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Mnmawmuummmmm
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HUMOR AND POP ART
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the Pop Art movement for its uses of humor. The question
investigated by this paper is whether this denial of Pop
Art is walid, ”

Past uses of humor in painting are briefly discussed,
using artists who are generally accepted as important to
the development of Western painting, This brief list is
categorized according te the role humer plays in the painte
ing %o determine whether humor has astually been an integral
part of past painting or a mere additive element,

The humor of Pop Art is investigated in an effort to
find similarities and differences between Pop Humor and
Historieal Humor in painting,

The findings of the paper indicate: that humor has
played a signifiecant part in Western painting since the
sixteenth century; and that Pop Humor is different from
mlm»otwuummmnymumomn
movement o use humor as a primary basis for the painting.

In the final sesction of the paper, an effort is made
to analyze the eritics® reasons for negating the validity
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in Pop Art, but assumes a positien common to many eritics who
contend that the entire Pop movement is of little sonsequence
because of its humor,

One eritie feels that the Pop artists have borrowed
Jackson Polloek's "absolute identification of the work and
ﬂnm' inferring that “"whatever the artist does, that
every moment of his daily 1ife, has relevance for his art®,2
mmmmuummtmmnmnm.
uobta

- “.ﬂn -ﬂmwtrutm to shook,

‘Mmuomnnmmuunnmm
‘with the abstract expressionists, but relates it to a rebdel-
lion against the intensely serious nature of abstrastion,
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ar w m«. assording e & t. (1) shose works.
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secandary alesant o :wzﬁ,m the primary intent of the

works: (3) these works whlelh heve an slieseont of hamer whieh

T This seeming denial by contemporary oritiss of humor as
& Greative stabemet allows one of thres Soheli# fons: ~ail
Wio? 15 Fihe' A4 1a’ tnst gkl P16ant} himo¥ 1n'a¥t or the past
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the varied m.at h-m t&mtmmm mw &mra
the established eategories such as Satire, Distertien, Ineon-
gruity, Slapstick, ete., allows meny overlaps ead much con-
fusion, The matter may be simplified by dividing humorous

art into, W,im according to intent: (1) those works
ﬁ%mmtummn-m.mzm»mm

tent 6F ‘B warky (2) ¥nsde Works'1h'whieh ind: exists’as’
7 The TmerToAR UoTTers Distisnaty, SA1Ued by Clarense L.°

Barnhart, p. 589.
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‘secondary element to complement the primary intent of the

work; (3) those works which have an element of humor whish

coexists with the intent of the work, but is separate from

M, ma w . This third category likens humor to the

m m-&mmmﬁ one may
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Using these three categories, perhaps some conclusions

may be draun eonserning the relationship of Fop humer to -

historicel uses of humor in painting.  No attempt will be

made to present & complete list of artistsy but rather to-

mention those artists gemerally accepted as impertant to

oA AR iposh, Jan Stesn; and Frans fals ave mgm‘saw%am

. Eeglunlng ia WMMMWM

An the paintings of Hieronymus Boschy who depieted human &' -

folbles in satirisal, yet frightenlng form. Ia the triptyeh

Garden of Delights, meny of the suall events ocourring have

a WM mwgm& smiling €1gure
) gupes anl 8 1 11’@59 if; as from twmrn
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""’0. ‘Ghe work has L\ﬂhm do with mes

Rk ARMNANS sniicates that the porsrayal of man in his
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Wbmumm with the orie
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7« Garl Linfert, The Paintings of Hieronymus Bosch, p. 22,
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terion of the third oategory above. .. i..,: .1 1. Segarth
' 'In the same sentury, Pleter Brusghel the Hlder presented
humereus vignettes in his paintings of peassnts at werk and
play. There are elements of carioature Ak #0064 23 SOWMLR, -

tary m Wedding, mmmmm
ﬂ& Wmfhwsm ‘on human Msnmy attituds,

S SIS SR,
Mlﬂ condition of th esntury painting that
ool ww ‘the humor in u:mum with the
primary statement of the work, as though Brueghel wanted to
ii'!!ﬂlﬂllﬁlyﬂllinl.ﬂthdil.nl?lilrltﬁllﬂ!ﬁid"l’!ﬁ!g in many
474 In"the seventoenth century there is evidenee of bumor,
Wwwmumram*m},mxm. .4driaen; Brouwer,
thMm-f Mm-ma are represeata~.
tive of the humor of the m.rnsmm
Rubens palnted some humorous genre soenes, The genre paint-
ings must fit best into the category in whieh humor reiaforoes
the me a degree of socelal comment
m hnampo- J 3""‘: nuﬁn g-%

authes 15 huser present
Wm‘ mmw dpdivi-
‘dusl ertists, indicates that the portrayal of man in his
environment was the major concern of the mm%zum
in the usme wey that 1.
9i° Widiy pe

use 'nimdy in f'iw sRie Way a8 his Preash counterparts,

et did in Fx e  Tiepole's painte
y of Art, ’o B

sd asenss of the Commedia dell Arte

ore

“Tiepole's
song Glovanni Domenise, and Pletrolinshi alse fit best in
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Dermie 1. U I TLINETL Semntoremwiste,  Besere
Pragonard must alse be mentioned., While some of his works
uhmwgumu-amu of soclal comment

and ptirug Fragonard most generally presents genre scenes

of c!u M aristocracy at play, There is humor present

in Storming the Citadel, but the humor is secondary to the
romantically semsual basis for the work. __

' amutcuu Tugoh worked from the theater in Vemice
W wli-e Lanoret did in France, Tiepolo's painte
ings ot the omutm and scenes of the Commedia dell Arte
mmum same way as his Memtm- Tiepolo's

son, Ghmt Domenico, and Pietrolbnghi also fit M in
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Jitieal evils of Wis da;'
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mm of m --Wm the
m. firss w-ﬁm mmw
most 6losely to the 19th semtury and Deumter; The humor is
rioh add ‘varied but the wish. to ‘Peforn by ridiculé places
these WWM& his series of paint-
tngs mmm.wm
were obvisusly at odds with mumer. Jean-Baptiste Greuze's -
WMM "piotorial sermons™iO typis
‘the Pesetion against the frivelity of Rocoeo., Honore
'n.-m sl60 ‘worked ‘duringiéhts perlody s 7y fuontiis Lumer
a¥t{a stronsly allied with She srtists’ resstion teo the
mrw Woria wer,’ . George Groex typifies the distilusionment
o m artist facsd with the hovwee of war. His sablre is
wm'w Bitber then Danmier’s asd his Wworks are less Pelated
o Wumer then to Peble Pleasse’s m" or Yeansiveo de
ra’t m Digasbers ¢f War., Tn thoss instanses whers lsughter
.. igh Gresz® bitbermess, it is 18 the ferm of wil,
dlnsts as an element,

} Senturies of Mainting - The 19th
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ﬁﬁiﬁr‘% WW &i &*&m&. ’i&i his satire is

w*m MM PERRFIOTINT. naches. of pamnl-
&%M&Mu"&!'a Mh%nwz g!{ ﬂ%ﬁm :
%qiﬁm MGM mﬁﬁ!ﬂ#ﬁatwmaﬁ‘a?"

uged while on the staff of the political paper “Chari-
vars® won NJ TR0 seutanee, Dogeuse 2F. 100 Aemenistisn
”a‘ﬁ‘ %’ his &x‘,&ﬁ!ﬂ*ﬁg&m!s%m %am?
PANoRRE. 15 W00, 00R0 REUANANG . TH 48, Deumierts paintings

whioh employ Wumsor rether than vit. Tn LIS 0 2ol
ings based on *Don Quixote®, Mﬁ “an affection

for mankind which softers his wit into humor. When humor is
WWMW- used as a supporting element
: 4 . 2 'sbibilisis dovth. It sheuld
» WW‘&“ i’!‘ Wwwm
ous ¥t is strongly allied with the artists’ reaction to the
Pirst World War., George Grosz typifies the disillusionment
even more bitter than Deumier‘s and his works are less related
m“‘“ WM“:’M: or Fransisco de

Wmﬁmmumtmmv
and s WW&%&M Pleasee’s found
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0 Dada humer As related to the war in that -~ = ' o

at large that mmmm( e "m
‘ -n-nnuun-nt-h===!
of the m' war.

ahie¥ 1% the sategery of art baszed on hvoer,
mmumm.mmmummc

One gther p 6fF Plénsas®y wd hae ipvovianes is
a general r& ion of accepted standards, and thus helds o
thie finciasion, This ap conslabe of E’ieasga'a wristions
position of being to the philosophical ideas of
o Wkl works. Plasess has 4098 wany variatiens on mastor.
";':w"'“mw 2 Smune. Teindte’
% .; st Pounsin’s Ls
Paul ‘31‘ 7o mn element u trengther

”:ixla sroixt

?ﬂ.nm‘ms* The && gf Senur
intings., In T
s have provided s'eﬂ;mrs fer m‘r% Yy Picueso,

whhery
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- .Klee's humor, while it is very rish, must be:thought of

as subordinate te his philosophy., ~ . .

 Joan Miro will be discussed later in depth., It should

be mentioned in passing that his humer places him with Klee,

in the second Sategerys '« «ion o Lis antioinel wers ol

© Fablo Pieasse's uses of humor seem as varied as his

styles, He-uses satire in The Lies of Genersl Praneo, but

1t 15 based on wit yather then humor. In his bronze Gorilla

(east With a toy car as part of the head), and Bull's Head

{an assemblage of bicycle seat and handlebars), the humor

nlnlu-dlm-!II'!lllﬂillal”lhﬁunu-nuio-ns:-nunnu-n-tnn
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objects and those of the Dadaists 1z that Plsassé used ob-
4o seem to be the first works of art, thoush not paintings,
whish £1%t the eategery of art based on humor,
' One other group of Pisasso’s works has importante in
B A
worits, ' Manet's Dejeuner gur 1'Herbe, Poussin‘s Bagchanal,
‘bartes; a porsonal friend of Pleasss; ' and Douglas Cooper's
Picasso practides his personal form of abstraction., There
Ploasso’ s variations in yelation to his original werk of
the same peried; 1% 1s diffiedlt %o aseribe satirical eentent
o WMibde wiomy, °lther Fep hower L eewplebely Aifferent
humor inherent in his work is Jean Dubuffet, Dubuffet's
paintings reflect an interest in children'’s art and art of
the insane, Hls Beard Series or Cow paintings refleet Dubuffet's




humor at 1ts best, It 1s\Wheni Dubuffet's art presents images
of people or animals that the mmor exists, and it is depen-
dann,ﬂllnmytundl-nrun-lra-nnunnpauqn11--ls--n---=-lh
these images and the spectator's knowledge of these images
in reslity. ALl of Dubuffet's works contain a eommon theme:
1Inlillhn of materials and texture; but sinoe humor is not
llll!ﬁllIi!lllrlllllilﬁlllll1ilNllIIIl!llll!ll!lrillllbllllllps

as a Sbe o7 this development te the surrent
popilarity of abstract painting, and particularly abstrast
pa. ' most of the artists

nends m g’ fn demding m of somplex vispual ineident,

I!Pip ‘and Bosch exist sluwost
given rin o praet iy omy new development of the last
Ler

mk&,& u!g M1 -=vo‘ in common, whatever their dif-
t enes Lts m om pure aesztheticism,®

that m centuries

And buser is e m iex and rece ub!t experience, o

Only ”rt.h. the two m’ to admit
® many mutn rightly or wrongly lsbeled "Pop”,
auly B ?ﬂ cxhibm ' whieh transcends the momentary laugh

; %ﬂ by the variety of humorous
ed ot m unexpested in a work of art, As
s of art: hu:nr'lu- exist as a legitimate part

tive of = than momentary wit, three artists

Mxm trpes of - x?'u”th—o “rom-

a1 either Pop mumer is i & J‘m‘f} ifrerent
frem past uase of ,.m.:?sz ‘e oribion vould soem -

of it
m‘% m m.&m guite tmnﬁm bath _-m APPEATENGS
m Ubﬂhﬂﬁ

LeTie

Tihare are none of the 'aenuue similerities mmvt&u
Pop artists that we find in the Cubist Sehesl, for example,

s "ijuposium of Pop Art", Arts MNa .nasin.g
FREREL 1963, p. 8. "



OF evVan aRing “hNe & HEtrant a3 FPrSERiONLE eS8, Thae bl ’3;5‘; €3 Fren
o s P & e b S . R S & 4 . o g & & t Y ¥ 4
B 45 ﬁé;h & ;5'*:‘ ¥ MQ‘fﬁmgﬁ& o &3 i’;m& a0 e Wi ¢

Humor in art, then, exists as an important element in
a variety of art of the past, What are the reasons for Pop
art's receptivity to humor, and what kind of humor is Pop
humor?

In answering the first question it is important to grasp:s

. ".esthe relation of this development to the current

popularity of abstract painting, and particularly abstract
painting which has been s0 extreme (whatever its other achieve-
ments may be) in denuding art of complex visual ineident.

This poverty of visual ineident in abstract painting has
given rise to practically every new development of the last

m of yearsj ha»onu:. pop art, figure painting, monster
s kinetic arte-all have in common, whatever tmlr dif-
ferences, the desire to restore to ex and mntagh
experience its former hegemony over pure aesthetioclism,

And humor is a complex and recognizable experience,

Of the many artists rightly or wrongly labeled "Pop",
only a few exhibit humor which transcends the momentary laugh
evoked at encountering the unexpected in a work of art., as
representative of a more than momentary wit, three artists
generally delineate the types of humor possible in the popu=
lar image. BRoy Lichtenstein, Claes Oldenburg, and Andy Warhol
all work with a popular contemporary view of the visual world
and yet their work remains quite individual both in appearance

e oo, TE Axts 5. b,

"There are none of the stylistic similarities among the
Pop artists that we find in the Cubist School, for example,

18, Hilton Kramer, "Symposi £ Pop Art"
ADTiL 1963, AR posium of Pop » Arts Magazine,
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.+ +Roy Lichtenstein's humor is an integral part of his
work; 1t has grown and changed through the successive shifts
in emphasis that his painting has taken,

- Lichtenstein's interest in ocomic strip images began
when hls children asked him to paint Doneld Duek. The paint-
ing that evolved caused Lichtenstein to abandon his abstract
expressionist style and begin a series of paintings using
bonsld Duck and Krazy Kas.'® This series borrowed the image
directly from the comic books. The humor in these works ls
concerned with the elevation of a non-aesthetic image to the
position of art. This aspect of Lichtenstein!s work, which
has parallels in most FPop painting, has often been compered .
with the found objects ll’ﬂltWMo _ The rela- -
tionship whioh exists has been amplified by the crities of
Pop to prove that it is an anti-art movement., . .. = =

ion K ‘hp’“ '
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- meant to mmhdthmm %1
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16.
loons are gene and Sthe imsge noyually sensists of a low horie
M &M! MM&WWMme
dlagrais of Cezamne's paintings. In these disgrams Lishten-
mm&mm mors on the eritics then the .

M amb:" iea in elaaaiaim ﬁ,@m with m ts«ehﬂiquaa }.m?nmi
MQMWudnmmnﬂmmm

in 1902, nsinkain the same essential conoepts of the comio-
MMMM«W more personal idea of subjeot matter.
woutq I Lishtensteln's paintings mwmm;m ]
Zuo Suiguerg, Phe euphaste has ohanged slightly, The use
of wors. mmwmmmm in.
MW presentation of emotion plays a larger part.
Wneze the earlier works eoncentrated on developing the theme
g&mx mass priatings and the visual image that
oseurzed 1a these pracesses, Liohtemstein now began to rauge
further iuto the fleld of satirizing the emotiemal eontent.

of comie strips, The works exploTe significent humen responses
te wer and love, but do 0 in terms of comle book lsnguage,
The phreses and ellusions of the langusge sre lifted direstly.
from tLe somie book and comment on humen experiemce that has
been nade maudlin by repetition, Lichtenstein's use of this
aspect of human emotion heighter £he .¢£fe0t, 0f soolal acwment
m&‘mmar ta axp}.am ‘B}"t’ awtmvm mmib;li«

ties ‘ome of the latest peintings by Lishtenstein reveal a..
new gttitude, They can be represented by the painting titled

, pailnted in 1964, mmmmmm-
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MWWNW feeling, that the
W more prominant as the

oconstrustion material besomes soft amd flesh-like,
© ' Greel Comedy 1s said to have been born of a Dienysias -
Ww‘ mmmw

mwm hapdly M1 s.nu me type of sritislsa,
7 ldenburg’ s 18%est "home® envircnments, humer has
almost sompletely disappeared except in whatever humor ex-
ists in the revelation of the banal, The pattern has moved
from the initial “ §p08 eitors Warhel's subjeet matber

ts "‘ﬁ" memmos
MNP TN Y {zation bemrs te the printed image of gh,

MM mm-mnan, Harhel

relablis So o peneral definition of Pop A%t oz defined by

BE-TT MRty vmeewoeadat A Cpitique of Fop AFt",
b .‘}A M“ W 196‘;. f’. 19;-
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zdamM" work can be divided into two major cate-

to Oldanbursts fosds for Warhol's food ‘1s Always neatly paek-
WW mw*wa the mbder.

memww
relates to 'n general definftion of Pop Art as defined by

z?aa ﬁb:u.a SFoy imaunu macniubla. and yet semehow




umai&.m¢mmmmmwmmm.
The paintings have besn done by silk sereen process over
‘mmm. The separate colors
were then silk sereened over the top of the image, There
is no sign of the artist's hand in these works, The choice
of popular personalities for these portraits parallels the
cholce of a Campbell's Soup ean: both are constantly in

the public eye, immediately recognizable, and yet somehow
surprising when viewed as art. The star, like the soup,

Art", Britannica Book of the Year -
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has lost personality by mess production, , -
‘The second major category of Warhel's work is concerned

but the cabire 1 not'hulioréve, 'One painting comsists of
mmm of the elec
mm -WW
image of a wrecked embulanee with-the bedy of the passenger

of the ambulanee pretruding through the broken glass of the
window, These works present satire but the existence of = -
humer is gembbfml, of past art fomms, sad thue,
7 The humer in Warhel's work must be restristed to his
housenold objects, In these works the humor arises both
from the elevation of a eommon objest and aleo from the satir-

m“\“”*ﬂ'
The sscond ares of Pop lomoer ig seclal satire, iutaol -

and Lishensbeln shere mmimt um«m;
reprofdused pepular ert. Alsost every artist whe is clessie
fied &8 belevging Yo the Eoym sheree this iavelye-
penty Oldemburg hes used this pevulor tamge A0 sush workg
me She palated papler mashe 7-yp, Wt his SOROEINE are Mere
strongly elMied with the £1Teb ares EDOWE:. ... e
Rodshey of Shuse Swe avens of humer- 4s semplebely new,
he eensept of elevating a comaon 9bject to an aesthebis




lavel wns present thBANRIEERes of the subists, the dada-
fotd Tound objents, and Ploasse's easts. Nor i social sa-

Wmm the work of these
WMMsz eoour whieh .
are common- to the artists dissussed, ~ .- ...~ oo
with raising & common object to an artistic level, The humer
in this aet is tweefold. Initially, a humerous response
is evoked by the ineongruity of the situation and the sur-
prise at seeing sush a work, -Beyond Llis momentary response,
humor srices from a rejection of past art forms, and thus,
from a type of satire on art Atself,' Oldenburg's foed, War-
hol's labels and bexes,; and Lichtenstein's comie book images
aspect of Pop humor are Lichtenstein's parodies of art.
~ The second area of Pop humor is secial satire, Warhol
and Lichtenstein share the cemmon interest in mechanically
reproduced popular ert. Almost every artist who is classi-
fied as belonging to the Fop movement shares this involve-
asbhe painted papler masche Z-up, but his concerns are more
strongly allied with Mmtaracm uges of

- NeAther of these twe M¢MM new,
“9!’I!l!!!@‘&?“iﬁﬁﬂhﬁhlﬁz!m!!!!!!alhlﬂt*iinrclwnnlll-lto art

iz vieh and wvaried but ean be Syased to twe veyy basis forms:
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level was present in the eollages of the sudblsts, the dada-
ists' found objeets, and Ploasso's casts. Nor is soclal sa-
tire a mew Goncept, What is different about Pop lumor is
the satire of machine made objescts and images, but if satire
is the first with a resson for protesting machine mede mate-
m ‘M b ansvered 1s: Why have the ari tles leet thaliy
- The most significant difference between Pop humor and
humor of the past in art seems to be that the humor of Pop
art is oftem the primary basis for the work. The object

of satire in Pop art is quite general in nature; being ailmed
at the total socliety rather than a elass or individual,

It is as though the Pop artists have learned from past art
that a painting will never cure the ills of society or pre-
vent a war, Perhaps it iz the use of un-artistic images

to satirize whiech contributes most to this quality eof Pep
humer, The use of a comie-book or a soup can to comment

on American society tends to place the humor before the sa-
tire in importance. This, it may be said that Pop art is
the first movement in the history of art which is based on
humor, _ ;

While Pop humor is different from historical uses of
mumw«sn'mmyuuxm
for declaring Pop humer insignificant, The humor in Pop art
is rich and varied but can be traced to two very basie forms:
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disappeared in the painting of the Miww
mmwmu wwwem a
mm for this disappearanse wae the deéline of the
WM image in favor of abstrast expressionism,
M scams to be totally invelved with human beinge, That
is, the things laughed m:wmwm
represent sonsepts, the coneevts are met funny unless they
refer Wwﬂmﬁ Hemri Bergsen feelst
w»i?ﬂw oot mm pale of what

gl' gﬁg m' hsorous Fesporse, THe humer in ‘Hivets work
besing Eg i :"rg u!?v}.&?he ::M’. vigure s¢ s head,
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Ir this w«-ww in nonerépresentational
mxwmmm@ on the attitules of
MWNWM%Wﬂ
W feels that his "humor is undefined,
%Wmm tragedy, "0
mnwfm Hiro's Compesition of 1953, which is in
m Gelléry im Paris? umm representative

with ﬁﬂl&n&im Planres., This séndept, however, 11ke the use
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respect that 1t reinforees thé humor of the playful figures,
The humor in Hive, then, springs from the use of insengrulty;
the esbodiment of hwman beings in nommally non-hwmen férms,
ummmwuhmwuww
situation which evekes a WWM #Eres-
mmor "linked to the deeper dimensions of Wumen tragedy®,
| The fast that Nire’s humor arises from representational
images; though abstrasted, seems o support the argumént
that uIoX ‘e oY PESEIbLE A MONsvepresdntational PAIAYINE,
But 1f 1€ 1s not possitle, hew emn misid, Whieh 18 essentlally
an abatradt Art, containm hwdr? snalysls,
M m mmm 0mw
mmmw émotion, These cues are heighténed
by mmua“wwna fast bempo
nmm i oven New' éhomr Sezz
a'fast Seupo on the return trip o ‘signify the Yeturn from
wmwm tion has bean tied Lo the idea
%o 1t is that tempo, certeln note sequenses and rhythm
uwm uiv the fact that these elements

ftne, | mﬁrw&ﬁ M%&z o‘#&elw

Mm ﬁy Assion mwemw 4:3 ee 1'“3(&1& 'ag.
-!M WM»N present in non=




uﬂmusxm p-mnn. m Ssane m

BELOE O X B2

o4 ol q. W, Va mtgu dmrzbg an gxmlﬂ F:.a -qua oo{.-
lege students k) Asked to raise their hands upon hearing

b%g h) m stux;u' '"1'111 m picnl' and Jun mu- o

.m&ww GA® zf".;: i Wi DO TODI® zw’%

“mm 1 _ Pqu&;%'h The m\du polntod ta an moo-

»,,:g‘ &;{““‘?;m @5 a8
px e a*br’ %4 "gbﬁdwt.a Ltl“«:‘x H7S ‘“* Py A! .nt." .:1.5‘% L‘b"
virimo _ot 'mtes mt u; 2%" pe:

back aaqgggreh' 'rogqutiqx::;' o and 4wht1qq¥o( humar

snd m %W“Qd sounds”, Of course, the last reason once
again minrerou Borqaqnv .rmg 19( the hgﬁgnlgsbmr.

WS A 1Lere or :
i *“; ‘{» ale iy

m &*éfm ehr-é%ﬂi W’% Bl res)ity.

IRl €4 2T €N ] '7}1{:;’
© he qualittes of £ noves Tl A
: = cfr.'a"‘;»'»-f» ] e " SRR PEYLEnta.

plo 'rnm- Maro hqth di,:oiﬁly.omm with 1mongu1tz as

wah  GrHE

hmk uhno rcpouuon ttmdq slgno p a separa parate hmm-

a«u ‘ %"‘ ty. cnd nponuun h; wic hm-x :hq.p

2236 kA 4 roterhunes 1I¥ B eLA0ns

8 in mromnxpnt!,oml pan;ung An/ terns
s, or oolor; nnd bolh, mprdm Lo m,

‘ *, mx: m“d [reasons for mu.q; hngm*.»’2 ﬁxﬁuo two
ous d-uoes seen to mm '&- possibility o ar lmlqr u

R h e

dﬁn—rmuaut;ug plntlu. Butg is thc r«gonn SQ thou

(SOVEEE ¥ é;;.§ Oras y..,\%'ts
abstract elements not, in fact, related to human w%m’

he wntom painting tradition has 'bo-a u«x to the 1ldea

s F R : » kLad Fi *‘4 £ ?*m f’;% 42-&*
objom n‘u the time of the muunu until the tmnuoch

32, See M's dxuuuon of nonsense jokes in Jokes and
- Their Relation to the Unconseious.



3.

Q‘nﬁ!i? mﬂm@vgmgﬁwm.mmww
'%Aésaﬂmn%&%gzm“?m, 1ee mh%sslv?.*y
mm&%v'ﬁmr'fnﬁmg&: stionsl arg' Bﬁz‘%ﬁﬁ”‘“
m ms‘b.!aﬁm%, rme oogg,:gr 3?'&1'? seatzlnxgh
‘Q’%! M'm?’“ 'ﬁr%’pﬂ% und muﬁmtualf.l:eakm
mikm ’!s% 5“"?@% ne l@&ap&m .gim

5 ' %&?&!sﬁﬁfﬁ "?&W”m% B ine ateastemed

%‘( w&«: poseibllitien of complex soolial rsspozwas

"The abstract ssionist painters created unig
anmx nor.um:: pl.m-—nrul

themselves k enoe to sny, extern ,.g,_g-ggg

uSsion of S pRiasiag beoans ¢ purely, esaomad.experienss.

am*r&mw “%m&,}s a’ mumurrmt‘ll

o M i, B0, 87, m«:‘

LS AR @ | WVQ& ;M ow r an a

iy '”m "‘&:'&JMJ u&ay R. the b - e
AR A0 ARdS &L&W&f‘ SSERRSTYY et

MM.RM NP of aen bemarier

h m an "“x&&r‘&%‘?‘ ar 2.!1'?. -

994, IRE)7. STAORNOA,,, OUph an segwrTense wguld, semm te
D BN 0P 200, 200yo0, eiied, moprevesomteninenl. |

m‘l mblla anq. tha arl&sas of %he mew are alr‘ady laugh-

mmmmmn mun-mmmu-

‘- L OFbegs ¥ assety The E&mxgﬁiaﬁ ct‘ Art.

s 8p. 6it.s Ps 3 * g 5




32.

m prevail a tendency toward a purification of art, Such
a  would effect a progressive elimination of the

human, szM in romantie and

na

e e n‘ogux'r gomluuioéi“iﬁin. y % iﬁuﬂﬁ e pnliblfity

does {.ugi for humor in non-representatisnal art, but that

huur "15 not compatible with the concepts or m?g.:ﬁﬁ*whhh

led to tne oreation of the painting and would actusily weaken
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vatipn on contemporary
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to negating W;‘uﬁﬁﬁﬂu&f? complex social rnmu

«We find serious poetes Whe soan afrald of soequiriig
“ﬂr!er thay lose intensity.® 30

Perhaps another reason for the eritieism of Pop humor
m,,p%mtmo of the intensely serious nature of
abstract W%&ﬂ‘reﬂ’ﬂtﬁl”?ﬁfh?ﬁ mnam;@
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M iz usebesnding that sertaln things are ot Lhere.

& gre thare, mci #f the noat a'wewmg«,im% madsrn

80 u u that humor in palntlng! Feeis t5’ ve’ Bunted

¢« dpsescisade and
nieh mndmlmont or frivelity, and finds difficulty in

existing in the revolutionary aspoeta of the  palnting
"Soene”, > As each movement follows 6lose on the heels of
the nhbl.ighod vogue, twentleth century painting seems to
have embraced an emotional range that is decidedly inclined
toward the serious, ':. S« Eliot's observation on contemporary
poets has validity for painting.

".eseWe find serious poets go geen afraid of acquiring
“t‘ lest they h“um&"o

In reply, a paragraph written by Aldous Ruxley in 1931
seems pertinent. '

'It ywns artists really desire to offer proof of their
courage, they ahonld attack the monster of obviousness and
try to conquer try to reduce it to a state of artistiec
domestication, m timorously run away from it, For the
great obvious truths are there--facts, Those who deny thelir
existence, those m proclaim that human nature has changed
sinee August 4, 191b, are merely rationalizing thair terrors
and disgusts, thr art gives a deplorably beastly ex-
m to the obvious; sensitive men and women hate this

stly expression; therefore, by & natural but highly un-
umxm process, they nfﬂ.u that the things so hatefully
expressed do not exist, But they do exist, as any dispas-
sionate survey of the facts makes clear, And since they exist,
they should be faced, fought with, and r-mu to artistic

. Ihe "scene” is an implied institution of authority unuu
"sgene” umotrmuhrmu
tions are the most influential oritics, uiznm-, gal-
lery directors, and art periodicals. Unfortunately
today, the 'uﬂ.nonnn' portion of these titles is
‘ related to financial successa.

36, UOORO zmm‘“v A Beader's Guide to T. S. Ellot,
De .




1
m&‘w S K

Of our M dir, ﬂm
o, 98,

¥




vinfers, ourd. 2lobalick@ OBk ¥ Hd 1

Jown ’*m*«nwr. London: The Phaifies Press, 10

-Cen m1
| 'qwmmw& a:l‘ﬁ,

P " The Taste of Time, dir, Albert

-trans, Junes Dmoas. TAUgIRe - SKITR 0.y 1985,

if. "Meditatioms on a Hobby Hourse or the Roots
tio m&mm&m& By sseries,

Tllm m. "Month in Beview,” Arte Na ms&m, FT46-32

u&ﬁnm‘a’iht’ V} Daumier in His Time and Onu. Northampton:
Mth College, 1962,




Linfert, C
~ sﬁ:.:%a
Mieko, Miroslav." Goya_y Luei m Bt g,
t(zrn:;u; noborh on Bmm. Mm sprm Boo%n‘.
N.Casje Ailes v .
nci;h;rdt, Jasia. "Pop ﬁs
mm&%

nmuum.&um%m fﬂwmtmﬁtm.. xu.., 1965,

o -
'“&,ie&t!xﬁo-

vasession of the University of

&h{r mg-m R OP PPR. ArSe,, AERR ”
ers sad fambrandss, ® et i ameilon, (

Co-Chalrman of Gommittee
I‘ ""lo-lbdu A Critique of Pop Art, )
1, !3!192~201 (Spring, 196& » . [5/&% /

socnor. Dnrethy G. "Artist in Americs i f%t“%ﬁf"mh
ture Boom?," m in America, 6:27- 963/

Tillim, Sidney. “Month in Review," A3 Magazine, 37§36-39
(“Yﬂlb‘r. 1962). . . I i AR YEPT.




In partial fulfillment of the requirements for
the Degree M.F.A. in Creative Arts,

Date





















Pl e

P S 2

""'I'n‘r," PR
4 £

:.:?' s "-"Y:’

R T s e e ey e T S

.-?ﬁ;‘}u; V\"’ T :
o

Ay

=%

e Tl S
A ARR A

g ) oy s
_, 5 r:v Yo ;',?’_’::L"".M
2 :,:;Tz.‘.a;..s.;\z““‘(". s
o ¢ e

g o e

g4 i $is gios
e s L
e .;’\J,?:tf,:,: A A Bk
T A T T

- e i

T i e T e
o Al o i e e
e S R

Cos




	_0001_ncfa_td_1966PriorDHumor_001.tif
	_0002_ncfa_td_1966PriorDHumor_002.tif
	_0003_ncfa_td_1966PriorDHumor_003.tif
	_0004_ncfa_td_1966PriorDHumor_004.tif
	_0005_ncfa_td_1966PriorDHumor_005.tif
	_0006_ncfa_td_1966PriorDHumor_006.tif
	_0007_ncfa_td_1966PriorDHumor_007.tif
	_0008_ncfa_td_1966PriorDHumor_008.tif
	_0009_ncfa_td_1966PriorDHumor_009.tif
	_0010_ncfa_td_1966PriorDHumor_010.tif
	_0011_ncfa_td_1966PriorDHumor_011.tif
	_0012_ncfa_td_1966PriorDHumor_012.tif
	_0013_ncfa_td_1966PriorDHumor_013.tif
	_0014_ncfa_td_1966PriorDHumor_014.tif
	_0015_ncfa_td_1966PriorDHumor_015.tif
	_0016_ncfa_td_1966PriorDHumor_016.tif
	_0017_ncfa_td_1966PriorDHumor_017.tif
	_0018_ncfa_td_1966PriorDHumor_018.tif
	_0019_ncfa_td_1966PriorDHumor_019.tif
	_0020_ncfa_td_1966PriorDHumor_020.tif
	_0021_ncfa_td_1966PriorDHumor_021.tif
	_0022_ncfa_td_1966PriorDHumor_022.tif
	_0023_ncfa_td_1966PriorDHumor_023.tif
	_0024_ncfa_td_1966PriorDHumor_024.tif
	_0025_ncfa_td_1966PriorDHumor_025.tif
	_0026_ncfa_td_1966PriorDHumor_026.tif
	_0027_ncfa_td_1966PriorDHumor_027.tif
	_0028_ncfa_td_1966PriorDHumor_028.tif
	_0029_ncfa_td_1966PriorDHumor_029.tif
	_0030_ncfa_td_1966PriorDHumor_030.tif
	_0031_ncfa_td_1966PriorDHumor_031.tif
	_0032_ncfa_td_1966PriorDHumor_032.tif
	_0033_ncfa_td_1966PriorDHumor_033.tif
	_0034_ncfa_td_1966PriorDHumor_034.tif
	_0035_ncfa_td_1966PriorDHumor_035.tif
	_0036_ncfa_td_1966PriorDHumor_036.tif
	_0037_ncfa_td_1966PriorDHumor_037.tif
	_0038_ncfa_td_1966PriorDHumor_038.tif
	_0039_ncfa_td_1966PriorDHumor_039.tif
	_0040_ncfa_td_1966PriorDHumor_040.tif
	_0041_ncfa_td_1966PriorDHumor_041.tif
	_0042_ncfa_td_1966PriorDHumor_042.tif
	_0043_ncfa_td_1966PriorDHumor_043.tif
	_0044_ncfa_td_1966PriorDHumor_044.tif
	_0045_ncfa_td_1966PriorDHumor_045.tif
	_0046_ncfa_td_1966PriorDHumor_046.tif
	_0047_ncfa_td_1966PriorDHumor_047.tif
	_0048_ncfa_td_1966PriorDHumor_048.tif
	_0049_ncfa_td_1966PriorDHumor_049.tif
	_0050_ncfa_td_1966PriorDHumor_050.tif
	_0051_ncfa_td_1966PriorDHumor_051.tif
	_0052_ncfa_td_1966PriorDHumor_052.tif

