiahtlse to recognivae ondsehfi vE
this modernity, and was amplified through 1
popul ar prints. Popul ar periodicals had pr
projected, for the ur ban dowenl d?Hgpsteov esre,e t h

2Danifvast er Sickert oand Popular Culture.
%35ee, for examnmpdiescUssiJth€oaManengi onfi sModetrthmelLiARr ¢ :
of Manet and Lhindokal IThwemres and Hudson, 1985).

554 Beegan;,The Mass Imaget.
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in his news paintings, Sickert singles out

turning these into seriowp, imadetshe Thiessal .
of these paintings, crreews sphdadteo)e flfeadmionfg
once again, rather than a threshold of i1l
to a halt and becomes merely an i mage. The
painting, and a | i nearm rmarmroaneint e aingd daanii end
prominent dasnlnyewsn pSaicrkteirntgs, whi ch turn r ea
of thepclbsethis sense, we can discern a ||

moving from the panor amahed ocarmer d,r aggmie ndrart
cl euspe vi ew. Theupenltahregnésd coslnaSiectketrit on t o moc
The sensation it delivers compensaGes for
desire to be surr-wps dtedaommy fbeemamgea. sClrase gy
becoming a desire for materiality in consu

desire has been described by Benjamin, as

the desire of cont e mpoolroas e/a tmaaslsleys armd br i
humanly, whi cth ass tjhuesitr abse matr dteonwar d over
of every reality by accepting its reprod
stronger to get hold of an object at wver

reprodcdction.

Benjamin also stgogésdSsmawdtparnttspges, in
they multiply i mages @f deensieveenftort o ecpartoedrusc
|l ndeed & Siadkneritngs about news topics, from

mi n@sns i Kregpracdodt thberseapde@®@héupt 6aes
reproduction of his paintings in print in
mul ti pHi taelo®dchwartz has el aboaagadngn th

t hat since time flows fasteranxi angd,usamrd al

5Benj aimh@, Wor k of Art in the Akl of Mechanical Repr
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therefore need a constant fl ow?>To i mages t
i mitate has become a second nature to humal
parrots, tracipmgadgblyet b6edgosividmg pH¥Oé& d .

seond nature, as parriptag,apihs acorst, aipraedlil relt
paralipomena, paraba®ii s, paraclete, and pa

Al ongsipdhaagiag htethe plurality of things, whi

aesthetically. The t rseanteinodno uswigtrho wtths osft ainnd
all owed the plural to seep into human cons:
Standardi sed buildings, utensils, packagi n
repetition, which becomesks aj iurgmdlyi snoide r amar
which are in a way a plural form of the or]

of print c%il ddéwaoet.k sl nndeerepda, s aalnd e wp ibees, a

comment that was not nec®dhar iGisppihntcended |
reproduct i npaifntSiinck eaft George V al ongsi de
a kind &ft pgarealslaene. ti me, this example tell
attenuation of the concept pbhgt@ilhe copy ver.
Gr apshhhocws only one |l ink in the chain of the
mentioned earlier, the News c€haogprhoMaorl mhas pul

25, 1927, as inscri béd pati ntthenguppret ttihght i

newspper did not exist in 1927. I n this sens
basis for his painting, three years | ater,
ambi guous source. I n ®epamberngo®®8s abdbmpl el

Daily [Exprapsesed the pai nTthien gGrfaamddd idohed s o u r «
suit in 1931. In this sequence of producti

source and reprodudsctpiaodnntiisngefifsacfeid.s tSipchkoetro

556 Hillel Schwartz,The Culture of the Copy: Striking Likenesses, Unreasengatsimilesrev. ed.

(New York: Zone Books, 2014), 77.

57 1bid., 117.

558 |pid., 126.

%9See, for example, the cont emp@®dHiag yWirte vd redv @esn icks,rd

ScotsmanMay 11, 1931, 12.
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printedapger ;m,ewsipt h each newspaper printing

| arger, or darkeraioedwdbt hcaamseseet Exhere.

the right seems mir eaonitgingal

repaondi8iceklent

has slhgreperana a stronger tonal contrast. Y

original does not matter much

T

in this case

staying close to him, are fixed, becoming
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Chaproar :Enfdhilei sh RBclkbé ¥yti m@g an

Circulation of | mages
Il n 1927, in his Noel Str &etgl stshhd iBe s @8 i3 cekse r
that eventually amounted T hmeeewbhas weee

made by copying the desigmadodolNietoedaav el
years, and the appropriation of this negl e
to his work at this ti me. Many critics, wr.
criticised what th@ésy olvave erra qaarceegd pane r &i, ¢ lka
mechani caln pSriscdtumattte, rcair ®iemg questions conce
creativity?5Samnd oworniegitidadlhigtsyi.St ekeet on using
t hsepot drawings as the sourcheotisbief phbuond
designs. In addition, the sharp social com
of his paintings is replaced by seemingly
what he could find in the oldsprantensTheEes:
di scouraged critifimedd owmimt lyinst earptr eitn ntge rtrhse o
contemp®¥dane@irtey.i ous icmhtaeptmrtg,enlt Iyawd scusse
techniques and naernrgd tiisvhe sH ¢tonfe essohnmeep toedr tahiems

af ocused discussion of their production (ar

guestion of their modernity and originalit"
print and social culture of the 130s. Rat|
career, they mark a new phase of his conne

alternative ways for him to engage with ar-

%There ma¥chedmmr é¢ hose®waur Fremt Imprlknon Stkkeseéries,
Paintings @ik 4Dr awi ngs

INumerous criticsEapgdti s bahs&knbaorsksivnige wa fxheecd i meer .i n Si ¢
These include Baron (in her 1973 wnmontoignrga pihn) ,t hLei |1I9i 3al
%2This understanding of méd edrinsictuys siiso ns eoefn tihne Tchoormpal se
bet ween the materi al s &Goff omonthda ecgcudail diitnigesstie mwld&c tm ar t
takes urban expeti enatéeas ainds eSalet Sroadvefronr Marlt awnt ono
The Commo;n &rud tQlreemeMrtt Garrede n®uelrtgy r B:0 sCroint: i Baelachans ay s

Press, 1989).
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Engl i sh secthooesset t hem within a | onger fl ow
explidreas of media as well as the process o
My approach builds on the emphasis of sct
concept of media and IEingln elha tbadmw etd os , mohdaevri
di scovered a nunfbream otfhies onhindn @ o nmameé s n al
other newspapers of the 1930s, attends to -
argues that Ehegl mahkisBghaaéts tofe a 1930s vogue
and that this @xpleanpro$®greledl teprairnetiinntgesr pr et s
moderni Egho&siheroducing the idea of remed
exploring the role of the medium in modern

of their sources,wianhli setlsetbhonst € etmedf at h ® |

of interwar remembrance a% the key to thei.

However, while Daniels andt i iSahsmrseiacm cl
bet ween media, their focus remaphygsoonsubeei
matter of each Echo, andodtthhee ysooouvarfcgersatso t he
background information. These ffoumnde | mage:
i magiens t heir s @&wrdi tmamgs .ottheewesver, as Tina M

teffmund Osmggests their Iffoisssdnaffesonnhent yvesh
act of discoWermhywtand,r d ouvnelr y. mages are not
and what is found is subject to tat finder.
i mages were found, how they were found, an
off i ndTmigs perspective echoes the requireme
wherfeopi es and transformations remain one ¢

i mag¥R®gi s Debray compares the concept of t

%3See DdWwdletlesr, Sickert oamd Repel éval O®lhiadRideESi ckert
Echofesomibhdon 6JBwrrinianigt oh5 Mehd@BaR210 hB5/6 9

%4See Seller, AMaterial Memory.oo

%5Tina M.l CagmptMatters: Archive, Photography, and th
(Dur ham, NC: DekZQ 208 2er sity Pr

%6pDavi d FirTdhed Powe,r of | mages: Studies(ChithgoHistor)

University of Chicago Press, 1989), 121.
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|l ohg@grm cul tur al process extending from the
communicati on, -lrieveed rpiansgs atgse’ Caa fisphtonrto d mat i on
Debray eachriouil agi omeof 1 magGegliteht Eehbese

transmit and communicate through various m:

process of finding. For this reason, I wi |
that are maeWlHiatgedand vihewi ng of the wor ks ir

Firstly, Il shall expl ore some of the basi
maki ngEmdg!| it b yEeethworersi ng t o the actual proce

Where did Sickern fwhatd hbsmsandcebyandal c:
found? How should we understand his deci si:
known? Was fetcdtob mmawonr koof an il lustrator i
of the 1930s? Why di d aSiocrkse rtto cehcohoos?e Acne ri tngp
considerati oBchoestaodgi s go bpea ihotwi iSsgc ker t
transformed their sources. By searching a |
more than twenty previouslyduagsnoouwmr ¢cés$ ufsor
paintings. Wi th these HBradleirs lavleBceh dndasel ed e taanid|
the narratives in each work, become cl ear e
t heengl i shasEcahopersocess of &bDhdiang anggeshsvDbi
Accordingly, I set his mriacttieceen tVvi tamidn etalr d
t wenteaethry trend for archiving art, in or
significBamnlhceeesnf t he

Secondl vy, I shall e X fiteog lei b gE cshit @eddyn amrgs mi
sever al pairs from the series. This wil!/l h
EchpoebBesides their belonging to the series,
to which Sickert cdoksed htiocs tshoeusrec essa u rSa ecsk efra
and aesthetic potential. By doing this he =

and modern art, as wel | as the tension bet)

%'R®gi s Deédmamitt,i ntgr ausl.t urrei ¢ Raut h (New York: Col ur
20p05.
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photojournalism. This di sasckcouUinEr bdielslhepr ov i
creativity and modernity.

I n order to elaborate theEbheoesei cmadeconc
| also consider other spaces where they ap|]
revi ews of the paiinotni nigns naenwds ptahpeeirrs raenpdr oodt uh
matter. Of particdlldrusnatad eigsrleom dgarsiNe st |
1932, that-pagret aiepy od&dafbpleld s-abiaiske phot os,
opposite three engr afvamigrsg byagde hthf iGd d bert
This is an especially useful resource for

the complexity of modern art and the debat

it shows an interestipaiptimigsciweclee malle a:
Victorian periodical 11l udtNogei bes, wwhhchh:
pai nfTfhpgges, composed of text and i mages, |

both the sources andr omet p&gi atmit ergpe j owhi @amd
physical reproduction of eaddh pgruodhetri cro mgpn
reproductiong@Gg whitcelr eisst .SiTchkeeritnt er acti on, o0
source, artwork, antheegpegdtuopion, of hmedee:
mat t ér ,s oaurrdsc elsangauratge, and reproduction. Thi

opportunity t&® pogistiidem iSn ctklkee tmodern art v

his personal choycéep otmkenparteinathve wae
4.1 The s okunrgcleiss héh oEdc htohees 1 | | ust r a
1860s

ThEngl i shf iBcshtoecsame to the eye of the publi
yet known ultdenetslya es dferiaee’9.4d7 Ju)maa n d

Trav(ia.t aflid »,) were exhibited among other w

%%8The reproduc&tihomsldifiNg hfei rsstx me Btiickreed :i PaBantdm,gs a
Drawj nges.
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of that year at t he &Samaiilne d@alllé&&rsy,i noneheo fl
Sui sque HRrepecsitdi amsol di er ,hoMidihn g tah eahirled a
at their side. Behind this group is a phal.
hailing thensuiTshgeu eL aPtriane denidchigem pr ot ecti on t
own peiosplbeol dy i nscribed iwerc prirtianetlegt t dhg
whol e picture ibd uexaeamwmtoed riomeg ogwidgyh a circ
surrounding °%Ae mahaveedigoovered, the sour
i s emEmbtdrekdi ng offadg. ¢ he &asinecrebdgd, oandt s
transferware produced by F. & R. Pratt & C¢

mi-di ct orS'®wint mgehe colour and finer contour s

becomes clearer: The sol di eronfer oowin st,h ehiirs wi
children (on the |l eft) clasps her hands as
tear f ul |l eave of his family before going t:

l'id is unknown. HoWwevEaggye s atsh apigviobra btl vy f
the time of th&bBSBwhimelanpWMavi édédd the subject
paintings and periodicahsiWwkebbtanationspaht:
homewares such as pot |IGdsematctpafttbal ari
ti fBneb,ar ki ng obgr tthlee cEapS tias g tsee dPrLeak B cnd i u m
seems to elevate the ordinary original i nto
us efisof edgcuoemp r fis sidiamgd uew,i t h t hensiafgfdinx me
archaic amdé uagfgfeisdisalt hmde t he new title is a

phr @éiEsneb,ar ki ng oamrd tt hetst EWG tckk eirst t her ef ore i n

%According to Rober ts Bomnoognrsa p hoenres ,0 ft %eii Slgarrstt Engl i s
Praes,idd uari r cul are dceasnivgans .on a squar

0°Sui sque Prsaeoiwdiimma private collection, and no col
the description of itsGBfpupt!|l owndrth&Maown®Oti skbrt h®8i
a monochrome papathnhgdi afgeeyabimoeg Sdalkeurtf:ul ver si
Paintings ,&mO®.Drawings

"Mar k OliverSwibseue eRrasdamadiieumfter a pomade pot, de
hi ghléanfderrewel | t o ISiisx kfeami:l y.aiShae mBjex.canke | Doavwinmgg t h
clue, | have beem laibd.e Therleocane dEwdrRIkiI eixgi $toirng hle
Eaedaaeshightly different in colour and quality, but
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with the Pt | id i mage.

From the source pickteuntetrwesdamreae tthleat
faithfully, though cl oser up, and that he I
adopted a simil alra pTro@wdiriacdd wapp o dd eat a,
Echo of Sir Jionhnt hGhlili®e2tstu.cerxfh.e Aa.dded col our
al tered tAlea nTarrargaithiabvaee.d on t he composition
Gil@erntdt | ust Cauinonsle tliotyledk, M. de Ver boi x,
Champ¢fdms6), publomsdhend iJmubfditdede ti tl e of
Gil@erdindt |l ustration refers to BhiyedepHatdt dgon
but S¥ ckiear tTr,avmadtrshengf al loginvees mame picture
narrative that would have balesno ntoornen efcatnsi |tio
Sicesenmterests in theatrea amavamsatt lrealtii gt el
a popul ar opera based oémnl avhroeswe Imabh yn Alheax aanc
Violetta, a courtesans Nasnamedtutming ra&lms mmi s cC ¢
interested Sickert in his earlier painting:

My purpose in intr odSwdisngg et hRergmke sd adri luine s t
Traviiatto show that, Efnrgd m sthielbiceh odessrc @ @it v e th
with | ayered narasatewiedermnad rley etrleer cteist, | e s

sources in these works, which bridge the b

2Thi s fgsog sofr e mi fiEiisnc eArtc abdfhacEgodos al so half a senten
found t fSeuiphgruees epirmeasnydiGlmssi cal texts, thought it
prose, or el e icnoveelnd iboen.Silckaenr ti ndebt edn tWanrmPg of essot
for noti ciignuyd @ rhee, uasred offor hel p&dngotuad crearldah ifsorwotrhe
Siceseldtate -aémedreegnehassi cal education, as evident i
that he revealectashosabtribncorpmrandon of mythol ogi
Victorian cl assi cal e dQicyampiioann, Dsreecea mhrrsi:s tVd pch eorr i Vilono
Pain1@&8l8,14ondon: 1COoBBsH2 @bl e,

*Unfortunately, Irakeve ktowdvnulbmaEipa vidatcth i on of

The sour clea iTmahgaes acbfaen i denti fied by Rebecca Danie

was made fBlry tthhieey HRoéviecly St . Bo ksEchadesdDani el s,
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4. Dikscoveri mgSilcksetr tnanees ar chi vi

These two paintings did not recerieve much pi
exhibited at the Savile Gallery in 1928. I
reference to t hem,plhansd iSnitceknetritio adniyde hneoatk e t h
el se. It was in 1931, when Sickert had an
col l ectively exhibited, that he Eenxgplliischi t | vy
Echobdereby cam¥Heodbd koownth an exhibitio
Gall eries i nAmMalx HLi9fEDtgil d s tovAEdSkeade s of New
Pai nst ibnyg Ri chard Siwekvbmnygl i dbweRceh doens di spl avy,
and in the accompanying catalogue, rather
Sickert wrote an @aspopuebcdeicst it ihter ovobsu kibn @ cthioe d
4.8, 4.0%9)e. aHes hwrrt paragraph for each of th
Georgi e( B3Bv&IA) f, r ed( 1B5@0MRJel ai dg 1@l4dxt on
1927), JOohALBOTpeepdh Keng§ T1M®adipdvs
Francesc(ol &81a3r6d4e) sttt @dh abetalcal order. His ton
objective, recalling the art S&Nkhisg&ws he hai
appendix is frequently referkEmnhtcecas n memndti sc u:
Si cker f7"Hotwmedviees . schet aesphavednwehy ySi ckert
six illustrators over others, how he becam
were the specific qualities that attracted

these questions withnsefdaremge tthe tVheitori a|

1930s, and their connections with Sickert.
The six illustrators were born in the fir
Meadows, who was born in 1790), and were a

575 Scholars have varied their treatment of the titlEnglish Echogswith some enclosing it in inverted

marks and others italicizing it. In the main text of this thesiglish Echoess italicized to signify its

designation as a complete set of works.

565ji ctserftwul | beexeataytvyd f9 gur es

"The text was first reprinted Diyc Berrtonk da me Hi9t8ilorf.orS

Si ckert :19Pad %4120iBg s
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bel ogngtion a generation of Aartustrsat das ofast h
si xd&Plens .Gl e e &so rboWwhki toen t his generation of il
1897, he notes that while the draughtsmen
as t maierr pcaiunt erparts, they were fairly we
their artworks ediSogd«kaergsi gumisé dhunamtge ¢ dlos .
people who read, wrote, and showed a parti
he may haoppy hadkl Wbobkeas a reference when he
articles, this book does not feature most
appendi x. There are other books, however, |
write @treoepeabanut hi s Esnogulricseh iHe{nua8l7Ted pAtrotriss.t sl
El'l en Creathorne Céoaytaom |iynthracakwgao e nBlgwéreg
wor king on horseback, amdeheari |dedthatto SIS wiel
copied al mos®l woMar f onGHEiesi téd rnya(ndn8 9B Y n c h
there is a halftonguamagr bdcBoweew, iwhitdhh
observed, riefqui $ioige t bbir§ldraetxti.s t o say, Sic
his introductiongitoamshiys <@uildd¢cegawtphhor § hees
to write pPogleins hmakcelh taefst er Bower s and shown
Leicester Gall éAr iPes vax lei IilOvgo2@ h vathile RA

Maj @ésstSyeft1982), which hweagies pridn@ihasbred i n t

We erkespectively. These two periodicals were
Claxton, though Sickert wrot eEcahbommeuste her , t |
after her il lustrations,Landeostner oGalthemsiee:
19 3% |

S%Several writers, including @&lheee sémrx tihdpstea i eordd dRiari rne
which the output of quality il |l uBrnglaitd b nisl Iwmast raat iid
AThe i xiGIs¥kondon: Archibald Constable and Co., Ltd,

'l lTustrators of tuhset rEaitgehdt eSeunr vSeiyx toife st(hred pwolr|kl of 58 |
London: Faber & Gwyer, 1975).

S°wWhi Emgl i sh J4l.l ustration

S0E| | en Creathmglnies IC| Rgfnhanimed oAnr:t iTsitisSIly&giaBr ot her s,

8IM. H. Sopliheel nhid iR wonoggfNew Yor k: The Cals8sPedl2l9 Publ i shi n

2T here are other illustrators that Sickert echoed,
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Sictsettexts on the other il lustrators ar e

artistic taste that he had developed from |

to many satirical periodfc&bks kamtds Salcrkegtt
|l i kely knew Bryan from his theatrical subj
To the translator it seems i mpossible th

note. Was not the windborviad @k fWedd itnlge on S
par adi $ &lecovaerrt i n London for more years t|
pages Eotah athei Allhues tCaapttedbddond Chetl cttl e parg
calMcadns?hiWwheo but Al fred Bryan had the pr
El'l en Terry, dhirl IRanfdoorl pSalCihaurury, for Pe

iThe troardleatsont o Sickert himself. His pas
wel | i nf or@newlo ok @&Bmdgafmol | owed it across dif
Sickert at | emswddioilnpwehde Bramms, and his L
reminiscent of the paragrnafehe dlerldB® 6wWr i tt el
There, Sicke@inmnaprargedf Bryaa, peotfheactt st yl ¢

stood out in therwibkdbaabedabgdt pbapgri mgt gauz
processed wHPRiochemwmmefsol | owed t he wide range
Bryan worked for, including tBrggdd@3Bedi cat e

1939 )Entkichkee 87 20t7 Mo o nshli @23 nd t hveu shioco k
Hal | ,mheamtdi oned in my first chapttdeuegytas wel |

Mor (da@B&6a6nNd RoberlT8®B&IbNees i ncl usi on of two female i
not emyo,r tand points to t he -cfeanctturtyh apte rai onduincbaelr iolfl unsitnr
femal e. Mc Donal d observes that Sickert actively rai
mal e artists. See CiitdrclsetGtier &ieceknearnt :McAD DLlBiafl ed nidn  Ar t
Wal t er ABh & K\&Rrated® g¢M®S ni n,g Maoyst23, 1925, o0opepcimr.ed i n R
This raises the question: Was Sickert arguing that
womenwaandéhe providing a model for his many female f
Lessore and Sylvia Gosse?
BWwal t er NMBh e k&emrtt ,00ThCaarSprea@kmwbher 31, 186G, reprinte:d
ci,t . 107.
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(18690andlthestrated SportillgZgadgamieberamati c
periodicals cost between onefpenewptand si x|
reade®ships.

Most o Bilyastrations are caricatures of
Dickens, and Wil de. These portraits captur
comic act orl 8B.901i6emd mb & giVim.g A Ihyfartre,d kBro ws
every nerve and musi®mTe@oafghhihe Hidi mgtbyelke.
training, Bryan was indeed gifted; he coul

photographs bPEThifgs otmalmemorfyor capt ki hgg che

met hods interested Sickert, as Sickert, in
i mportanceéedprfymmemoarky .al so i mpressed his fel
Beer bohm. Il n 1899, Beerbohm dedicated an e

hilbsol ute knowledge of hot®&etr ahe, mand #ahea
Beerlsohtnext i s t @u mderrd stainnddstcitdat ieafs Barnyda nt h e
of il lustration in gfteheral i sBeer bdshjml ehoug!
little finger than i n @gheammrdrokhau gmbsé meoned |
Hi s profusion hascrbiltiincdse dt otéhhed Be ygeosenaosf maerrti t
that Mr Bryan sti lofF°l waeed, fohehwsi téescGeer
amormg tcritics who did not congli deean Bryan a
forgive him [Sickert] al @ Hios garvtei chliems fealro

article in praise of the marEnfiAklé™red Bryan:

For e xTahnep Gsfem,a c ed ,wavshié6ch was more expenduddg than th

exact price i s Runrkenboswn ,t hbrueleugiegnacnengisdanld ne shi |l I i ng i

1880.

%Joseph Hatton, an®ehbohnstawce(@lcoedfddo!l BHadkwel &n d

1889), 350.

%6See Hroani@wr, Leadi ngd £LaCh aoto nwisttls MT heATémedeBryan,

MagaB{(1lB8&® B85 7

"Wal t er fiBhe koIt DNéhw RAgl@i,® 1 0repr i ntepm. ,RdiltRobi ns,

8Max BeedBoihMor(eeondon: John Lane The Bodley Head, 1

589 b ildbiBg,4

0Geor ge CMonovreer,sati ong Sium rEebyur yTh®t Mentdmi | | Press, 19
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Moo ewnrmday have reflected a general Vview c
painters; yet, for arti gt st allieknet Bdeeesrebrovhend an
a sense, it was nBnhngluing it l|hEatth eSe snkkeirrn g cofu |l tdh
Bryan,hehlmad f avour eldn gloirs hivaeEscahdoeepsr oTbet br e
for year s.

John Gilbert was much better known, both
1930s. A contemporary of -kMiolwlhaiag ,t ilsdisg htGo n ,
became mprHfegihede®i d Watercol our Society in 1
1893PatheMalihtBudgetwed him, commissioning
Sickert to accompany the article. This per:
beginning oéactghueaitnaoa nacret,i satnsd, according to
i nspir atEnogn ifsot oEtdibhenledsa Wbeaween Sickert and
il lus¥ThRitoriss indeed true, as | &®ill show i
historical tklke@mesntepiresed alidccl arified the
Echpesamely, to serve as a form of document

Kenny Meadows was the el dest among the s
Shakespearean il |l us&GHEmgliiosnts sGasrni acGadtau@Gaimp BV €
Humouri sts of thpuNiinehednnitrh &N3 ,urtye recei
el sewWhircelsei mt erest in Meadows stemmed fron
whi ch Meadows was renowned. | haveooHldenti f|
fr®@omn JdJbham wer eThleldlusdeda i@ 5By ramcl udi ng
Favorld&gnhblon Juan é&ond HABdee di scussed in
Notably, though there TWiéeet €uoupt Bridtb Bg riohl u:
only foll oW«<d mMdeaacawswi th the work of the o

®paniel sE&ECh o 2&.6
2Gr aham Eweglriigh ,Cari cat umoiusrtiss tasn do fGrtahpeh iNci nHeut eent h  (

They Il lustrated afdohdoear pSet SdnTileaisc hEiimes Le Bas
3563
8The others are Birket Foster, Hablot K. Brown, Gus

recogni si Sigc kherst swayd eghisl ewarok taepddr téhejardaoimsst hei toit dler s
K Mo
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Mead®ws | |l ustrathanacta®ee stptkecdadal i sed i n por
is a strong sense of space in his works, a
foregnd and fbidgc. K6 odwskaeiod this il lustration
fi4dg.)l1 From his early career, Sickert had d
shown by his many works condamadtasgl fwglul e
| atpltoelghei § H9BiM4gO9)Bso he may have been inter
Mead@&wown treat ment of spadpeuf fAyn oftdhee asmd i

strai got BMe@wddwdHUhessour cef idg2dl ufsdamr@mSii okie r(t

Her Serexng iMgBlghnfeor i nstance, shows a femal
rendered in highly summative, acute, and c
affectionate, mechanical, an® ilrorei ¢ hfeael i

paintings, $owbead Bahguenf bhluence of Meadow:
faces and concise cont ouawse no fF f tilhaev gf@ egnuirne s |
Lady wi t(hl1 9A3i2dgatyhpdrad LO@9MBi24Q51. I n this way,
Sickert was notalbnsybkeemnhs onntdleadatpiints, I
understanding of theatre and celebrity cul
their methods to reveal character. Sickert
fpbr obéabkgt known Iny hifs Birfoans t dwa lttihght f ul br
flippant and inspired vulgarity et wias f it
possibly this flippancy and vulgarity that
vi ewed t he olhd aielsltuihsettriat ipoontse nwiita l

Sickert may also have wished to suggest t
fheow deas were to be found in the work of ol
Sickert had publicly criticiseuwsthe Futuri.
representations of successi veffpirmpmoetsisvieosns |
(Si &k etretr m for old artists), who would repr

person in t®eh@aimenddta veaesti oned included Tl

%4Si mon HobefBictionary of 19th C8onffiohykBrThéesAnBiogke

Collectors Club, 1998), 226.

SWal t er fiBh & kfedteywinhe FTh-€ai 6 Eingl i sh Reviéwl1912, reprir
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even his own gr atdeatdiBevsne cah apnriicnatl markeenrd.er i n
female figure Iis reminiscent of the much | .
Vorticists), as woh&Vvi K&l ladhiAReph e rRtsb er t s

di st ofr ttihoen foi gures Hnakes amhlemesbhainptcal ¢ anc
shared exaggeration and lainde INde aaldorntwkss u dlen i n
addition, in the second chapter, | have sh

anlda FaMdrei tpai nti ng nimdweordihieletr u Meaabevd By r c

I n this case, by writing about Meadows, Si
rescuing illustrators from obscurity, he wi
193%s .

As for Francedgddca sSdrsgeg he most enigmati c
found no record of him in extant dictionar
a George Frdddididé#d) Gmapgkent arti dtonwllon wor ke
Jourfraolm 18418l lansdt rtaht e d r b nn>E @16 ON.e wSar gent
married Rosa Francesca Narcissa Al feres, a
his senior, and their son George Frederick
183%T.he son, uBualéwenwbSad! so a portraitis
group painter, and worked for his father i

advertisement i n tohtehPeapt i6Bihed gdadh8 5 7s he dnigt i o |

Robiomps, c3Q@5.

56| b i3d0i3,

't is worth considering Sickertdés practice in |ig
masterds wor ks, as exempl i f iOendga Waorkshbgs.eAccordingxoh i bi t i on
Richard Howells, Roger Fry and other members copied and translated old master paintings to
demonstrate that their formalist principles could be found across various periods and genres. Richard

Howel I s, fACopi:esRagar tRrayn,s | @ltd oNass t e Mhe Britishd\rt t he Omeg
Journal16, no. 1 (2015): 4B7. Sickert may have been aware of this approach and inspired to similarly

derive nourishment frorhis old masters.

Rodney KDi cEtnigemar y omfd \Eincgtroawmearns oW eetHe &hadwyt&85) ,
229. See al sfiPeAhddewaKi PRgaceks8alBBE8PBON Dors slqur nal
University of London, 2000), 144.

¥fFreder i oolr Sahttdtepnst:,/ / art uk. or d/rkidteBBVEeladd9cPe £ S sd s/ sar

November 15, 202 3.
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trade periodical , &retareaad s t he Sargent f ami|l

G. F. SARGENT [the father], Designer and
inform his Patrons and Publishers that h
14, Beaufort Buildings, Strand, to 4, Br
wi || be happy rt oalrleckeiinvdes oorfd eBroso kf cor Per i

Portraits taken and drawn on® he wood by

Sickert may wel |l have confused George Fr e
Sar g%Actc.cording to Andrew Koyegd d&s &n Shargemn
by George Stiflionddbdrenil eudP@Fr8o noft htahe year, G
Sargent produced a great rnwmddern afodigingarned |
coll aborated ®#lin hhiJohappgGen dbes,tSargkett asntt
coll aborator of Gorway (théopsewnddwoymnadhn
it is possible that SickerbLonddeedadtuadthbhbwe
confused his name with that boéwhobssone Thi
periodical illustrators could be, since th

't is evident that Sickert echoed these i
portrayed, as well as for the setyldstdi nofgu:
randomly select his source materials; rath
obvious: to promote these unknown artists.
illTustrators is revealed in a |letter of 19:

Leiester Gall er iBag toesf aamnjoltOhHdefr)hBéuodse i, cest er A

60T he PubQiirschelras4n7¢d. 8 57 8.2

0lThis assumptifmti Dedd@csée uismw itome in the debate over
EchMargate i n t hel9T30nles oFehaTa rSQixekEa t o évka? glast el ti n t he
Ti me oBP?Adwr nedKebruary 7, 2017,

https:// www. artuk. or g/ ar t-tdhed reedstii cvkeetratosshtaur sgsaitoen s/ di s ¢

i 4 htei m& ur ner, accessed April 13, 2023.
62Ki ng, flPeRlimdes,ad 146.
803 bi d.
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Gallery (in Leicestershire). Sickert wrote

The design would have remained buried fo
transl ate iétl insmfadaspaantdesgre to do a |
sending the younger painters to rifle th

i nspi®ati on.

These names were indeed buried. The 1890-:s
magazines and all ki ndarcef tpraitntwsa,s a cltaomanp ai
the review and document at i nb oodk iitnst rpordeuccuers
il lustrators of the sixties, including Fr e
Her komer. Ther e ardedualesna Htetpek osntecri, a IL urkesa IFii 9 1
Frank whol Iwere famous forlltlhestrr attdd storadorm
andGrla@hiTheir works sold in | arge numbers
to educated peopl a.l |Alslt roaftb @rdsedre awmedr lel uas ttri asti
main focus was painting. There were al so si
more exclusively with graphic media, as Whi
works from the sixties nbdy BA%awkiscekp h &R euni rkeslhla
1895 Moodoekr n | lall s®t c@ammemt s obbooke i ssuesdtrat
during the B38@Q etshhaltn pti8hWdse f o rognoet tdeany wboer k s
strivemolflogc thayecBe hb iceenatt ShHomwmgesw,hi | e wr i tings

on the graphic art of tthhee sriexctoiredss eonfie rtgheeds e

al so rhafelrekaitmleay art coll ectors reg-ularly def
Raphaelite illustrations,frcamd ithlgemut t he |
separPartheel yf.i ve il lustrators that Sickert ec

64Wal t er SickertS, ckieatted Pian nBdmagR,. aBédrODmawicgagis red t
from the Leicestershire Museums, Art Galleries and

5Whi Emgl i sh J4l.l ustration

606 Joseph PennelModen lllustration (London: George Bell & Sons, 1895), 88.

Paul Gdledgmaad, Decoration: The I |l(Nswr@dstolnes, oDE:Joda

Knol | 2P®&g2ss,
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overshadowsdpbgrohesehi s sense, Sickert ma)

propose another group of artistsmpeselected

wi t h tdhoec mmeednt ed soci al reali sts, l dyl I i c s
sixties, as well as to show how the devel o
back to the old illustrators. Fwa tt ihenm mofr e,
his work for the |ittle magazines in the 1.
replicating art according to his own crite.]

't i s thus essé&migil als ha réec,d o mixte soshesst.c e ,h e
i neth890s, Sickert was concerned with the |
Al t hough there had been print eaxnhihbittei ons |
art, Sickert had been Idni s1s9a2t3i,s fiine dh iwsi trhe vtihe
Taexhi bition of woodcuts from t-hedsi xties,

white illfimeunaedontramed, glazed and hung |

gallery, with a cat aoi®lgué hoTlgihs itdHhaa mbder

di splatyed stone il lustrations from the letter
comprehendf®Bhekemagabso criticised the ina
il lustrations, writing that
tekxkaoks, galleries and | ibr arsi eandmust of
periods. It is the affair of criticismt

rightly useiwowcht p howibxcdBletsa.svhen a critic

of the il | dGsitxrtateisonsasofi ft tehey for med a
criictal l' y. GCteentahsl gr ninmree of these il ust
obscurityob$cthe efltenf¥ns they illustrat

Sickert reveals that despite the move to

68Wa |l t er MBd ceakuetrst ®if x tt ihes o8urt hegfadneMbargcah 1923, repri
i n Robpi.nsc458.
609 pi d.
6101 b 4 & B 9
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the 1920s, theee constcusmsvewerand missed -
the il lustrations. Hi s opinion suggests th;
would not simply display them asaniwngl e i m;
condektt he oerxitgicnoaull dc addretd de& trese¢mpleadsi se t
i ndividual <character of each work within a

understanding. This r al sest DHéawtaid o iBey)nij ami of

refermltothat is thagismidMasgyp|l ®clioloar $t si ncl
Daniels, regard the periodical Il Tustrati ol
or aura. But in fact, at | east in a single

i mpossible to tellregnmodruicdii maal biemage ef re@m h:
from the same bl o&gk.crlinitchils diesrcoe,erSi oert:
il lustrations r effihetmass pamtanacme mygt dmdidndg fefr
preservation of dédei gosrcandl hustaaddi binen

to them, adsai Araheatlasediodid sv evraiyng@ft hese bu

names, giving them a renewed context.
In addition, for Sickert to copy rold il
than to use machines, comes fiwbokeofol whati:!

the age of mech@Si ckeldbe@errodwmcttihars. i nstanc

English tradition. | AEdnegel di, s hhoilse ssi orluteeemet | on  t
oveonked, and should be considered part of
its French counterpart, espe®iaaWmgtignygen t |

in 1971, Denys Sutton cobasmedet hatti gouheg B
the power of French awtoubitnawmguraat ed ka op e rci

the nati%€oundedtianl1885, the NEAC bore wi

me mbers were highly influenced by French al
Englairgh sts. However, while he absorbed con
61Benj amin, AThe Work of Art in the Age of Mechanica
62 awrence Liang, ACopies Without Originals: The Wor

Re pr od uMarg:iAdMagazine of Ar69, no. 3 (2018), 434.

3Denys Buit olsShPl0B & ol umbus: The Col umbukld Gallery of
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his art grew from English @GuhbtienaAsi Bemi

(or 1 dentities) fifslhooautlidn gb es icgonnisfiideerr,eda ah ol di
and conflicting exprée@EnigonsdghofesEngl i shness
cosmopol®Yeatnitshme) .Engl i shness he insisted on

but was related to hlins pvaireewsc uodnart,h ehinsatvu  reew
draught smenawtiret $ hwas emdt new. Thus for hi
draught sman represented the origin of pain:
competefiveodaht t hkat he did not appreciate,
t heen gl i s hs eEciheose® tsh eSmctk etrd est abl i sh a cul tu

combination with his acknowledged artistic

Notably, the al most entirely faithful pre
il lustrations by Sickert, withhanl goal gl i gl
be | i kened to phot cqrgd p lksyha rEcohnobehsi s magéeé € no f
reality, but i mages of | mage $s. I n this way,

documentation that ha-di betaenhbocegtaerpcei |

t henventi on of photography. For example, 1in
photographic documentation of aPfiThworks by
photographic collection of the Victoria anit
numberhooupshebobh ogr aphs dating from its time a
Museum, produced in akcpobaogeofWwi dbhctumenmul
per manent coll ecti orf®lamdie @ d,mptohea rd/o ewrae ti dr
photographs, theimenaobriyl iotfy tthoe ppraesste ravned trheec
of an event, and their role as evocative Vv

formation of these photographic archives.

Systematic visual documentation al so pr oy

64Ro bifWwasl,t er Sickert aon47the Language of Art,

5Carly ol llieet,i ng Raphael niet eRepptho Ceattiuary :i Mhtehd& oNi
Princes ARdbmhdel Coll ection and blourEmall yofl mphe t Hiosnt «
Coll e25i ®@B8PB2i36

6%Ant hony fBlaimbeéir ng -Qeinnteutreye nPthnot ogr aphKenBesguooes: T

Museum and Wi |dViiesm aB| Ropls B¢@nOel,dSiF 3
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i mages, gamdp hpltotreproductions of artworks w
art history. I'n 1913, (th&Y Boels)t mibd it shiean t Riec
arhti st orical resource Fod oMMambsymge Athl de IA
anot her ex anspoluer coef, sWacrhbuar gr eand his coll eag
group photographs of hi dti4@)l.calln atrhtiwso rlkisg ht
mi ght we uEkEdgt s shansEcahlopeasi nt erl y archive in
Photographi c doncdueneedn tcaattiaehny soefd rabrotehi at udy a

art maki ngEnagliiksehr egbchheoseesnt narrati ves of Vi ct

weaving social and historical references i
of archives, artiisvisl deag anf thi atsesruimen ¢ her pa
could participate directly in the writing
ephemera into galleries, they bestowed exh
4.1.2 Sources for i1l lustrations:
Haviommsicdered the identity of the six ill us
Sickert found and acquired his source i mag
periodical ar chi vtehsr,e el phraeswe ofuosu nyd utnwkennotwyn i

which Siedkerpgulplaiisshed in different periodic
|l iterary magazines and theiasuoie dtbhmaminhol og]
Jourlnoandon ,TSholelil eutsyt r Otnecce By nafeedk It thet r at ed

London®"Newe tohe il lustrators mentioned by S
publications, Alfred Bryan being the excepi

Sickert himself may have been a regul ar s

7T hleei surwvwasHoture main publication withiBn which Sick
illustrations. The magazine was DPp&aHa itshhed9 by, tadared Ra
to provide instruction and recreation for families.
Leisur,e cthonurri buting to the frontispiece illustratic

i nteresitleldudgtnr athieons showing theatric@dmmerl ati ons b
LightnmadéAnafUneerx pect @ldh eRelndepanltdéx ra fEtnebrar r as&8i ng Mo men

ankouselée eNdjpeacdee AMAheelrntdoducti on.
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|l i kely acquired second handftbm wkrghehely
took his <SBRarcRe s tihamgerst.i ons that it was dif
t hheei sur,eomdaoamn , Goacd egoyyWeQatkiev ar t hé° 1920s.

Nevertheless, these publicationse were col I
amongst Victorian women, for example, who
il lustrations. Gleeson White describes the
illustrations were collectedpTwiitsh nparninnetrs
of <cog Ineacttcihnes a col l ection of prints held
the University College of Wales). I n 1924,

University @oIlAretgse aonfd Warl &fst s Museum, pur ch
wooeedngr aveadiiolnlsudtrrom Vi ctorian periodicals
Auctioneer s, Leicester Square. These amouni
systematically removed from fiEhehlteeadi ng il |

Si x4 Eeasch print ciag dlhowmrtdgd oomn whi ch the tit

periodical are printed manually. Among t he:
sevé&capesncluding illustrations by John Gi |
Geor gi nd&*®?TBoiwercso.l | ehat onheholwd il lustration
were seen and |l oved -bgc preemptl &d ialnldu g thraat d rhg
nonet heless followed by enthusiasts. It wa.

Sickert Eohme8echha cdldlexd ieoxmplweoiun how Sic
know the names of his source illustrators
Sc hodtatresn d isnogu rtcoe Binhpdf i ¢ heB/ceh ceemsp hasi sed t h

distinct i magery and |Inaursrtrerdaitesivessn so fl thesl ipeewe

618 He at one point meions having acquired a print book by Karl Robert from a colourman. Sickert,

AThe Future of Eopgit,838.i ng, 6 in Robins,

6°Reild,l ustrators of 8&8he Eighteen Sixties

820Whi Emgl i sh J7.l ustrati on

6213161 |l ustrat or,Aberfydhwynig8dmasipty / museum=-aber. ac. uk/ co
illustrators1860s.php, accessed October 26, 2021.
2These include t@re Ko dda$ aowaygcees [ALofPtrd rv aB cew evri 2]w

[ Aft er ,aBnaweecrosnNd cour spaf Deii died eCd tlarxd on] .
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is crucial to regard them as material c¢omm
the source ofSuihseq ueea rfritebssti deocthoou,r ed pot | i d
4.4) that may have inspiired Si%®kWetritatioonsp]
t he -Bhwitikt e periodical illustrations, the
magps oduced commodity with a worl dwide reac
to promote the periodi ctale iemaagmpsl ea so fc otl bau rp
prints?

With the invention of transfer printing,
in Victorian Britain. Transfer colour print
and then applied to ced aln8i6¢cO pbryi nptoitntge rbye tcwoen
such as Pratt, KMTrhteonf,i ramdofDaFvemp Rr.t .Pr at t ,
AEmbar ki ng dwars tflbenBEaegdt in 1818 by Felix anc
specialispdi nheeénfaimglres in mounidedtedrtheri
application of transf ®&Thger iPmfaitng brotmetr sl it
patent on an i mproved process of manufact ul
the work of Jesse Austin, theewirsedtaand el
met hod -qoufalhiitggh under gl aze printinfgAsf mul ti
AEmbar ki ng olemohbher Bases, the result is noth
painting reproduced in chromol iitehoygrodphy.

i magery to be vividly printed in pottery al
commodities (such GGsgrtmdade)t, c3hakre amaa rbeearmn

Cri mea(mBmibaarr ki ng cbeltohhge Easthis theme), bi

22For a desceaxgowmnt ohi df fthe which SickkbetPpaceaeted, se
Guide to Pot Lids and Other UWdedigl iadge MuAntiicpue®uCo
Club Ltd, 1991), 126.

22Ppaul Att @rebuHiyst erdy(,lodn Pomr:c e®radins, 1982), 175.
5Sef. & R. Pra@aBtrti t& stho .Mulstedum ( website)

https:// www. britishmuseum.org/collection/term/ Bl OG2
26Austin made watercolour deasi gcrosp per pdaapers, bvehfiocrhe hpe
onfiPoot t eroy hat ssvoe |l d t hen be transferred to the ware
five times to achieve mul ti g et ecoolmiuguwe, Fsoere a\h& A n(tw

httpbetttcohs. vam. ac -pu katuet-teend sCe8/0,6 2a/ chcreesasde d December
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Brtii sh and European | andmarks, and painting
al so common sources for pot | id prints, an
the products themselves, becoming the ear]l |

Tranefemics had served both wutilitarian &
inception, with everyday pot | ids and art:i:
Felix Pratt received a medal for the print.

Ex hi b4 Thieomp.opul arity of Prattwares endured,

in 1897 and specialist a®®DOuroinnsg otfh er eMiactteodr
collectibles craze of the 1930s, printed p
Puniclhl wstsr.atCiol | ectors particuladsgly prized
signature, for his exceptional skKPII in cr .
Sickert |ikely had suclbuaspgot IPraepdo daamd -

aware ofende ofr evaallour prints and the burge
popul arity of colour images and their acco
Sickert to -aouwliutre tdiree 9.l alttke cat al ogue of t
Gall eries exhg bs eldmolgil srhe pgcohdobeosun (fi gs. 4.
4.9), suggests that the highlight of these
|l id design also reveals that Sickert was i
or kit sahg,edadg hhkee pbrriint ed mass object and th
printmaking. This eclecticism under mined c
his democratic view of the role of art.

I ndeed, Roger&Fmuyenwotfecdveirgkamti onbjienct s,
1919, hAet henaeausm an example of an artist who

of ot herwise unnoticed items. He writes:

Objects of the most despised periods, or

627St anl ey MvheFiSsbery, @do uPrtariyt, 6L\VlaBrga29 b 2 1 V789
628 pi d.
69See the entries on Prattware oaunsiieh,d e¥iset duisana i n C

Coll@@ctHandbhoakKon: Geor d®9yYB4aln.B and Sons,
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with the most vuligdarn oammrsd mapulbei e idds da
it happened that while the man of cultur
that art ended with the brothers Adam, M
getting hold of stuffed higdseandawmaxof
tones and colours. Andemdowrt we |l dolblee kthmrc
Mr. S c#eot to buy the treasures at twen

for %hem.

Fr&/y main aim here is to poknowlyedbgekert a
Si csectreative vision of turning the practd.i
t hat Sickert had paid attention to practi c:
before hEnglhideht Helwee 3 , a iStt@k eivtemr yday war e
focused not only on their aesthetic value,
l'ife and&at ordine ild@tBiussrtli nnpgt sme WG w,z k a e t
prai sed Renoir as a sketapheare,nta tidarshbwpt tiansg al
pai odrerexperience that fmbkomadcd bBkmreesaohi e
the mini muomi mfc eme éigmdaink € odohhe @iitla pai nti ng, e
touch and decision was here carevotalhpl epna
the order J&¥®Sihdkse rotpemearttiiomns that he has tw
fpainted in a violetish monochrome of tone

ent ombment and the ot herawhd &dooibmaweare safl i ng

eagdlctures can | ook c¥begvas hoamd ®Biys a@r od @I
painted cer amigc atitlerst,i camdt dSiprkeatti cal war e
the presence of these i maBegloeht BEemoeblot al

Suisque Prasgaeyumenochrome work taken fro

630F r §T,h e Msr tVii &stihen ,At h e nlagd 9 rh599i9 5

Blwal t er S ekelh tArt of t WBuNI neyeentIMangea nli92e2y,, repr i
i n Roobpi.ndgiatl.

621 bid. , 436.

) bid., 436.
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Was Sickert paying tribute to these master:
expressing the view that an accomplished m
superior anedmummhefs@ame year that Sickert me
mentioned his possession of a handkerchief
it, and considered that with its fioomanti c

which peoplkreihmveo ¢ D winhowi bl happealdl yeat hbhe

well as®®lmn toteneal dvords, the i mages on thes
their nature as commodities, attracted Sicl
the |Iines of such objects.

4. 2 SHampkerotpri ation: the past of

fpr esoefntt he past

The preceding discussion reveals how Sickel
names of the old illustrators, whhat was he
was he seeking to transmit to the 1930s? ||
consistently employs faded camaieu to crea:
t heec hoebkndeed, this aligns with his stated

of his exlEchiateéisotnh edrfBeaeaheal | feirdy8)li, n wh®3 2 he

borrows a | yrLiecs fCGeonmiJéaVvh el rageest ta &a drcormea nlees q u e
pittod®snguea.ct, both of the Wohbhesexhibited

geemr al , revolve around romanti c %%€lubtjheecnt s, a
in the foll owing argue how Sickert <creates
6%wWal ter Sickert, AChil dr ends MomisgtPestDecember28,. Cott on F

1927, in Robinspp. cit, 563 64.

65Sji ckert states thaGitdils®FtampECoaldli bmbiteeiotopgies a
in fact fLesm CapthgpPitdhmegessame composer. Here | specul
adopt Giomgfolf @falyar ef I®@ctoBcepEBctlbhasotiouhkbes, or twins,
ol d at dbwostared hi s fascination with doubllhiimsg issnd si mt
becaQisefilr®@fsl atself a story about pretence and i den
who give their&neameketo the opera

S6RENgl i eBVECch@r i an AdTthies tSsc,oR ésprhi al 3822
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from the visual characteristics and the us:
not only ftEcoMBbutsi algée in a series of paintin
careesseerTihal i sddspasatihg relationship betw
present .

Exhi bited-Aartt tChael |Beerlaye xi( 1l 9B 249.91 ig® oal
example ®@fpiScckueesque and romantic subject
nostalgic sentiment. Bak&%9 odng havidregi gn o
Embarr assiof g4rMo, metnhteem s ur, 8h ¢l oedryrlelst i ng
colourtsahemerts viewers to an idyllic and
emotion with strong connotations of war mth
bygone Edwardian era was of t%%hhidepicted as
met eorol ogicrmlinltlhues i g@lnowisng beu mhrdegrltibaick s r c
horcsaer ri age passing by, and the sunburnt f a
this reality effect of the weather.

This colour scheme, characterised by subc
chsoen theme of a rural | andscape, since it
narrati vedesoifgmnrdaegphiicct i ons of | andscapes du
such as the series of British |l andscape po.
gramgh designer active fr dgm ptohset elr9 3dOess itgon st haer
jackets, printed by his family publishing
much coll®@cwedksCaolk distinctive for their
Englliamlkdscapes. The book jacket tshat he des
noveenlgl i sh Vill 4dd&8i4dg.DX sthaorMsethds s si gnatur e
scheme, which creates a feeling of space a
the foregoppuntieepveture at each side, reca

| andscape paintings, where trees would fra

8’Davi d Jarhes ,Leegda.c,i es of Moderni sm: Historicising P
(Cambridge: CambridgebBni3vBa/ndi pgsPrmss, 2011),
https:// ebqgakesént ealolopkis//yroerakd e r . a catcicemsceadc IAg&GT 3 5@,

2022.
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di stance. The dark trees contrast with the

executed jnwdbahkbtaoksdelineating shadow a
background) added to the |it parts. Though
in similar hues to achieve an overall har mi
t hroughout, weistehnteeadc hi no btjweoc tt opnres i n order

treatment of col ouThanHddwhpearcee tihse aflosroe gsreoeunn
occupied by the two figures and their shad
tones in the background.

Studi eowmavdatshdesaturated col & r evokes
This was already intuitived ydeamidgemr stthoeodr yi nw
available to be ¥Bdessftdeédacd|l apphki endy al
faded qualiwuy onfayolad spr bet ®« besponse to co

and the nosTthad ghidy hetf fneoctt boef so strong had i

earlier, |l ooser style of brushwork and dar |
elim nates dienal | engifEathipegd it owi migs mor e r oo
the i magination while conveying the feelin
rest¥rrids is partially true, as iconographi

identi f iExhloeHiomwetvied& ai r tt osc-amwhairtee bd earc k

wor ks with coloured paintings in terms of 1
so in different ways. Thus, rather than sa:
better to say thadas ha&ndexgatatcarsnd hefm filnato @a
sense of order and add to the joy of viewi:
comprehended visually (with fewer descript:
to naivety and tihe daxd dofmiwirewiorsgn. e mMthanc e s

nostalgi a, since beauti ful things (here, t|

838Christoph Witzel, Tim Wi | dlshceh uGo,| oaunrdobd a m\sotasdt natd ifgni ea , S
Vis2bnh no. 9 (2021): 2714.

6¥%Fry theory of thedemotgnonalo! @elue mbreti mgofamong these,
ti me.

6405e | iMart er i alo8 Memor vy,
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peopl e, and the pleasingThye iilnstyedlilsitgiinbcltel vvei
amid the overwhel mrngnoaedubateeworbkanaeepa
described as progressively abstract, thus
progression from realism to abstraction. Ye
abstraction, or awsardenfeisnsi toifo nd)e,s iwans (doenv eFlro
aid in producing this nostalgic I mpression

Nostalgia is the alter ego mds trmoagtewrrnn t y.
home)alagnldongi ngfj onme ags f@ar a home that no |

neer e®XRilant éob.tésh aCrododSipcikcetrutr es, t his place i

vill age, whi ch, in industrial Britain, is
urban environment. I n a sense,Theend mmpdy i nt
trems of a general wurban/rural binary.

However, the sDhie cleedmpinigesavad ngpedi fic refe
nostalgic nar Matei ma,ydds ¢ usu dogvens Srseartoaryt. The
engravi magiAn GE mibamrnt asa&iilnlge sMobEreinzta b etish Hel y W
ficGolodhen Hill s; Or Single Influence: A Tal
(1859), which waed sputeh iHbdug dFWanllB8HB@ . wove t he
|l ife story of her protagomiest & eianttua itnlge dhait:
pertaining to population shifts and polici
rooted in re@®lihiaegsorgti 6n|l bemeanwhil e, depi
figure i sofffr obmacak gweolund, ,amhd ntahe aftempltes hi @
as they go for a walk, since marrying woul
amid famine. This plot &schapbedsjinashpubl |
t hLee i s ur:@l hio WBrh a d oawn i@ a s rsBeraif g h t &%T hDea ytsi.t | e s

are metaphors for the promise fafl beheee ti

4lSvet | anlaheBoRut,ur e( Né wN¥st lal gBasi ¢ Books, 2001), 7.
62AR i b a nihil s, k iRd vbrb oansiassm,a n-ceat aeaepyt mov eartenal iocfs pionor

Il reland, whose members sought to act against | andl o
mi serable | iofi mpsdcorhcirtmeonss and rural workers.

43T he issbd8hdfOpMby i shed twwe Tthapitens of Wal sh
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storms are but the her@&“4&isl boefr tc Ive asru aw e astehse |
of these metaphors byl sghtibnhbgather éagesea
Sickert accordingly retains the shadow, an:t
The carriage in the background reinforces
setting contrasts with nteh e atnrda vomad tyi owhheins tt dch
has been passed can one | ook back on this |

Sickert was indeed interested in the subj
subsequent pol i ti cdatlh ea nldr idsedn oegani@agprdik tepdiosnh i f t
He al so maldree eEtcontldesesrstthe subject of migratio
Exhibi Tde widtythh e 1Mr3t2s BGaalulxewaE ma xglhr iamit tsi aan
Me |l bo(ulrnfei249g.22, an i nexpdsd cabd arhgpa é mMaigeg c e
i s G| béeft tiSketadhHh eosn of 0 I[Emi Dt e@n Y(o HLa FH2R2:,
print éeeiisnurien Howgust 1852. I n the same yea
subjlgdts,h Migrants Lamdi2dy.d)2,a twhdeclhaowmadn ® n
anot her it hLeed tsrua,teii difbr@idgr ant s Landi ng at Mel
(186i44g.52%1 n 1He3a5l,t h and Wealt h(193%,i §i.rst Au
462 was exhi bi-Aretds aGa It lheer yB@® abuaksl euds toma tGiolnb e r
iSket ches ofdlEImi gT lae( t1ASSi2igw@a, pr t hleee ds uirne
Hourmn 1852.

The source illustrations of these three
i ssues and illustrate diffeanerptbabsetdi onst hl
l rish Famine and emigration of the 1850s,

not known whether Sickert knew the original

may either have had the issiurgl ¢ ochtanpi eoe ¢
from print shops. Nonet hel ess, Sickert may
narrate Il rish histadlrrywtsomohel easgi®@iahcei hé e:
64E|l i zhbelel yiGWaldeme Hi I | s; Or Single Influence: A Tal
Famiohbe Lei suMalysHsr.5

However, | have been unabller itooh tMiagrea mtny learhd ibnd i @

Mel bo(l®B2) .
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AEmi grants LandoTrhge dthrMel scoufeesnt emd me et
the journey of emigration, including voyag:
attitudes towhutderehpresmpgbbgtants Landing
Mel bo(lr4g42 seems to be the | east esroim sing
the foreground, one covers her face with h.
| ooks up to the man at the cent® ef utwhmoe s ee:

This scene accords with the text of the f i

men, womemn, dameech sweltered together by tF
| ong ni-ghmmern®e r& vain search on the com
accommodation. Crowds |l ay stretched on t
wandered the streets tghe dmiglsti otnh rfauwgrh ,| c
house t-bobedgidkRgmumaless once in the | and th
tempted to |l eave behind them, in company
l anded from Hbéuemi geaptesbBiyp to their e
protresgct ®r sunk exhausted on the piles of

bank of®%% he river.

Sickert emphawsncerst gaihret f igghuawets t hii r exi |

attention to the female figure whao | ooks u
with a carmine shawl. The posture of the wi
biblical paintings, and &hktacedandnhands o
reinforces this mournful tone. The overall
Thdyl Ithe figures are contoured in muted co

i's not so clear.
However, from the other tMotpaiGalilegy, ewk
can see that Sickert abdopd iwiBsmegirsamatshow t |

Mel bo(ir49.22, t hough the emigrants are stil!]l

86fF r ank :L aAynt cAru st dTahlei alnel DSt uoiBapl 8 5342. 3
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in their peaceful state of mind; they do n
anticipation, | ooking into the dea srteaandcse, Ww|
a book with his daughter in whaldealmolhint s t

and Wealth. The¢ife2,stmedaunswihriél eneosss B @ kies it n

depiction of Ilrish migration. Hes cuapptures
the child, symbolising hope for the future
l uggage, ready to start a new | ife. Compar
paintings, where no col ouHe a(lotrh ocamnlsly Weean tt aht |
composed of more emphatic, contrasting ton
are more rounded: the man holding the baby
suggest volume, showing oEVYehywheobusthangi
gl isttwart h small strokes of white paint.

I ndeed, most English artistic depictions

point directly to the uncertainty of the f
present, as can be6&GAreelnr il FBf®iMEd)2ii akd Gooda |
George Fr &gder s b (WaSihiiOd )2 . I n comparnisfqion, eve
Mi grants Landiseg@ mat oddati mMisa ate t hese emigr art
|l anded and escaped fr amttitimehavipnmg vdabjusstl e o
fie mi g otao t bsefimio gned@t nhtuss, suggest i dnge wif bau npdr steangen

of belonging.

Looking back on good times is indeed nost
recal |l positive experoinersce sl haenditsda ofrarcgdt n;
l reland also i®Gtersesomnal wimemo$iielser particu
grandmot her, who, as an Irish dancer, mi gr

Sicsemio®'ke. scatteredoimlasmosai onef tbalsl &«

per sonal me mor i es.
However, my perspective @ohuokdfrost d&lr @imc
Bar®nsuggestion that it merely indicates tfF

647See SwWwdlttoemr, Si cker tl:4 ;A aBoigo.gRodbptidys ,
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Rat her, Il wi sh to emphadigd e tbheato nelse ptolsesmeb
Sicserttecovery Tdhfe wlodiricmagdd .ustlreaitsiuornes by C
Houwrr e t hemsel ves gener aelxiissetdi nigmafgoersmu | maaed.e ¢
knownidasca ple of RedmbemrmstofanmamRudrenand

temper®@de nwas al so infGuaoadedmby Regoaoydsac
which art should portray a generalised con:
to study the a*Gi bbhethei 9l domasdienaed t beba)
principles, and, for Victofoilddashoamdedces, |
fceen for ofandeedmes hi-sepgetail tiit yn oifs sa&td fri bu
j ob as a periodical illustriangogrswhgohwor ked

alterations to existing imagery. For exampl

Si csEmitgr ant s &tigMR|l dmdishe Mi grants Landing

Mel bo(irdg42 are similar in terms of posture
groupkhey are also reminiscent of biblical
emotions through bodily gestures. Thus, th

servedpas afoamemortry,d by contemporary criti

extraecnt itrhg sf rgoener ali sed i mager y®'t hat itsel
|l ndeed, in 19f#7,t heheprpoacilnaieme dbo:e taught to
universal and®mowsbEdgth®dénst mgelstes are not | ma

-

eal ity, bsutofr atttheeri mangpeggeof memor y.

However, the contrast bet ween the seri ous

—+

reat ment of the pictures creates a sense

somet hing has been forgott ener elnhte sper otshpreecet s

—h

or the Ilives of Irish emigrants foll owing

648Spi ke Bucklow andSiSmallghiwoGdcbekt: edrt and | magi na
(London: Lasd BQIphri l1l57.

649 bi d. , 160.

50iSoci ety of Pai nbdleudy Mait 8WN#G2er Col our s,

SlfEng!l i s hoTE ¢ b tveaBt,9 3812.2

2Wal t er Sickert, Thé&TinlesDscermbard®8, 19ATeprirded in Robinsgp. cit,

564.
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to deter @i naet tSitcukdeer tt o one of the most deci
Sickert sympathetic to thedpoBmglsthad what
relations? His paintings do not provide a
Critics from the 1930s down to our own ti m
Ssubject, have been umapbkitotakmmth@damen oSi
remark on his use of colour.

One reason for this can be explained by t
trans!| at inmma&icthk st hen mdiret age, as discussed 1in
reacowml|tdh e&te vi ewer s c darmn oti edve dihdee ewtpeati meri n
paintings or as modern paintings. Their fai
sense of whimsy, suggesting an art of deca
painting, devel oped fronmybiabnd ccahla nsptioorneeds b

French academy as the highest form of pain:

t heatre t o c odnivdeayc tmocraalll yv.alWheisl e, i n the 19
emi gration could align wihb,tBeckenveanppon:
his art as a mere historical reminder. His
interpretation, since he only confirms the

Rat her than possestshiemmg as hsopud cdiE fgvle¢ s eegaanridn ¢
Echmesely as expressions of a gener al nost
the sense of wurbanisation), or as reacti on:
or to the trauma of the Great War® dowsul d
not evaluate historical events, does not m

Writing in 19ibhe lbhesassnetthodt mdt teaching h

backwards, from things seen a@&WHdometmeimber ed.
perspective, the key to approaching the pa:
What Sickert chose to paint, or echo, is t|
present day. l ndeed, the 1 rish 1s9u3b2.ecltn i t s ¢

addition to therlidadng hhirsetlartyy omfs , | rtihseh ni net

53Wa Irt eSi Fkae rhte,r s 0AmMtd ,SoAWst,® LOrepri ntem. ,RdiltRobi ns,
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ri se of new tensions in the relationship b
the I rish independence movememtn®l Sickert e:
striving for nationhood. Several proposal s
governing powers to |Ireland, were introduc:
the I rish Free State was establwased, and
el ected. Newspapers had closely foll owed t |
when S clkreirsth emi gration paintings were on

news of the I rish election and the editori .

treat ment of the picture surface would al s

still regarded as an unr eBriltviesdh quelsdat ioons
settl ed. I n this sense, the il tusulrhbhyions
transformed into paintings to suggest how

By thetrnn®®&i0Otsi, on al hi story painting, previ

declined, having been eclipse™dHibyt onoyder ni s
pai nhtadng tself provided a way to discuss <co
di stance, with the mythological or Cl assi c.
suggesting the soci al problems of the pres:
di sappefairtahesee mirrors of the present. Yet

printsxn,gltsdprocvhiodeesd an alternative way to o
drawing connections between the present an
di starddekert was not the first artist to m
di stance. C®zanne, in the 1870s, copied ma
i mplicitly commenting on the p%®litical tur
Howeveker 8§i emphasi ses the fragmented i mage
me mor vy, or as a locus of memory. As Malrau»
4Mar k Sal ber Phi |l |l iWhatanWas]oHidsatno rBye aPra i retdisnng and Wh

(MontreaQuedetBnilwerz0x®6 Press,
5Andr ® Doinfbhe wEkKp ebrast Cl ot hes: dCRuzM®en &, edFraisbhlieon an

Burlingtoh4dMaad@f20 D®8i6 4
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and are capable of traversing the&% rivers of
Si ctseptr aecmoincset rdates this fluidity, indicat.i
distinction between history painting and m

photography) may not have been so fixed.

It is crucial to note that thetGngatl Mar
anot herEckrpopée®es lofwill show i n what foll ows,
reflection on the subject of war, during t|

from a variety of sources.

Sui sque Rfridge.8i)di Wmr iovted ifdr oimmatghee dpi scusse
a painting about the Crimean War. There ar e
from diff eFrierretwosrkwsr coens :Pri mrose Hill to Cel
Sebastopol [ Af t e(rl 9R3rAa idgB.@ s cdwaSma r gfena rf gc on
Davies in La(dlyofandgt4h. AAgaimp, as with the toyg
emi gration, the three Crimean War painting:
conf3uicstque RPraaesaitckisumhe begi nnmbnagr koefd t he v
for tRerewetpikscts a moment of celebration f
It was pai nt edilahfet eFri raernwoirlklsa(bitdg. Bxriiomr,os e Hi
printed in the Jumedbas,.JDRiBeh aillslswset rodt it chre
aoanpani ed a news article about the rejoici
decl aration of peace, alluding to the Treat
Cri mean War between the Russian Empire and
Great tBhe t@eamgnd French Empire, and the Kir
Sebastopol was the major operation of the
navy was based, was taken by the alliance |

Russia toheaperbackhe news article begins

festivities, then comments on the war, and
revelries in London and the use of firewor |
6ANndr ® MaH e aWoxi,c e,s torfanSsi.| eSitcieart Gi |l bert (Princeton,

Pr els®sy,B3 quoted ikr cHmil v eéFs0 sa dOrcvtoodhd@ h) B3 t
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Sickert musdt hsakiemmdd It he article, rather t
inspired by the image of fireworks, other wi
ftaking ofoi SebheGppbblieng

Gwen FfidDawgesnin Lafdoycuvwsesh oAn Lamppeci fic
warfare. Strictly speaking, it is not an E:
of the actress Davies, wholLapdyaywidt hE|A zLaabnept
wri byeRegi nal d B%Trhkee Itpatyalyisn t h®2 St orcye of t he
Ni ghti ngtahGa i dnerainn gVeorr ,e naadd @alaesTh € &it m e
Lond®dmprligi2Vi.ckeghl i ghts the weamtahiisye of th
portrait efteDiewvtabtst lienHece beér t was the Govern
Est @ameing f or Gentl ewomen During Il lness du
this green dress as she insists that her hi
hi meifckert captaneseHgrbgrexaggerating he
puffys fpacientied i n pale green, except for th
emerald dress contrasting dramatically wit!/
figures, painted in broken t-hachesdge,y oavad
on topowseote side of the picture is a sketch
about her husband, Herbert echoes the cryi.
scenxuiosfque Prhesmdnymrepresentations of wa
depicted svmaidas ntgo show the counterpart to t
circumvents depicting brutal battlefields |

Sickert regardefiwaporasabhnt hemmert et regar
Nevi @Glsa nMi t r(allesf i 4g2)3 ea $matshte aut hori tative an
concentrated utterance on the war in the h

natdod®ns. with many vi ewercshopcefSitctkker €r idinela m oWa

"The production photo has Threenpldtentd Hdves Dhaviwd |iim
fromt caufSeai RWadh ,er Si ckeél 62 mfdidgluTrlie8at r e,

8Bar 8neckert: Paintimgs.and Drawings

¥%Wal t er ASi Mdkretrh |, y 0oBuhrrloinn gctl ogn, Avpargialz iln9el 6, ape.printed i

ci,t 4009.
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experience the war himsélifvedbuthrimegdand hlei 5
|l east. In a sense, the Crimean War of the

history. Thaeaeghumiynéie¢wmtrly painting has be
hybridgfaohriestodr bqueeveas ivomeoeslircaksear, t

purposefully infused theatricality, in the
narrative of war. He confuses temporality:
the unfamiliar and somewhat Taree pdyatod lelcyh nri e

effects might refer both to the smoke of t|
gunfire. Her bert, in the play, never goes |
so that the memory of the Gre@tnWar coul d |
especially for those whoplhad liestdelpdwoged dom
surrogate of the (difficult memory of the)
picked up fragments from differentofsources.
everyday |ife.

I n ot her wasr dpsa i nitni nSgisc kweer tc & es pa stt hats tnio

t et Wbarred and barriered. 1t can be under :
present has a past. Ratheratheaandbmoandgr a:
t hat moment, Sickert stands at a specific |
pl ace. He sees time and space as a continul

This view of temporality &mdl|l spdhcddcihDesec
t he iRPaanr ilsandmar k Porte Stimbd®visewiinn wan ch h
i cofeichbsot yl e. There are fGHN8 .pHIUBIE, ngs of tF
Ludovi c6dMMBgPHa4gb3Rorte St DelmiBNIUf(iRgar i s)

4 6)38La Pdr theé 19 BIi04Q.7)3, Tahned Thi r ¢ 1 BB ipdg.&3l. i c
Howevem®di8onkryown to have been painted after
other four seem to have edBhesasedi on i qmgap .

closer bDoikmpweskis, as recaudsovofcot Maghmoag

0Davi d Gr e eSne dadnodi,iPsegtaerry Pai nting Reassessed: The Re

Cont empo(rManyc hAastt er: Manchester University Press, 2
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(fi495h3 refers to the inscription on the frie
i BH)&eanfiTopgLoui soitnh eh oGroevart ,o0f t he military \
who coinonmiesdss t he gate. Wi th this title, Sick
vi ewer of the cultural significance of the
t he cont i ngenLtu dcoovmpcodsei ptaigohns, tahse r ever se of
randomosnapstv. It represents the moment of
sunlight issuing from the west); the arch |
contrast between foreground and background
phridauaedovi coi sMamgonmet hel ess not seen in the |

texts on signboarddsatttheant icoant.c hT hhteh emovviienmge rc r

signs that rhythmically fill the space cr e
whol e, contfruddt s meintubmetnhe@al , and static rep
i 948nd the |lively street view of signboard:¢
reference to the arch. Besides the subdued
modern urban | ife.

The pere@eics i mportant i n making these pa

they show the viewpoi rPtordafe &tp difreisngi s i(rP atrh e
463, Sickert adopitdBuda sdamdy st ahe, fodT uisnt o |
amid atbesey view. ThisTheeWphpor ti®S8Bubl B0 s

but is here drawn even cl| disfefrer ¢dret proag derst
around the archway: pedestrians and coster
archstrnéet | ight, the vehicl éa, Poandet ¢ Dbui
Den( s49.73, as mentioned in the introduction

shifted to an advertising column rather th
haeclmhme an everyday spectacle for ordinary
faded tone, these three paimhe nlghsi rad eR eapuwhul:
reinforces this emphasis on the present mol
f oundle8d7 0 nand survived wuntil 1940; the adop

Sickert aimed to record the present moment
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However, the subdued tones also relate t6£F
i 0480 congregatiaomion, ipodgiomlty,of an arch.

ent ifiRdretde B( i4Q.DFEnidsr awn by G.Lokh.doSardgamntnafl o

QD
=]

d publishedpef apaetofl,th84principal scet
i ncicbdntrevolphteiavmdr y nuPwiatmlc ehii m tli8#4lBe, Si c
relates this place to a historical mo ment ,
sens®8or ks as a historical reference to Por
the site to awbwygloneopiemngotdheé!| &mlitid ggui tsy nicre
despite the context given bylLbhédoni ot and
Journdadoes not necessarily ré#iBr mioghBB48velb
ref et htoe histdiBid8al seacdntas o HRa pfhawenditreg of
Brotherhood, or it might be a gener al ref el
Courbet and Millet. I n addition, & he subj e
1748 Tprei "Gat e dfe Ralasits Beer ( 074i89H93, Engl and
which was copied and circulated widely. To
al so a reoccurring one foodmBa$i bkeetramdntded
peers of Hogarthistduyg efxtttmai PRar it hiean gat e
of relations between France and Engl and.
The way that Sicke®4i8sr enfoerndsd |[tém epa ntote caomt
whole composition but crops the diltdiengs
arch, positioning the arch in the upper ha
| owered to the viewer, as if they are watcl

witness perspective upon the scrthiendgs @fven

%lDani el s 6iddBenanfEeko after Froanndcoens ¢clboluGFantagamti onf r om
DanifSlesfstEc hded ndi 6, 9. However, as can be seen from
l eft, Sifeakeet Wran@ingd¢o aSadgermtowed in the previous
of Francesco Sargent. Sicgent, prlodbadbddywhmdi sGook. F$Sam
il lustr dtoad ofnodJaocstulntehael | at t 6 AsBh cCwind elpas end d syi, der ed mac
F. Sargent . ThLeo nidoad nu sJtoruartmichad i ®arsi tgmemd nogr am at t he |
l eft .

2fiThe Rewvobon dLmnAroanndeAprridl 1, 1848, 49.
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the Porte.
The shared suibdpB8adt taedotbee O6Dur painting

Denis thus provide a contrast between past

perspective, composition, and tckmsg tin thei.
interest in illustrating narrative seqgquenc:
Camden Town series, in which he depicts dif
st &¥Si.mi |l arly, in the 1930s, Sigkerft Pomadeth

St Denis by organising a series of paintin
appropriation of old illustrations of the
Sicseminder standing of the rel atiicokierbtet ween
here acknowledges the ability of 1 mages to
paintings thus carve out a space for histol
the midst of photojournali sm asnddaoanouweae mti ss,t
and, in 1925, two yeRBnmgl ibelf obheh awedhet ena&kbogt
rol e disf swe hi:imagine a writer whkholhad csadt hi
history of the English peopte ohraitngiotrilee
informing document co@!| dah'Btyns met L®B0tsq H
journalism had mostly replaced il lustrati ol
of the roles of which had beenEniggbhrecord e
Echoédss i nt erpvheonteo jboeutrwneaelni sm and history pa
documentary purposes.

Secondly, seeing images as historical doc
moderni st art and academic aak .t Hfehevicawttilca
t hEeng!l i shf aBclheodest o demonstrate the genius of
painter or a modernist, and that they did |

pai nf®Buwndgy view reftdiestbsnthieos hdamiwni dbres ween

63See TiiThgaEWd of OVBAO&ri an Art,
B4Wi | 1'i am Kerri dge H&®29 edceenmb(e3r Dledc5e3mb,erwas an Engli s
caricaturist Waiol wdkbkethdorer t hhety years.

5Adri aniTBarlyondodTh8h&ws ur,daMapiRe371l. & w
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and modernists in his time, the former emp
design of a painting, and the |l atter privi|
Yet, fasveheilir tekadEngli sh modenowtahtvweor | d,
been unaware of cr.itical mbrentdskefythbaati9B
violated the criteria of both camps, inter:

moderni st art by providing an alvienrgnati ve

and history painting, which had been super.
photojournalism and modern painting.
From another perspective, the Porte St De

and the image that Sickemtowhadgeevelhapedgdao
and drawing provide a kind of historicity,
ti.meThis is reminiscentenpforlarhprteys siimrsiodtarnc
| mpressionism i s not naitamiast sar tbiust ¢ esnpeoki
capture fleeting moments in a changing wor |
conditions of things across time. Sickert |
real®lisnm.t his regard, it i & werstph ipuwotoifng heet

process of painting:

I f it is an outdoor | andscape that he is
the clerestory of the forest is on that
Those beech | eaves aer @ eodd, sheowefrr ardc
shillings, perhaps for the | ast time thi

The weat her -nnoayr oowmamgd ordad ni ght hence the

at this same hour wil/l be di,f fthraegnt . Tha
bough, the protagonist in his ineffable
again. Miracles of concentration, made p

sedul ously cultivated fforveye@Fwut emshet be

6Wal t er ASmEgrkes dpoaf dneCdalol ecti on of Paintings by t he

| mpressGowmpisit sGal L8BYr epomnachde@pmt,6di Robi ns,
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moment oldi,s hme pose and the |ighting cons
guintessentialé Emésdi menhgefbéihnheg.things
phantom sensations built of dust and sun
l ight play of moodnatgsiweodppheachmst oua
they shall be concentrated &@&Vhéhmagiacnt e
of that mood can be prolonged in the air

for, safyi,ve wiinntut es.

The processt ofi phent i dgsc¢thiabes here refl e

temporality, particularly the relationship

emphasi se® pdaiant itimge praécesds i s one that

| mpressioni sts pasi nttheadt ntoondet ngpi@r gtehpemiaagret iosft t

scene during that period of time. The arti:

refl ect the fact t hat the fl ow of ti me i s

permeation of dkéd ereptememeatisonSofc the P

flow of time, then, may be considered a de:

me. Al though it is not I mpressionist in |

concern is st lHi swvigeéai nmteimpgps adavwer differen

and the use of old prints extends this pot

Hi story may be composed of one moment afte]

contains a br ooafd etrhéet ienxep,& sniaednec eup Thus, his
relationship between time and i mage was f o
view of time was not arbitrary, but in fact

twentieth centenrryi. Beirtghdeoenr Y9 b0 st ilfhe, and p.

idea of duration, had bedso mer grogplud tairo rb.y Swvac

was aware of this, al& hmphuiglho shep lcy nasfi dteir eed

difficult ter miincokleaogy .aslknedr:esponse, S

7Wal t er Si StkeemradT@ien iNew, Magec h 19, 1914qp.r,2giBti.nted in
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What is it, Hul me and Bergson, and all [
obfuscations and convolutions and Roger.i
mi nutes when the péihret €6 Meen dE@iss emmnse ha

pi ge®ns?

For Si caknésratwwbr Et i s an embodi ment of ti me,
as a duration. This understanding of the i

that represent the passage of time, as in

4. 3 | mage @ tHinmgriciisrhc Ecth di@lsltust r at |
and |l tLiNe

The previous sections haBeapppbpredtt wo a6t|
il lustrations. On the one hand, his photog!
highlights andeewdmrcamenirsas ti stic merit.

salvaging of them enacts the tTrhaants miss stioon

say, images and paintings plaamgy @ odeoindi ven |
presence olftnhdeema esfengphotojournalism, the
format of publications provided audiences

connections between the past and present. |
Sicsertxtension d&ndidewadlfapmeanti om of histor
of past works in the sphere of mass print
and particularly the plrlalgumatn atsed blhdo ad d® 3R
reproduErgl! ibohamEke hohesour ce il l ustrations. I

reproducing difOepraent i kigsdandf engpéd@ges ngs a

this newspaper was involved in the diverse
of the time, and t haat Stilhcekseea tv awaiso asw atr yep eosf
8] pid., 345,
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used as supporting evi@dehtsestonicahshauctai n
On April BLNel@r3a2dudende si x pai-atwmigtse by Si
photos, on a single page,bewitt hs htohwne eo ne ntghrea:
padgeidg(.1 and 4.2) 0i e Gdimmgp aiLq ghfdigng.n g
44DThe (H9Bi24.91, ri sh Emigrants Lhafdl2gh.g at Me
4 22T he Houstke Kee@PBiP4g34 it somotubeseurfesHoOouUur s
showhidg.ndWo mén Sphlexfxi2lg54 its softirdg.edshown ir
anderapi g 1\9d3ri24g.74 1t s sobirdg.ed @ehroevnsalnect ed fr
t he BOBRashi bi ti onAratts tBeael tBemwixl Thett hti ons
Gi |l ieElme ,UnexpecdE dlg.Bdérc obhmbraer r a staindg Mo me n't
AEmi grants Landang aheMekbpB8uoummee kEbghtebengf
The ,adigdilsh Emigrants %anding at Mel bourne
By placingllitbhbsestseaurors and pal baiNings on
aimed to spur comparisons Bebhae@antthlee m. Eq
source illustrations each belong to separ a:
provide diffwerehhesefdirsnaitnotin contexts. The
il lustrations ariRo ks ndfeah hmga Pehyed 0.l uTrni s h
a regul ar IlcLaNi vnmmre 1M 1t9heand featured revi ews

books. Thel eadu@itah éBeyswekss, a | ouarnndaliinst and

t his i s uaer tBiycllees i ntroduces a biography of

Woodrow Wil son, and newly published biogr af
other new books, introdutcted Ibty Bys$ esustho mdr
| LNo adopt as il lustrations images that wer

Gi l@erimgravings do not exactly correspond
related, since Gilbedswoht&ad, i |l hehibmdangd s om
1837.

HowevelrLiNatdh eot her reaBonkl uetuaei Gnbbbhet e

AT he UnexpecboxedhReEmoart r 2s®srvier ¢ Merhemntted & ufrreo il otuhr e

of November 22, 985b5espadt Magl ., 185
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biography of Scott was featured because t h
autdhodeath, as well as thiNt aehetti &6t hbanni e
t he masyamds:te promi nent i | | ulsitfMoart oorv,e rh atvhiinrgt
years. UnderiThdeUmexpe atga df&Reagoaphei s prir
sl ender size and f ontfidg®t.r oldru cti migs Stiirn y opine
Gil bert is fihas ast bigdoubsstirtaetee dahd na omr INefwsn o
on Gisl bmorrtki ng met hoddNostreveadl ed.ndheat e i
in subse@dasnti ni shiblmeaet@enr ens of the |11 ust
Newsf Apitddaso, Glbame woul FToppoare efxt @em.t
t henl Ldtenleebr ated its own history by highlig
journalism, namely it iildpwstt rmas okney,. for
The three illustrations by Gilbert were 7
been mtadtbeeifsourrien Holue 1850s. This rlaiNdes the
acquired them.I| UMh otso griakpehl eyd d trhithet t irtldlres § te r a& teic
them onto met al pl ates, which were then et
l etter ptTehsiss twagpse.a common way for newspaper
heterogeneous materials onto the fl at page
wer qguac edhleeriosnur,e iHours pbEibBladl & dthadck tdfe
Gilemotri gi nal illTustsbabloaspr gi eeni Gnaber ¢
magaziHeweVvémNaythkeso have purchased the bl c
t hat speads ssesd cikcshi®mwsfc | udi ng much material that
periodicals, botWl hde®8dj tdue Bodthérbiadh d:

existed for illustrated journaktaml|lsished i
i nduwsatsr yin pl ace for the recycling of i mage
60A]l an Bott, AThree Gener at i dustsationo fondorhNewsAprillBy st r at ed L
1932, 67677.

6B e e gTahne, Ma s,s 8 .maByece g a iip reoxopelsdasi s ctohdtecti ve term for
techniquestirawslferngftiobei ginals onto met al pl at es,
could be printed alongside | etterpress type.

2 bid., 163. An fehiowvp®uwéethdf reherwoce to these text
from time tos.time in the pres

264



practice of printing firms and *Blumhddehers
were cenltu@hli dieonsttahteyt | i kely had various wa

Reproduchiargi [Giustrations reflected the fact

i mpor t alnladst ob otthhe a supplier of I mages and a
success. The fact that they were thus repr.
circul atingl eadndi nwetrhee rlexc3ycs, and that all s

for use not only by newspapers but also by

The i mportamceomnmtfr iGih liNeomei terlaeed on pag
the April 9 iBchsaee e wheprodieéSd iciknedretr t he ti
EchoEensgr avings by One oTheOksgihkiers tprCoan terdi kaL
bl aacnkdhi te photos, with brief captions acco
Gil bert as bkrolawe vséte,bep megar ance of the r €
Echéasks the clarity either of real photog
successfully coaptauaetehespacntohgars. I n a
Echoegether occupyeam ¢wnthneepdbgen phented
rather than | ooked at, as i f theyd&®are the
cont®%@mnsthe one h&cHd@mewhe iltkal fctooomer ci al sa
the accompanyi ng t exftoratdhveea miirsg nex Hihkei tpiada m-
On the other hand, thédN baecoméei ap ekbémbnnat
as a media institution, by way of a retros
traced visually by irmalgoehsn axid bteerxtt,s Srierl awail |
Wal ter Richard Sickert ARA. This emphasis i
t heec hpewhi ch, squeezed into the | imited ava
bet weenks Spaikretrit n gs eanngdb aGiirl rdgeddt rihrei nogp ptoos i t e
page.

531 bi d.
5741n newspapers such as i\, it was common for each side of the sheet to have a different role,
with one mostly given over to text, and the other to images. This applies to the pages in question. Tom
Gretton, AThe Pr aghiacteenthGentuyfGerrealgterestDeekly ifustrated
News Magazi nes i mrtHistory83no.442010):68&% r i s, 0
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This, then, is the Bphraad i G Iciolmit tesxttr a tni omt
appear together in the newspaper. While t hi
mont age magr be wel t emaionsunaearsuaainadl tvey i nt
of periodical journals, and is of particul.
Echoastheir 1930s contexItL, N Dlog hc o mt d»tr msr @

content and as a tewahnalregi el par noftaotin| gf

Si csewvt si on of 1images as historical eviden
all owdtNohe eveal the nostéaligmagaarn yne nasd oaan o f
embodi ment of the national i maginati on.

Firstly,tomt raaddud@ ogexBi bkerbn and the boo
| ayout of pages 556 and j5ubx7t aspuogsdisensg rs@ ial bneorst
Sicsemwtor ks. AmdgmdEcthheex iti voel ntteyd -Aatt st lGea | B ea wx
these si x tarpeossiimhdlyedeaxcwmuse they show par a
(rather than the theéaEtcrhipceaslf tah&merd deédmitc tser
| L& edi t ori al t one.Sdulnnee rp alsdtrgitntean iamg et i ngs i
remini scent eatft st hewhi el t he bdodkrdersosp aarned t h
recogni sabllryi sveh cEmirgrasmnt s lLeamde sasgntas tMee bow
history-noifnettheee nmihd century, recalling the g
andIltLiNesel f9.30sn, tvhiet h1 t he partitioning of |
bet weed rAmghl d andl ords and their Catholic t
emi grants provides a space to think over g
| LiNot es thatigeniEeasepa dzhidoatsedseielpiea de
Wo mé&n Speréerhear acteristic el ememmwwsh ohelife
formetably chapgeoned!| a¥i cRoorrlilahdr e earcontr e.
Engl i sh eBcrhecseesnt a hmei onri ncead seme nafh centur y.

The wayEthaee®t heproduckdd®drai némptcetsothest
vision of tioe dgaagtb.sitBheniwalrl to that of the
recording contemporary eventsmn®@amee as ame |

as Recorder: Re c e ndo nE vpeangt es4g%y5> Mmadtmo g rhaep hy ,
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Wor@ dSdroak: News I|Itemesonmfpaddgdeidsml dadchrest
piece together a world in sEghjpsabfttacdbney pho:
proportioned for the page, are reproduced |
framed by thin bl ack sqguadrtensa,t tohfe yt haer e ewiem

The |l ack of colour ret™ " ihounugBshthler®d r sense

match for the naturalism and detail of pho
function, since, unli keEdhoes lenilgirmeamgsyntha
and so can be viewed as objective. Sickert
shutter, and capturing momentEsgbf shh&cpaset
are not only a nostalgic artistic interpre:

and iconography they essentiall moathktegmpt t
vi eweblHc hdhes t heir f olrlomédd n sqoulail d @sti ebde | S itechkeel rnt

the ability of images to historicise the p:
information, rather than as works of art.
|l ndeed, Fr ancoiust Hahsakte | If oproimatnsy hi st or i an

means to c¢ompPPrlesh ened et xhpel goiamsst,. hi storians ma
a varietdyfobmsooniosesanddtcameasr ¥Soaeleichi ogp.
print collectors, ctbethHasnihe EoéhelkmahoMi
of i mages. Hennin believed that only i mage:
events they represent can possesienhistoric:
regardant | esé@tnhit o i®enrdiet lddWpesPalrei 4, publ i ®e s
on croits °tr ed®T hdest tcd ae mt rr @essomeaameerso avd t.h S

Whil e the histor Eagl i & thnaét hboeeeanl iotvye rolfo ot kheed

I n the same issue, opapgpageepibdaotdi o, ohr éeaawoHTf U
painTowgls awddodan® of Hor sebBi ahdw®i depsinted in col ou
colour harmonies that Fragonard achieved. This show

di ffereht.Ny in the
676 Francis HaskellHistory and Its Images: Art and the Interpretatiohthe Pas{New Haven, CT:
Yale University Press, 1993).

"Haskell, O6Museums, ||l ustr at Histanyanddtnlchagesty® Sear ch f ¢
303.
678 |bid., 303.
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schol ar s anldlS#l hreeemddhat hiosat orical value of
periodical engravings iIs briefly restored.

Secondly, the nbonsgtlailsghi s cshaohessgr af etd hent o t
nati onal narlirladoinvfei.r nvgh itlhee Bimhiges t s hi &intdp esf t
t heir sadurocesa,ptiutres their Engliséh asgect .
Sicsewtor ks, along witds theermaryodeccoimphi sab
reproduces them as photographs, side by si

for the péarpomeari sdndmphodgsi mgfoo m toliesel

classification or archiving, which, as not
classify thought, to comprehend?®¥drhce contr o
| LINr ovi d ensu oau sc ssrnttoiry of the cultur al proper
Gil bert and Sickert, fixating them on the |

An alternative Ewndeorsss tamuade nigomfoft ha nati o

centres ofpuxheapiomage ®n wixttls .o tClhod 1l iiema s ea

t heL&Nnvi sions its readers as urban dwell ers
interest e®As nhd omrdgpmnes, this perspective seE€
capital, as the centre,ceanittrhi srteaanddeie nsg doefv etl h
worl d by engaging with and mapping out its

scan t he IpLfiYlersd e d ,t haees skhcohvene sh btohvee , Git lhkee r t
il lustrations appear in the issue with oth:
gegoar ap hi e sodsauncdh tevemésH 8 brodgniiRecent events by
Photo@ptaphkis context, appearBcnhgo eeshreedd t hi s
became a further | ink in the construction

I n ot her woird sg h a rhakccthenrs saflagtrhief i ed by t he

6% ames lhief fPorredd,i cament -@GénCultyuEehedbegetmapbegthbd Art
(Cambridge, MA: Harvard UniversityflPree sAsr,t i1sa8 &)s, 21

Chi f f:onAricehri v al | mpul se and Vi sual NarovVasiuaés on EvV
Ant hr oo b@9 3474
60pati ck Col lier, Al mperial/ Moder niModenBn/moaeniti n t he | |

19, no. 3 (2012): 488.

6811bid., 491 92.
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reproductk,Mnwhiemr et tehey are i ncorporated int
manner identified by Benedict Anderson in |
the formati @ maogid n@ad mathsss talseder son contends
nation, as an i magined community, is a culf
provides the technological means for this
constrained by griammaerd anyd mayxrhtiaaxe,s ,r emld di
mar ket, print media serves as a ®oundati on.
The promotion of EmnhdNbnsebctstendturdublyst tva
the Ianguage, forming the basis for this.
Al soteworthy are the different types of i
reproduced as Ipthoiogoédphsasnthleg reflect t

i mamgaekéssesmet hing with which Sickert was con

medium regastteobasectheemand realistic for
real ity, may not so easily fulfil this rol ¢
by obliterating or retrieving things, and |

| L& reproduetti oinl lod s &icéhtwi @osnpsh catnodg rtahpehi ¢ f or

demonstrates that, in the 1930s, the main |
usurped. Whereas the roles of paiddser and |
in the cawekwadt GiHdbegsame ti me an il l ustratoc

as admt RA prevalence of newspaper photograph
distinction between these two domains. | nd
as was the case (flBPIANBHhmmanoRoOCckiweltkd great
reputatseanuioday hEvieARigign Polse f i rst half of

cenduhgir role had become nmorwi ew,e ctihilg sreedf
a disruption of fimahienrismldant éned matmoil o gtyh atf a mb

painters aowd tihl Itthset redtfercs, t hat the circul a

682 Benedict Andersorimagined Communities: Reflections on the Origin and Spread of Nationalism
(London: Verso, 2016), 231.

6831hid., 361 40.
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worlds of illustration an®¥Teabkophpaomeinong |

effectively cadsntsealtwadliidessesishb fSu sctkreartti ons t hr o

pai nt ibkcgh o &shaei n the names of the i1l lustratoc
in which the roles enjoyed parallel popul al
Thechodemsel ves embody the | ost opportuni

of ss.ofdaypywerigsting designs, and tkédmoelsy aro
nonethel ess atbfraanh heassifienséentub® gall er
esteemed profession@l appghpepdfpgsshdoasigli sat &i
in fact, highly professionalisEdhod&®mil e hi .
t empshiase the commonal ity betweeonfpai htardar

role bet weaeyw ndate ftimoal | y be attainabl e.

4. 4 Probl eamlaitiged origin

By -mlreof essionalisaGiontehtrehetotmakecgarhnt
that everyone codlldatuemdwortlak ec o Blid ktelmd ms el v

efforts of a begi nonienrd e dde,arme nign tf o cothi sceodp yti h

pupils, including Wi nston CPMKUrhd tsi Iplr antd cae |
idgpr of essiobrealriss atni dmhe i ssue of originalit:)
di scussEpnpgl oéht Eehgesneral, the cesacept of

with various other &i geldad, oinrsdli pditrog ttrfae i dl
uni queness of artworks, the interplay bet w
devel opments in visual technology, and mor

downo t he (Ercehshearste, gtihveen ri se to diverse op

originality, ranging from denial to affir m:
Shiff asserts, the debate over originality
%Gretton, AThe Pragmatics of Page Design, o0 707.

For Sickertés tutelage of Churchill and his coll ab

Sickert: Paintings and Drawings 52 0; and Mc Do n al SQickert:iASfeio kred8t 6s Ci rcl e

89.
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contdesteandards, and a practical approach t
appearances and networks that influence ou
contemporar y®®myni he ®emat oonshere, therefore,
of then 1093d0esr it o observe how these various
would |Ii ke to advance the prel iEmihmarsy concl
probl ematised by Sickert and by subsequent
worbesi gy nradnders itself a question, and thi
with the reproductive capacity of i mages.
An examinat& owooki Sgcimerhods throughout h

reveals that his artworks con.sihkitendadmaideun

technique, based on the chiaroscuro tradit)]
without a direct engagement with nature; hi
dry paint, and his expl oratiuosnt réastdiconnepet i t |

as Bchhefeexsc av at ifpoinc toufr eshgeu f mom o lodnainltli €est r at

all exemplify this reproductive nature. As
picturesque is itself a practieevhd¥ erepeat,]
Using Monet and Rodin as her exampl es, Kr a
mul tiplicative approach is not engaged wit|

but rather with tBH ndiogcdceeur sweo rGadfs , bmthhg isn & ISii
and Bodiwor king method itself problematises
engaging with both singularity and mul tipl

This problematisation reflects an ambi guc
Sicseptart, and we canryoti novédrel d alcehiod pempp
media such as photography. Scholars have b
Sictsenmt ti tude towards graphic aids over th

debate over the minuteodrsasphycandntbeewéen

68Ri chard Shi f fCriticAl Darmsdor Artadistorgeg. RabertiSnNelson and Richard
Shiff (Chicago: The University of Chicago Press, 1996), 186.
"Rosalind Krauss, AGHridgelheodrginality oftte fAvattGaede 164. a n t

688 hid., 167 68.
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to his | ater extensive reliance on found d
di scussions of this shift is thed&dchvarsge i n
an era in which the rmapmresdlhcatdi dredand rae pmetn
situation of surrogate experie®@cehaBgsed o
attitude, it can be inferred that his unde
tradition of Romanticism, oampmasityi ndsi Mdr
Regd 8p36s8ymmari ses, this is a biological p €
ft he source (of originality) is wunderground
released, not byod®The swiilnle,x pdainc adbniden d tnisrpéd .r a
creativity, as an eruption of wuncontroll abl
prodigies, supernd&fural abilities, and you:

This notion ®esohtsssnoldalkckarti tude towar
EchoewWhile chgi mthgntoobrito these old ill u:
exploited a Il egal | oophole, as th® copyrigl
He was aware of the controversy surroundi n
style exhibi tesssa ocnoans itsotneent whamcch i s partic
subdued cBtoboeHisn déel aration of the sour ce

strategy to avoid accusations of copying.

compromi se, swhe < ht lreen crnangpiau m o fs uobijl e cptaiivnitt,y ,t

589 Herbert ReadThe Origins of Form in ArfNew York: Horizon Press, 1965), i1B4.

69 Amir CohenShalev,Both Worlds at Once: Art in Old Adeanham, MD: University Press of
America), 5, 36, and chapter 1.

691t is notclear who owned the copyright for the illustrations published inéigure Hour though

most likely it was the periodical itself. If this is the case, then the illustrations published there in the
1860s would have still been copyright protected in tH&0%9since Gilbert died in 1897, and, as per the
1911 Copyright Act, copyright subsists during the life of an author and for a period of fifty years after
their death. See Copyright Act 1911, c4, available at https://www.legislation.gov.uk/ukpga/Geo5/1
2/46/part/l/enacted, accessed December 6, 2023. Nonetheless, though copyright law protected
contributions to periodical works, illustrations were still threatened by piracy and illegal copying. See
Will Slauter,Who Own the News?: A History of Copyrig8tarford: Stanford University Press, 2019),
15051. See also Thomas Smits, fAPiracy, Copyright, an
Newsinthe MidNi net e e nt h CicCuation and @ontiol: Artistic Culture and Intellectual
Property in the Nieteenth Centupyed. MarieSt&hanie Delamaire and Will Slauter (Cambridge:

Open Book Publishers, 2021); and Beeddre Mass Imagel66.
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concessions to orGsgadawalrenhgssand thprbtages

Echae®e pliickeur enot merely picturesque.
Furthermore, it is crucial ng,cocos$ioder tF

and gender, insofa uwrsddrhsetyamdcil mg eo ft ohiS3 cdkw

authority. fcrodddye @ m t oeo phiaatitsnon r el at es t o cCcoOf

and sex ®nhr gyekinteiradnal not i onisedoft oormagsicnualiintey
gualities, where men are associated with p
reproduce. These ideas are reflected in col
relationship between design and cadal our, wi
colour a secondary one. Il ndeed, there is a
t he m@saipmitgement s we o dmawobimesn, and thus with a
superficiality,cantdurg, ther seusenapreat ht he

for the decad®nhhe odpermfinei algi. ty of colour

cheméRengir, for one, believing that chemi:
unreliab%¢énsuhfacesnse, by archiving ol d i
thegdssi Sickert also positions himself in

t o wo me n.

Furthermore, as argued in the second char
the aesthetics of mass print mecdiea, especi .
contrasts, which are reminiscent of an auto

masmedia colour schemecai gniiveé eand heo woe Ksi
and is a gesture of submission to conventi:
evinngcian indeterminate masculine identity <c

art and artists that heé&>THemaobhat rattedat nvbai

2. awrence Liang also notes the connection between ¢
without Originals, o 435.

63 JacquelineLcht enstein, AMaking Up ReprResesentatiatsi on: The F
no. 20 (1987): 80.

6% Kalba, Colour in the Age of Impressionisg&n.

695 As demonstrated, for instance, by his exclusion of female artists from the Camden Town Group in

the 19Ds.
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a sense that artists, working with commer c
rei ntaenrdprreetdef ine their originality (define
or wkdeéwrging a different path towards a co

These concess® oamhi @qumauSi atkteirt ude, f oresh
contemporawi eh wbomkl ag traditions. Whether
Ssubsequently, critics @Baveigypataltlyyasnter)
his gleniluds34, on the occasiExcm aakfs tahreot her e x
Leicester Galtleriseaggesnedcthat originality

a particular kind of person:

It is the best of fun, and it is a paint
does not | ead to a -Kmswn oinl If wsst matpa@an it i W
del i ghtful in one man (when he is Sicker

Dick arfdY Harry.

Similarly, P. G. Konodychefeasmdd® 3tlhe omr it d
basis that he considered theés iathalt yvalbue of

visualise a subject according to their per:
whet her artists were inspi®fed by nature or

There are reviews showing that individual
Ssubj eexcrtsamalpity. The critic and painter Adr

Echweseff rhe@ol ous exploit of a vemnyg fhat | e
Sicsewtii t had Idedbwni imni mit oetheaet ¥¥Baoaformuri ou
wr i tni nlg 7i3, di smissed the Goabesyggedtsobj e
that &Siocgkerof assistants to underpaint the

was responsi belrer aftoirc tshteffAwosrtkisc variati on.

%ASi cse WO T ke Sc,otNanvaingibde3is3
87p,.  G. #@anodynd Art i £t SEc dlbhees ,Rb, s SMiagike 3114
Buriywo Londoidl8hows,

69Bar ,Bn cketds8.
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These criti gqueesptriecviesanh cao rsceeortnai gnngn astiictkye. r t

Il ndeed, for traditional theories of origin;
typically cast as passive, with originalit?
revel ation. | n atth iSds csleentsteo, f | a popErhogpervieahttiho n |
Echopopeiss perceived as questionabl e, because
seemingly unpredictable originality appear

materials seem t ounriegpulea cgei ftth e onrotaino ni novfi sa b

Thus, prints traf@gpbi meotp efnatéon tl,eianrtnoi nagn a
prediction, turning the discourse of i mita:
l onger needed to i mitatlednla¢ uaegernyietsnotl ne e
believed that only Sickert could accompl i s|
whom Sickert copied, than with the possibil
plagiari sm, | eading toelwieaked tamdt @Al agir aai
|l acked regenerative ability. Imerescsrealce, cI

perspective on or iiigignraolfietsys iodmdaltiad dtyiso rea @ ian

a high level of professritznilaipgynmfiitresan act
However, Il woul ds sprgaglelsda ma thiag a tSii crk eaft t he
originality is indeed unique in his ti me. |

by explicitligcHammdeloft hemg héewmhemngbwoehkabl i n
audience to appreciate them as reproducti o
Kendal I Wad rnt ind eiic att ieqro r 6\ stthddngaritn. 1970, Wa
argued that 1t is crucialertot acoaarercadtyl y aitn
t hehkFowal t oart works reach their audiences b
properties, and t hes apeesrtcheepttiucali nppraoccpte rotfi eas

that work is consi derdd urhdtshaesa niiefcfeer ent

700 gchwartz,The Culture of the Cop07. Schwat z gets straight to the point,
of art is the history of copy rites, of transformations that take place during acts of copying. When artists

do not copy others, they may copy t heiir own gwnrak . ®v
MKendall L. Wal t onlhe PhilGsaphieayRevieMe 0. 3q1970)A33%67, 0

7021hid., 335 42.
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knowl edge& oWwo Ekcshkvassstcr uci al, since this det
series of oil paintings iIs perceived. With
the source i1illustrators i nndée et Eeltoad $oggu e,

are the moegiComs eqgfuent !l y, the audience wil
pai nt fanpgpsr oapsp ic @ tp baens fsaesc o ntda rtyhe or i gi nal il
rather than viewing them as, repsedeann ati on:

standards such as resembé&arcua.l ulan i tomi o fc drh

Echosesdi fferent. Sifeklroitngdlefv,ataes da hegualcitt
artwork, turning it into a fundtaarenital |y u:
what actually becoi@es oncdteimpd aitn otnh eo fa u chiee nu

shown, fehceharicstgcoafpt urLeNdc by r o bhEer qltii iy HE hleoe s
bel onging to the category of reproduction.

Addi ti onad | d/e c IBaarkd&tsiraccrm | our t he primary qt
encouraging the audience to filter out qua
of cwbwoiumWldeed have reminded viewers of that
| mpressionism inagemeer dlor Thhess audi ewae ¢ o
original property. For example, wr&S8 ting in
col oerplaesndi d aarce mau ka migo u dfalt az dewicamvases
richness that indi aatded rtuloefi U h ics®iRjyeomi € sl f i |

prempti vel y cEocnhfeersmienpgr ocdhuect i ons, their see

D

| e ndetnhtesi r bor dowwed doesieghs kely to be over]l

heir use of col our.

—+

Later scholars, enmcl|l and nDaBiaelo@, Mave@hnot
emphasis on his sBrglciesha ciEhr elaian gkl iyn dago ft h e
Popoartas a predecessor t obrPaozpe nAratp,p rionp rtieartr
of foun@Bumagbhsey hesséenitestwhol ahemathedl y

understand and share this reticence, as hi

CSit welFlree, Houwg e!
%4See BaronSickert 172; Morphet, fAThe Modernity of Late Sic

and Popular Culture. o
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they are too readily applied to works of al
Engl i sh oEcPhoopesArt doesiencotirage tonmederat
mediatic terms, as a test case to explore
fcopyd@pl|l icappoopatid n solgitd toaa,n d nman mor e.

Testing these cofkaogpt sehsvifdclherl eagguiorne tfou rtthhee r
and is not the aim of this thesis. My purp
term) in rEelhatsisam teompthhaesi se t he similarity
as they each createephent eemwhnt s gbted bnigr b ens . |
infl oewceceadi tiinost ead highlighting subjective
Mor phet and DanBeH@easnPygprAkdtatien tther ms of t
commonal ity of facture,ambiwiush y woaf b tSii tcgdedr d
towards originalityEchaesa depeicioglyoldign ¢ t afn
Sickert had requirement sed@lri safc alte hbope :1al i t
seen as i mages made acsymrtdh enggi & oo ft haei fpfra rnecn
vocabul aries of art hiatéaypaamdawviss kFal uc ulst
style (as explored i@ oOhaptder @tdWapfadi owi D

| anguage of the printed massn necdieac tiinctios np a |

emphasising the | ineage aneédnadko mtgi nuwi tgy nefr a
this approach makes his art unique in two .
materials in the tradition efpaaitnofngn mal

existing genre, daclhravorparat nadsoape(aButn
category, Sickert makes changes and chall el
new gepnariento$reghenddnot, onl y r epr odtuicreg the in
designs, but also cofardiffifeesr @ mte Hihte@argiec alf
practice suggests an awareness that change:
back to the emergence of symbols and tool s

pur poses. Medi a relations are not deter mine

I am also indebted to Douglas Crimpé6s analysis of
wi der implications for @rptr olpirstadriyn.g BmptgerDeudglaas odr, id
Mu s e u mé &anbrdgen MA: MIT Press, 1993), 12%7.
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productive, reconfiguring the distance bet:
may both be obsolete, but each can be givel
Originalramttbomedyhami sm. ®&®hiparawar eness,
emphasi si ngwha ccho ndtiifrfaeirtsyeoffe loyr adiityt i onal ,

di sruptive attitude, confirms the peculiar:
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Concl usi on

The focus of tkhisntbeacsi beashbtwaprtdhpfricher:

culture, employing the concept of inter med
been to dilute Sickert from the discourse
nuanced interprethtowghofhéhasaldysicouobevart
their connection to his paintings, I have
of S&ckeonrtks. Prints, whether etchings or p

to possess a pluea;alt hansd,c steicibpsndsi®waw>apg luor at i
of how painting, considered a primary art
through its i ntwhealyerodmisinunietdh oprr iinnttse,nsi fi e

Each chapter suppamestthpsioverarahwvnguat
diverse qualities, and these qualities con:
narratives contained within, G@Gndotke cont e:
Chapter one f®wcpsklsi ©npaSy dcikilewet i aultther e of h
career, highlighting his sensitivity to th
effects of, artworks and their reproducti ol
vi sual | anguages of dfofmsenbhtpranpsi hhat| !
painting. Chapter three explores three the
examininghenvdsesual |l and perceived character|
communication and how these tdamagss alnacttihwel
contexts in which @hamttarn gfso uarr ea dudhrdees ssé 0 oada
art reproducticompmadi agclpiavinmhgngs circul at
popul ar i mages reproduced as g@saitnhtatn gisma geexs
in differ ehagetolrenrs, htahvees e chapters demonstr
remedanati post as crucial for art as its ma
how artists develop their undehstviassdalng of
culture, as a way to extend the autonomy o

This research demonstrates a distinctive

art . The case of Sickert i s indicative of 1
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common ( SWehkeémdmabhelwi s both arguing that pe

plastic art, for instance, and Sickert and
discrimination against illustrators), a di"
nonethele@&sisnemeirgeperiod, | eading to consi
modernism i s not a monolithic concept but |
perspectives. This thesis aims to convey t|
content ,a pdramdorans to foment discussion, an

the understanding of art.

Examining a variety of wvisual material s f
introduced visual aspects not prevheusly e:
del i berate compositional t eucph niagnude st hoefi ren |
effects; the differing di mensions of the g

specific connections with newstmaldl ashsaaold
expad the significance of the formal anal ysi
ri chnesss odr Satcikeirtty, i f finceasuemenby amd €h
combination of existing elements.

I n the course of this rasedar oh,jnt maverue:s
Sicsertra, exploring relevant issues by del
gualities. As a contribution to print stud,]
the reception of printsespaephringthhe gr e
mat er i aldse pmehr irte siemr ch; moreover, they expa
and, by extension, the corpus of British m
| anguage of Sickert t mati all Hawe fdirg dcoewe rceodn
especially with French art. The visual cul
nati onal di fferences, was universally inf]l.
Compari soft oMorki owk etrht t hsautc ho fa sk r ebnecgha sa, r tMusitl
(who adopted a similar colour scheme) and °
this influence, and is a worthwhile avenue

The case of Sickert also provides an oppc
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i nteetripmrg artwor ks and the relationship betuv

an artist who employs I|iterary metaphors a
using public opinion. He expresses a stron
especiaghyhitdrwritings, and his writing an:t
Throughout this thesis, Il have made a cons|

exploring the autonomous meani@®g of wor ks
intentionsn Ikraavei oalailedmed hods to interapr
anal ysis, the methods of @&r adwateidon ndfenda o
and consideration of the artist within his
t hat &Siecraewor ks continue to pursue the conc
However, this does nmaui mpaghapway itom Iloif miSt
interpretation of his work. My objective h;

works as smcaesefssIf udr, but rat her to under

overl ooki ngprbaseandters o eivelr, visual, and tech
why | have simultaneously situated paintin
period in meg deat dmt iexlaml ternative meani ngs
deserves further study, especial given the
merely biographical but systematic and ext

reflectiomnsg emvhir®nameni st

The i ssué&g afutdioalkseérritp i s intricately I ink
this thesis, namely the relationship betwe:
modernity is the technological dulatnisfe.r mat |
Technol ogical development, to whatever ext ¢
concepts such as individuality, autonomy,
grants freedom to more peopl e, rendering s

confined to specific groups more accessibl

freedom appears to confer increased indivi
to the idea of the individual when this fr.
Techagiod @l modernity essentially erodes hums
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il l ustratedwoirnk .Si ckert

R®gi s Debray posits that technological r e

production of original objecasd agsemwetheas
essence 0T ar Sokpmpestt,s.it i s evident that a
are intrinsically connected. This connecti

technotwvglyhvep with art servingiae Wwleesarchi

Both are continually being rewritten.

706 Debray,Media Manifestosl6i 17.
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Appendi x:

My 3sdoi usrccoev e rlyl uéstt g2aits ho n s

Echoes

Pai r|Source illustrati|lEnglish Echoes

numb

1 Geor gi e OkcvearPxr,c e [Dec e mbAdrteero gé Bo @ B8
Week December 1, 1loil on canvas, si ze€

collection.

2 Geor gi e @Bo werrsdma j|On Her Maj estlP'39D08bE
sero@rcee A Weak | on canvas, 63.2 Xx 6
320pndon,SAd8i6EN Yy 4
Al I 1l ustrat odSsc hoofo It
Coll ections, Abedry

3 Georgi eABdwearsure (A PrivateéeneViRAw [ aff t ¢
Royal Abdachaiyl | ustBower s]1930, oil on
of th@SdB6O0k of A|Government Art .Col |
Aberystwyth Unive

4 Adel ei deiMCsaxPon¢g|{Second Cour se, Dei n
Charl esoLionn drtbann,dSwq¢Cl ax,t ocnl]935, oi |l on
10, 186a6idili41@straPiano Nobil e, Londg
18608 hool of Art
Arrystwyth Univer

5 Kenny Meadows, il|Don Juan andatHad de$
Noe ||l GoThHenl Blywgcanvas, 59.5 x 49 g
Byron: W th Upwar|Coll ection, London.
EngraviLogsienry
Vi z etle8l513y9 ,1

6 Meadowsl,l uisntrat@42Vi ci ni g uec 1Pe3c@uisl on

X 48.5 c¢m, F. H. Ma y
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7 Meadowsl ,l uisnt ra8®d Don Juan andlB8#ddese
canvas, 33 x 49.5¢cn
& Art Galdrrgnt St ok
[Thi s pwasntprnegvi ous |
one made after Johr

8 Meadows,l uisnt rat®d3 Herer®ne Hi ghknesos,l

canvas, 61 x 50. 5¢cnm

9 Meadows ,l uisnt rat236La Favorita [ Afteacl

oil on canvas, 49 X
Collection

10 AEmbar ki ng ofparn ntthqSui sque Prag&89Rdij uami
cerami cprpoobtablliyd ,a |di ameter 35 inches,
the pottery manuf|Scotl and.

Co.

11 John GQGihéeFami shi|The Walv9e3,4, oil on
Shel l Gat herers S/ The Potteries Musewy
Waweg he LEBEogUoAer il
2009.

12 John GiliubeatReadi Womé&én Spheli®e31o0i | on
Newspaper to oQapt|{x 63.5cm, Gover nmenrn
Lei sur@ctHoau3, 185|(London.

13 John QGrhéeWayodTle ([Le Tapi sl-®\Belroti | on ¢
Lei surAprHiolurl 2, 1{55.2cm, Private col

14 John QGEmibgrants L|{lrish Migrants Latheé€
Mel boddmmreulreei sHoMay oi | on canvas, 65 X
1854, 321. of Victori a, Mel bou

15 John Gtildghbert Cl| |The Gal dBPasgghltde3r20 i
Fence to AssioGsftheticanvas, 78.7 &®. 63. 5
Lei surz4 Hbwlry, 18
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John GlihdbeUnexpec|Summer Li giBt3nliond o
RencoifbheelLei sure (62.9 x 72.5cm, Wal K
November 22, 1855|Liver pool

John GAhbEmMbarras|The ,| dy932, Oil on
Mo medrfthe Lei suMayH72.4cm, Ferens Art
1859, 273.

John Gbkéeches of|{Health and Wealt h,,
Lifieii . TheThe rieiagc1982 oil on canvas
Hour August 12, 18/coll ection.

John GbBkéteches of Emigrants atlMz2 boda
Li fle..The o/VbBlyagkei scanvas, 8&9W, 2 Px i&dh.t ¢
Hour August 5, 185 UK.

John GirhéerntoPphlda| The Houske NKeep#9I3 bi
Lei sur@ctHoay, 186|canvas, size and wh
John GAI bemger ®ys|An Expensive 19&lI0f oS
The Lei suMardou2 71canvas, 56 x 61 c¢m,
John QihéeeParty o|The River [AfdE2IBAC
Pi-ciodhe Lei suDecd|{on canvas,6Pi6a3n ox. Nbo7b
6, 1855, 7609.

T. SeccoMbet heTIBe a|]Rome o ancdl 9J3udl,i eoti,l

Londorc et gl 10, 1xx 69.5 cm, Private
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The eighEcilpaaglst bé( numbbaracn®s3 2iln the tabl e

t hane not di stesisedarninae itlhl ustrated bel ow:

Pair 1

Wal t er D®eicekndretr, [ Af t e,r 1®e3rbmgd Boaweraqilvas, Si

Private collection.
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Geor gi e ORacvweirds,c e

A
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\Wececke mb e r




Watler SOrmrc kieert dMa$ ersvwlnbc3ed0mi lcanvas, 63. 2 X
col | ¢cctoiloonu.r reproduction not availabl e]
Geor gi e dOB0 wWesrr ssmasje@r@uiioygee A Weea ki | 24, 1869,
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Wal t er ASiPc k eeratt,dr eViRAW [ @aff t er, @eld®r3di,e oBd weorns |c

51 x76 ¢ m, Government Ar t Coll ecti on, Lond

LN
S

}x\\ i~

Georgi e®ABdwe rsu,r e Hour @&fi, filtlhleu sRtoryaatl oorAx aalfe ntyh

School of AAberCyodtl weytt.h olirsi,ver sity
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Pa i4r

Wal t ek eSicond Cour se, Dein FreuwcmdoBafteinl Ac

canvas, 40 xXx 50cm, Pi ano Nobil e, London.

Adel ei defMCbaxPongce TakelsonChar | eoiliatlyiand8 6 ¢

410.
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Wa |

ter

Dsoinc kku an

Government Ar t

andlaHadDdee

Coll ecti on,
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Oi

on

London.

canvas



DON JUAN. /

Young, yet her elder, and of brow less grave, Light to the rocks that roof'd them, which the sun | |

AI!d more robust of figure,—then begun Had never seen, the maid, or whatso'er
To kindle fire, and as the new flames gave She was, appear'd distinct, and tall, and fair. '
—!

Kenny Meddows,rati on for GE€begél Nostrilatédr &
With Upwards of TwoLéloHdney YiliB&EBQ0 gk,

292



Wal t er A% Ek@rensi ve HabD3f0o3dv ermmeicemvas, 56

coll ection.
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John

A FAM :
ILY JOURNAL OF INSTRUCTION AND REOREATIORN,

March 1,1800,

« BEHOLD IN THESE WHAT LEISURE HOURS DEMAN
URE HOURS DEMAND,—AMUSEMENT AND TRUE KNOWLEDGE HAND IN

3 N HAND.”—Cou;
2 per.

DAVID LLOYD'S LAST WILL.

0
HAPIER XXv,—Tw0 WITNESSES TO DAVID LLOYD'S WILL.

~ Onovan considered it marvellous _good fortune to be

'ﬂ}t"d to become an inmate of Mr. Tloyd’s house.

brain had heen so touched by the sight of gold,
ant idea of its value

! Gold seemed to him
good that would restore to him all that

osperous days.
diwell beneath

%mo;bid and an extravag:
yssession of him.

d been in earlier and more P
a POBT o ‘pleasure to him to

—MABOH 27, 1800

A DANGEROUS SEARCH.

as that hidden bag of gold, with its
which were doubtless concealed up
Mr. Lloyd’s covetous-

the same roof
fellow hoards,
and down about the house.
ness was contagious, and the poor, penniless Lan-
cashire operative, driven by stress of famine from
his native town, and from his accustomed work, was
in just the unsound, tainted condition of mind to
receive the virus. Tn this remote country district,

rco of interest closed to him, with

nono of the busy life of Manchester, and its changeful
ovents to occupy him, his thoughts were constantly
) PRICE ONE PENXY.

GAl benger @dheSdarn ¢chu Ma2r/H & 6199. 3
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Wal t er TShiec krReirvte,r [ AfcéaBBO0odinl Goh beanhVas, 63

Pi ano .Nobil e

295



John

769.

A FAMILY JOURNAL OF INSTRUCTION AND RECREATION.

‘THURSDAY, DECEMBER 6, 1855.

Prrcr 1d,

Staurep 2d.

m 1T3 WAY TO A PIC-NIC.

ement in trifling with girls"
on the too common cré

any pic-nics

GiheekParty

onniof eeWagi soba cBimber

296

affections, and
dulity of early
°mimho¢d, is a dificult and unenviable one.
in #

he annals of Highgate society,

in summer, of io\}
ince the residence
(i ‘;‘5‘* pDD i

6,

18



Wal ter Romekoerdand cldl®Il3idet oi | on canvas, 117

Coll ection.
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