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Introduction 

 

In the context of art, what is appropriation? In one respect appropriation can 

be considered to be an artistic method that has been employed by artists for 

as long as art has been made: in a very broad sense it is the usage of already 

existing material, be it tangible or intangible, as the material for new works of 

art. Of late, appropriation as a concept seems to have become exceedingly 

media trendy. Art critics, artists and the general public alike use the term 

uninhibitedly to discuss multifaceted phenomena ranging from a pop star 

without any devotional background using a religious symbol1 to artists taking 

material from the world around them. Anything in the arts and culture that can 

be likened to taking advantage, borrowing, referencing and, in some cases, 

outright stealing is titled as appropriation. However this somewhat careless 

and often vague use of the term has made appropriation as a concept 

ambiguous and imprecise. At the very start it is essential to note that when it 

comes to the arts and culture at large, there appears to be two distinct types of 

appropriation: that of cultural appropriation and artistic appropriation. In 

recent debates cultural appropriation has taken on negative connotations in 

the media. Cultural appropriation has come to be seen as a remnant of the 

colonial suppression of minorities by the ruling powers who ruthlessly use 

whatever material they wish without a care for the original author. As such, 

appealing to the questionable ethics of cultural appropriation has become a 

favoured avenue of criticism for activists, and even though the striving for 

equality and recognition of everyone’s rights must remain the highest priority, 

the agitated attention given to cultural appropriation has also resulted in some 

dangerous demands for the limitation of artists’ freedom of expression and 

speech. 

                                                      
1 Selena Gomez caused controversy when she adorned her forehead with a bindi, a 
devotional symbol worn by Hindu women. See 
http://www.dailymail.co.uk/tvshowbiz/article-2310247/Selena-Gomez-criticised-Hindu-
groups-wearing-bindi-whilst-performing-sexy-single-Come-And-Get-It-MTV-Awards.html 
(accessed 19.12.2016) 

http://www.dailymail.co.uk/tvshowbiz/article-2310247/Selena-Gomez-criticised-Hindu-groups-wearing-bindi-whilst-performing-sexy-single-Come-And-Get-It-MTV-Awards.html
http://www.dailymail.co.uk/tvshowbiz/article-2310247/Selena-Gomez-criticised-Hindu-groups-wearing-bindi-whilst-performing-sexy-single-Come-And-Get-It-MTV-Awards.html
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“Artistic appropriation”, on the other hand, is a term introduced by 

Rikard Ekholm in his 2012 doctoral thesis Identical, But Still Different: On 

Artistic Appropriation in Visual Arts. In his study Ekholm makes a case for 

adding the prefix artistic to the concept of appropriation to differentiate the 

specific artistic phenomenon from the other instance of appropriation, that 

being cultural appropriation. Both forms of appropriation are challenging to 

define but where cultural appropriation most often involves the taking 

advantage of a minority’s cultural property (whether tangible or intangible) 

by the majority, artistic appropriation can perhaps be regarded as a specific 

strategy of reference employed in the arts, an act mirrored in such concepts as 

“pastiche”, “paraphrase”, “intertextuality” and “quotation”. From this it 

becomes evident that the philosophical issues that cultural appropriation and 

artistic appropriation raise are very different in nature: cultural appropriation 

touches upon topics related to ethics, whereas artistic appropriation raises 

questions of ontology. Furthermore, the line between cultural appropriation 

and artistic appropriation is often fluid, and a work of art can potentially 

exhibit features of both. However, I do not fully agree with Ekholm’s extremely 

strict conception of artistic appropriation. Instead I suggest that a slightly 

more relaxed understanding of the term could prove more viable and thus 

useful. This need for clarification of terminology serves as one of the main 

motivations for the thesis at hand. 

At this point it is important to note that the range of this particular study 

will be that of the visual arts thus excluding for instance music, theatre and 

literature. This choice is made so as to keep the scope of the thesis manageable, 

for appropriation runs rampant in all the different media. The structure of the 

study will be as follows: firstly, it is necessary to conduct a rigorous 

examination of the relevant terminology. A thorough look at both artistic and 

cultural appropriation should start to reveal something of the distinguishing 

features of the two concepts. A relative comparison with the neighbouring 

terms of “pastiche”, “paraphrase”, “intertextuality” and “quotation” should 

provide the analysis with further depth. Especially the concept of pastiche, in 
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itself in vogue amongst certain postmodernist theorists of the 1990’s2, may 

prove to be especially fruitful in exposing the mechanisms of artistic 

appropriation, since the two concepts are in many aspects indistinguishable. 

Lastly, contrasting appropriation and forgery should reveal the centrality of 

intention as the element that moves a work of art from the realm of a copy to 

that of an independent artwork – even if undistinguishable from another art 

piece. 

Having laid the terminological groundwork, chapter two will offer a 

survey of the art historical developments that have enabled artistic and 

cultural appropriation in the visual arts to appear. Divided into two 

subchapters, the history section will first examine the historical background 

of cultural appropriation, especially as the controversial phenomenon linked 

to imperialism and the subsequent decolonialisation of subjugated nations. 

Through historical contextualisation it should become evident that cultural 

appropriation centres on issues of skewed power relations and ethics. I utilise 

two works by Edward Said, Orientalism (1979) and Culture and Imperialism 

(1993) as well as the broader framework of postcolonial studies in my attempt 

to examine the problematics that often arise in conjunction with cases of 

cultural appropriation in the visual arts.  

The second half of the history chapter then offers an overview of the art 

history of artistic appropriation as constructed through the art movements of 

the 20th century. It can be argued that appropriation is in some ways as old as 

human creativity. We may be born as tabula rasas3 but certainly do not remain 

so for very long. We live in a world saturated to the extreme with images, 

sounds and stimuli. It can hardly be avoided that those stimuli also affect our 

creative output. The defining feature of artistic appropriation, however, is that 

as an act it is supremely intentional. It would appear that the roots of the 

                                                      
2 “Hal Foster has gone so far as to consider pastiche the distinguishing mark of postmodern 
art: “Yet nearly every postmodern artist and architect has resorted, in the name of style and 
history, to pastiche; indeed it is fair to say that pastiche is the official style of this 
postmodernist camp (Foster, 1985).” (Zeglin Brand 1998, 445.) 
3 Even this is an outmoded assumption: prenatal studies of foetuses have shown that 
learning begins in the womb. See http://onlinelibrary.wiley.com/doi/10.1111/j.1467-
8624.2009.01329.x/full (accessed 19.12.2016) 

http://onlinelibrary.wiley.com/doi/10.1111/j.1467-8624.2009.01329.x/full
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-8624.2009.01329.x/full
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artistic appropriation art of the 1980’s, when the concept became viable in its 

own right greatly due to the writings and curating work of Douglas Crimp and 

others, lie in avant-garde art and especially in the undertakings of Marcel 

Duchamp and the Dada group. With hindsight it would also seem that there is 

a fairly direct line from Duchamp’s ready-mades to Andy Warhol and Pop art.4 

An examination of these phenomena and the subsequent contemporary art, 

such as the work of Elaine Sturgevant, Sherrie Levine and Jeff Koons, should 

start to reveal some of the motivations dormant underneath the almost 

anarchist acts of the artists. It would seem that artistic appropriation art is in 

some respects a reaction against the cult of the author as upheld especially by 

the Abstract Expressionist movement of post-World War II New York and 

championed by the critic Clement Greenberg. 

To anchor theory to practice the thesis will culminate in two cases 

studies: one examining artistic appropriation as an artistic strategy employed 

by the Finnish artist Ismo Kajander and the other engaging in an in-depth 

analysis of the furore about cultural appropriation that raged around Jenni 

Hiltunen’s artwork Grind. From the choice of cases another motivation for the 

thesis should become evident; a critical application of the theory of 

appropriation to artworks from the field of Finnish contemporary art. Even 

though appropriation is arguably as prevalent in Finnish contemporary art as 

it is elsewhere, relatively few studies about the occurrence of artistic and 

cultural appropriation in the Finnish context seem to exist. Instead, recent 

cases (one of them analysed here as well) have mostly been discussed in 

newspapers and in informal online outlets. As such, the two artists and their 

works have been chosen for either their historical value or for their notable 

media impact: Kanjander is a representative of earlier Finnish contemporary 

art and is outspoken about his alignment with the avant-garde ideals and 

especially the work of Marcel Duchamp. Hiltunen on the other hand is a 

current contemporary artist whose work offers an intriguing insight into the 

                                                      
4 Although this may be another questionable metanarrative that attempts to linearize 
history. See Lyotard 1979.  
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politics of cultural appropriation and as such has caused controversy and 

sparked conversation. 

Finally, a conclusion will recap what has been discovered and assess the 

meaning of artistic and cultural appropriation in terms of both art and the 

society at large. Have we truly moved onto an era of universal cultural capital 

and has the notion of copyright been exhausted and the concept lost all 

relevance? Certainly, appropriation as both artistic and cultural instances is 

ubiquitous to the point of almost being mundane but what conclusions can be 

drawn from the controversies that instances of appropriation still regularly 

stir up? And ultimately, what has the practice of artistic and cultural 

appropriation meant for the visual arts both internationally and more 

specifically in Finland? 

 
1 Appropriation: Definitions 

 

To begin to make sense of the contemporary practice of appropriation we 

must first take a closer look at the terminology and concepts at play. It is 

essential to first and foremost establish that there are at least two5 distinct 

instances of appropriation: that of artistic appropriation and cultural 

appropriation. It is worth noting that both forms of appropriation are fairly 

new additions to the stock of art theoretical terms. Indeed, artistic 

appropriation only came to provenance in the 1980’s through the writings and 

curatorial work of the art critic Douglas Crimp, to name but one influential 

figure.6 Similarly, the heightened awareness of the notion of cultural 

appropriation can be regarded as linked to the post-colonial emancipation of 

                                                      
5 Indeed, Ekholm posits that there are in fact four different instances of appropriation. In 
addition to cultural and artistic appropriation he also distinguishes the categories of everyday 
language appropriation and appropriation in other specific contexts independent of art. With 
the former Ekholm refers to situations where the verb appropriate is used somewhat 
synonymously to the words take or annex in describing an everyday action. The latter category 
on the other hand refers to cases of the usage of the term appropriation outside of the world 
of art, such as may occur in for instance property law. I myself feel that the art philosophical 
context of my particular study is enough to warrant the limiting of the examination to cultural 
appropriation and artistic appropriation. See Ekholm 2012, 26–28.   
6 However, at the time, the term in use was simply appropriation. The prefix artistic is Ekholm’s 
addition in aid of avoiding terminological confusion. 
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subjugated people and the resulting sense of empowerment, independent 

cultural identity and ownership of the previously repressed or pillaged local 

culture. 

But since referencing, copying, borrowing, reproduction and even 

outright stealing (be it motifs, styles or ideas) are nothing new to art, it 

transpires that before the introduction of the terms “artistic appropriation” 

and “cultural appropriation”, other concepts must have referred to similar 

artistic strategies. Thus, it should prove fruitful to examine neighbouring 

terms such as “pastiche”, “paraphrase”, “intertextuality” and “quotation” to 

acquire a more in-depth understanding of the kind of conceptual environment 

in which the practice of appropriation has appeared. Through differentiation 

and comparison, the limits of appropriation should become apparent. To 

highlight the fundamental importance of artistic intention in establishing that 

the work of art utilising a strategy of appropriation is not a copy but an 

independent work of art, I will lastly contrast appropriation with the act of 

forgery.    

It is also important to note that because of their distinct scholarly 

developments, different disciplines have different terms that denote similar 

and at times overlapping phenomena. Therefore, with every definition I will 

outline what discipline has produced the particular term or concept and 

consider whether this has consequences for the general applicability of the 

term in question. I would also argue that the concepts of “paraphrase”, 

“pastiche”, “intertextuality” and “quotation” relate more readily to the practice 

of artistic appropriation, since what is central to these concepts and artistic 

appropriation is how the material is used, whereas with cultural appropriation 

the core question is what material is used. This is in turn reflected in the 

following terminological analyses that approach the individual concepts 

through a comparison with artistic appropriation rather than both artistic and 

cultural appropriation. However, the section on forgery is more 

straightforwardly applicable to both artistic and cultural appropriation since 

what is at issue here is the author’s intention as well as issues of authenticity. 
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1.1 Artistic appropriation 

 

Even though the acts associated with appropriation such as copying, 

borrowing, referencing and even reproduction have been commonplace in art 

since the dawn of time, “artistic appropriation” has entered the art theoretical 

vocabulary only fairly recently. As Crispin Sartwell puts it: 

[I]n the parlance of the artworld of the late twentieth century, 
appropriation refers to the conscious use of material (images, for 
example, in the case of the visual arts, sounds in the case of music) that 
derives from a source outside the work. To appropriate an image in this 
sense is to incorporate it intentionally into the context of one’s own body 
of work. (Sartwell 1998, 68.) 

 
Along with the definition, noteworthy here is that Sartwell also establishes a 

timeframe for the term. The theorizing of art utilizing appropriation as a 

strategy had its heyday in 1980’s New York and revolved around certain 

artists, galleries and critics7. Two pivotal exhibitions stand out from the era: 

Pictures and Endgame. The Pictures exhibition was curated by Douglas Crimp 

and held in the Artist Space, New York in 1977. The show had work from Troy 

Brauntuch, Jack Goldstein, Sherrie Levine, Robert Longo and Philip Smith, all 

artists who “shared [an] interest in the photographically-based mass media as 

a resource to be raided and re-used.” (Evans 2009, 12.) According to David 

Evans the 1986 show Endgame: Reference and Simulation in Recent Painting 

and Sculpture put together by Elisabeth Sussman for Boston’s ICA was “the 

first attempt to provide an overview of the whole phenomenon” and the show 

“included 25 artists and a multi-authored catalogue that was symptomatic of 

the complex, sophisticated critical writing that shadowed appropriation art.” 

(Evans 2009, 13.) 

It is hard to discern exactly who and precisely when first uttered the term 

appropriation when discussing the phenomena of artists reusing images and 

                                                      
7 Central figures were the artists chosen for Crimp’s Pictures exhibition, but also Cindy 
Sherman, Richard Prince, Ashley Bickerton, Peter Halley, Jeff Koons, Meyer Vaisman, Barbara 
Kruger and Jo Spence to name a few. Many of these artists were represented by either the 
Metro Pictures Gallery or the Sonnabend Gallery. Numerous critics were also influential in 
establishing the scene, critics such as Douglas Crimp, Rosalind Krauss, Craig Owens and 
Benjamin Buchloh. See Evans 2009.   
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material from both the realm of art and that of the everyday. For instance, 

Douglas Crimp does not explicitly use the word8 in his 1979 text for October 

magazine, a revised catalogue essay about the ground breaking exhibition he 

had organised two years prior. Instead he writes: 

[…] [I]f postmodernism is to have theoretical value, it cannot be used 
merely as another chronological term; rather it must disclose the 
particular nature of a breach with modernism. […] If it had been 
characteristic of the formal descriptions of modernist art that they were 
topographical, that they mapped the surfaces of the artworks in order to 
determine their structures, then it has now become necessary to think of 
description as a stratigraphic activity. Those processes of quotation, 
excerptation, framing and staging that constitute the strategies of the 
work I have been discussing necessitate uncovering strata of 
representation. Needless to say, we are not in search of sources or 
origins, but of the structures of signification: underneath each picture 
there is always another picture. (Cited in Evans 2009, 78.) 

 
Telling here is Crimp’s positing of a new paradigm: the era of modernism has 

been surpassed by the coming of the age of the postmodern. In Crimp’s view, 

in the visual arts this is evidenced by the return of representation after 

Abstract Expressionism’s denouncing of it and by an acute awareness of the 

innate referentiality of all image making. Thus, when James O. Young strives to 

distinguish his subject of study, cultural appropriation, from the artistic 

activities characteristic of the 1980’s New York scene, he describes the latter 

as postmodern appropriation. Regard Young’s definition: 

The Oxford English Dictionary defines ´appropriation´ as “The making of 
a thing private property…; taking as one’s own or to one’s own use.” […] 
[However,] not all appropriation is cultural appropriation. Almost all 
artists engage in some sort of appropriation in that they borrow ideas, 
motifs, plots, technical devices, and so forth from other artists. In the 
contemporary artworld, appropriation is often quite self-conscious as 
artists borrow, in a manner often described as ´postmodern´, images 
from other artists. Artists who engage in postmodern appropriation are 
not, or not necessarily, engaged in cultural appropriation. (Young 2008, 
4–5.) 

                                                      
8 Crimp does however have a later article from 1983 titled Appropriating Appropriation, in the 
book Image Scavengers: Photography. In the text Crimp assesses the practice of appropriation 
critically and ponders whether the act has become so pervasive in all areas of art, that it has 
lost some of its critical potency in questioning originality and authorship. However, Crimp also 
considers such ubiquitousness as undeniable proof of the setting in of postmodernism. See 
Crimp 1990.     
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Keeping all this in mind, it starts to become apparent that the 

development of the term “appropriation” and its history as a concept has not 

been all too coherent, nor its usage consistent. The term has been applied to 

multifaceted art practices ranging from duchampian acts to collage and even 

the Impressionist painting of Claude Monet9; it has been muddled with cultural 

appropriation and termed as postmodern. In fact, it would seem that the first 

(if not only) instance of anyone trying to make a systematic account of 

appropriation as an artistic strategy is Rikard Ekholm in his 2012 doctoral 

thesis titled Identical, But Still Different: On Artistic Appropriation in Visual Arts. 

With his study Ekholm aims to give an unambiguous definition of artistic 

appropriation in the visual arts that leaves no room for obscurity or vagueness. 

The definition and terminology I am using in this thesis is decidedly based on 

Ekholm’s work, although I suggest that to keep the definition operable some 

relaxing of the definition’s attributes should possibly be considered. 

Ekholm’s almost mathematical definition of artistic appropriation 

proceeds as follows: 

X is an artistic appropriation of Y if, and only if, a) both X and Y are works 
of art, b) Y exists prior to X, c) X and Y are physically, materially distinct 
objects, d) X is, within its confines, visually identical (to the naked eye) 
to Y, e) X is created with artistic intent, i.e., the creator of X intends when 

                                                      
9 Ekholm recounts in his thesis the many confused usages of the term appropriation. For 
instance, art historian John C. Welchman aims to explain the sense of truth in Monet’s paintings 
as an instance of appropriation: “What is appropriated in such series (i.e. Monet’s Water lilies 
or grain stack paintings) is not simply the ‘reality’ of a landscape, but a climatological ‘truth’ 
registered and set out in a sequence of atmospheric changes that effectively re-order the motif 
[…].” (Ekholm 2012, 59.) What Ekholm criticises here is Welchman’s rather careless use of 
such a loaded concept as appropriation, where simple verbs such as “depict” or “take” would 
be more suitable.  
 
Another example of confused usage of the term appropriation offered by Ekholm is Timothy 
Anglin Burgard’s rather fanciful vision of Pablo Picasso’s appropriating relation to Vincent van 
Gogh. As Burgard puts it himself: “For Picasso, appropriation was not merely an artistic 
exercise in which he critiqued the Modernist reverence for originality and explored his 
relationship to great art and artists. Indeed, the artist perceived appropriation as a magical 
transference of power that could be applied to both historical and contemporary art and to 
objects and people. Picasso’s early and lasting interest in appropriation transformed and 
shaped his life and his mature artistic practice.” (Cited in Ekholm 2012, 69.) This conception 
of appropriation sounds nothing less than mythical and in a thorough analysis Ekholm shows 
that what Burgard actually seems to be writing about is influence or inspiration and not so 
much appropriation. See Ekholm 2012, 58–70.   
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using Y to create X, to make art, and f) X is about and is conceptually 
different from Y. (Ekholm 2012, 39.) 

 
Firstly, it is essential to note, that Ekholm adds the modifier artistic to his 

conception of appropriation. This is done in order to signify that the mode of 

appropriation in question here refers to the “distinct artistic practice 

characterized by the introduction of an artwork that is visually indiscernible 

from a pre-existing artwork.” (Ekholm 2012, 26.) This feature of visual 

indiscernibility is also the most distinct element of Ekholm’s definition. 

Ekholm is extremely strict in what can be considered as artistic appropriation. 

In its common use in an art frame of reference appropriation is often used to 

describe the acts of most notably Marcel Duchamp and Andy Warhol, who 

transfigured commonplace objects into art items by introducing them to an 

artworld context, to paraphrase Arthur C. Danto.10 This is also reflected in 

Sartwell’s encyclopaedia entry for appropriation, where he states that 

“[appropriation] has deep roots within modern art practice itself. For example, 

Marcel Duchamp’s ready-mades, such as In Advance of the Broken Arm, which 

consisted of a snow shovel, are directly appropriated from the culture at large.” 

(Sartwell 1998, 69.) However, Ekholm does not consider artworks in which 

everyday items or material from “culture at large” are used to be instances of 

artistic appropriation. For Ekholm, for something to be an example of artistic 

appropriation, the appropriated material must be from within the artworld, 

that is, an already existing piece of art. 

Danto, whose philosophy Ekholm uses as his theoretical framework with 

regard to the definition of art, provides an ontology of art starting with his 

1964 essay The Artworld and elaborated in his subsequent writings. In The 

Artworld Danto posits that in order for something to be considered art, it 

“requires something the eye cannot descry – an atmosphere of artistic theory, 

a knowledge of the history of art: an artworld.” (Danto 1964, 580.) What this 

essentially means is that art, to a large part, is a social institution with a specific 

mode of discourse and a multitude of established institutions with set roles 

                                                      
10 See Danto 1981. 
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such as museums and academies that control the said discourse. Danto also 

shifts the essence of an artwork from the physical object to that of the idea and 

the conceptual. Thus “a work of art is about something, it possesses aboutness 

[…] and that something (a canvas or an ordinary looking thing) is embodied 

with its meaning.” (Ekholm 2012, 32.) This understanding of art as a vehicle 

for an idea manages to neatly explain why a box of Brillo pads from the 

supermarket are different to those effected by Andy Warhol:  

[…] what differentiates artworks from ordinary things is that artworks, 
like language, have semantic values. Art, like language, speaks of the 
world – and from a point of view. Warhol’s Brillo Box, in Danto’s phrase, 
“makes a statement” about art and the world in a way that the ordinary 
Brillo box one purchases in the supermarket does not. (Herwitz 1998, 
499.) 

 
Following Sartwell, it would seem straightforward to regard the acts of artists 

such as Warhol taking a mere thing (Danto’s term) and transfiguring it to an 

artwork by, at its most basic level, simply changing the idea for the object as 

instances of artistic appropriation. Ekholm however, does not endorse this 

understanding of artistic appropriation and instead insists that only cases 

where “an artist perceives a pre-existing artwork, remakes (paints, 

photographs, etc.) the visual-material properties of it, and introduces a new, 

visually identical, and, most importantly, a conceptually different artwork” 

(Ekholm 2012, 28) can be considered as examples of artistic appropriation. 

Artist who have engaged in such practice are for instance Elaine Sturtevant, 

Sherrie Levine and Mike Bidlo.  

Ekholm bases his exclusion on ontology, taking his cue from Danto. 

Ekholm writes: “[T]he transfiguration from one ontological level to another, 

which is the case when the urinal becomes art (reality to art), is not present in 

artistic appropriation (art to art).” (Ekholm 2012, 36.) I would, however, 

argue, that this distinction is somewhat contrived and results in the withering 

of the whole concept of artistic appropriation, rendering it a curiosity at best. 

With this in mind, I would like to propose a slightly more inclusive and relaxed 

conception of artistic appropriation that, alongside artists using pre-existing 

artworks, also contains acts of using mere things and the culture at large as 
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artistic material. I do, however, agree with Ekholm that the likeness between 

the material being referenced and the final work created with a strategy of 

artistic appropriation has to be extensively evident; “in order to meaningfully 

speak about artistic appropriation, a lucid relation between a pre-existing and 

a new artwork must be established” (Ekholm 2012, 77), otherwise we move 

onto the realms of such things as pastiche, paraphrase and intertextuality, 

which will be discussed shortly after a concise introduction to the other 

notable case of appropriation within the arts, that of cultural appropriation. 

Whether a conclusive line can be drawn to what the extent of likeness needs 

to be in order for something to be considered as artistic appropriation when 

conceived of in the proposed more flexible manner, remains an issue to be 

explored in the case study.  

 

1.2 Cultural appropriation 

 

By contrast to artistic appropriation, cultural appropriation is the taking 

possession of elements specific to a certain culture by the members of another 

culture. Such an action proves problematic when it is performed unethically 

or against the law. However as James O. Young demonstrates in his book 

Cultural Appropriation and the Arts (2008), it is often very challenging to judge 

whether cultural appropriation is done in a morally sound manner since 

culture itself is a fluid entity11 and the world an ever-smaller place where 

cultural boundaries are disappearing and making way for a global culture 

(Young 2008, 152–153).  

Young goes on to distinguish between five different types of cultural 

appropriation: object -, content -, style -, motif - and subject appropriation. 

Object appropriation is possibly the most readily comprehended form of 

cultural appropriation: “[it] occurs when the possession of a tangible work of 

art […] is transferred from members of one culture to members of another 

culture.” (Young 2008, 6.) The most famous and notorious case of object 

                                                      
11 Indeed, Young makes use of Ludwig Wittgenstein’s idea of family resemblance to come to a 
usable concept of culture. See Young 2008, 9–17.     
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appropriation is undoubtedly the removal of the Parthenon marbles from 

Athens for relocation to The British Museum by Lord Elgin during 1801 to 

1812 (Stokstad 2011, 133).  

In contrast to the taking of physical and material items, content 

appropriation is the usage of intangible features of a culture, such as stories or 

myths (Young 2008, 6). A straightforward and fairly uncontroversial12 

example of content appropriation is that of Disney’s production of Aladdin. The 

story originates from the Middle East and can be found in the folklore 

collection One Thousand and One Nights but was Americanised as a children’s 

animated musical in 1992.  

Style appropriation is at play when members of an outside13 culture 

emulate a style specific to a certain culture; members of the African American 

culture have for instance criticised white middle-class musicians who play the 

blues (Young 2008, 6). Motif appropriation occurs when an outsider from 

another culture uses a distinct and individual element of a certain culture.  

Lastly, Young defines a fifth type of cultural appropriation, that of subject 

appropriation, or as it could also be termed, voice appropriation. Voice 

appropriation takes place when an outsider places himself in the position of 

someone from another culture and attempts to express how a person from the 

target culture might think or feel. Typical mediums for voice appropriation are 

literature, theatre and cinema. Indeed of late, voice appropriation has been a 

potent topic of debate in literary circles, as exemplified by the speech Lionel 

Shriver gave at the Brisbane Writers Festival in September 2016, and in 

Finland by the reaction to Laura Lindstedt’s Finlandia-winning novel 

Oneiron.14 However, much in the same vein that Shriver argues for the fiction 

writer’s right to write from the perspective of people of any kind of 

                                                      
12 Aladdin did in fact get criticised for racial stereotyping among other things. See 
http://www.rogerebert.com/reviews/aladdin-1992 (accessed 19.12.2016) 
13 Young uses the distinctions insider and outsider to differentiate between individuals that 
are regarded as belonging to a certain culture and that are not from within its sphere of 
influence. I find Young’s terminology unnecessarily dichotomic and problematic and would 
prefer terminology such as indigenous or minority, but for the purposes of these definitions I 
am resigning to the usage of Young’s terms.  
14 http://www.lily.fi/blogit/ruskeat-tytot/otheiron (accessed 19.12.2016) 

http://www.rogerebert.com/reviews/aladdin-1992
http://www.lily.fi/blogit/ruskeat-tytot/otheiron
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background15, Young actually also concludes that ultimately voice 

appropriation is not cultural appropriation at all:  

Artists represent their own experience in their works. In representing 
their experience, artists represent what is already theirs. When artists 
represent their experience of other cultures, the insiders are left with 
their experience. They are not appropriated. Other cultures fall within 
the experience of artists so, in representing other cultures, artists do not 
have to appropriate anyone’s experience, even if that were possible.” 
(Young 2008, 8.) 

 
However, even though technically nothing is taken from the representatives of 

a certain culture through subject appropriation performed by a member of a 

different culture, the fact remains that often the power relations between 

insiders and outsiders to a certain culture are asymmetrical – that is, most 

often the appropriator is a member of the majority culture, whereas the target 

culture for subject appropriation is that of the minority. This imbalance of 

power is in turn to a great extend the result of a history of imperialism, where 

Western countries have colonised vast parts of the world and assumed 

supremacy over the colonised peoples (Said 1979). Thus, the controversies 

that arise around subject appropriation are motivated in part by the same 

issues that are at the core of the objection to other types of cultural 

appropriation – that of the West’s continued suppression of formerly 

colonised peoples and its cultural dominance that favours and supports the 

majority’s expression whilst marginalising not only the voices of the 

representatives of minority cultures but also their rights (more on this in the 

history chapter). Therefore, the problem with subject appropriation is not so 

much about outright stealing of cultural experiences, were such a thing 

possible, but about the far more multifaceted issues of liberation, 

decolonisation and the striving for equality.  

As such, the recent controversies that have occurred around cases of 

cultural appropriation are thus positive demonstrations of the critical 

discourse about power relations between cultures that is now taking place. Yet 

                                                      
15 https://www.theguardian.com/commentisfree/2016/sep/13/lionel-shrivers-full-speech-
i-hope-the-concept-of-cultural-appropriation-is-a-passing-fad (accessed 19.12.2016) 

https://www.theguardian.com/commentisfree/2016/sep/13/lionel-shrivers-full-speech-i-hope-the-concept-of-cultural-appropriation-is-a-passing-fad
https://www.theguardian.com/commentisfree/2016/sep/13/lionel-shrivers-full-speech-i-hope-the-concept-of-cultural-appropriation-is-a-passing-fad
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at the same time the said discourse has also resulted in a somewhat worrying 

rhetoric of cultural segregation and alarming calls for the limiting of the artist’s 

freedom of expression.16 In a globalised world it is near enough impossible to 

find a “pure” example of any cultural phenomenon and in many ways isolating 

cultures from each other in the name of such purity can lead to tribe mentality 

and the pitting against each other of people from different cultures. This in 

turn will most certainly result in clashes that can easily turn violent.17  

Taking my cue from Edward Said, the author of the critical readers 

Orientalism and Culture and Imperialism, I therefore wish to advance the 

notion of cultural hybridity18: since historical colonisation and the 

globalisation of the world that it led to, cannot be backtracked, instead of 

trying to isolate cultures we should promote cross-cultural understanding and 

influencing so as to better unite us, the people of the world. One mode of such 

global unification of people is cultural appropriation when done in accordance 

with law (no physical material should ever be stolen) and with respect and 

ethical rigour. It is obviously impossible to write a rulebook of respectful and 

ethical cultural appropriation. However, through practice and (self-)critical 

and reflexive works of art some guidelines have emerged and are discussed 

further in the history chapter. One important principle is that of “with them, 

not about them”, where an artist wishing to make art of a cultural group that 

she is an outsider to is encouraged to engage with members of the target 

culture so as to lift the artwork from the realm of exploitation and to avoid 

blatant stereotyping.        

                                                      
16 See chapter 3.2 Jenni Hiltunen  
17 “In our wish to make ourselves heard, we tend very often to forget that the world is a 
crowded place, and that if everyone were to insist on the radical purity or priority of one’s 
own voice, all we would have would be an awful din of unending strife, and a bloody political 
mess, the true horror of which is beginning to be perceptible here and there in the re-
emergence of racist politics in Europe, the cacophony of debates over political correctness and 
identity politics in the United States, and – to speak about my own part of the world – the 
intolerance of religious prejudice and illusionary promises of Bismarckian despotism, à la 
Saddam Hussein and his numerous Arab epigones and counterparts.” (Said 1993, xxi.)    
18 “Partly because of empire, all cultures are involved in one another; none is single and pure, 
all are hybrid, heterogenous, extraordinarily differentiated, and unmonolithic.” (Said 1993, 
xxv.)   
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Approaching cultural appropriation from a different, what could be 

considered as an ontological point of view, and wishing to elaborate the 

relation of cultural appropriation to artistic appropriation, Ekholm posits that 

“cultural appropriation is different from artistic appropriation because the 

latter does not involve movement between worlds, so to speak, but refers only 

to movement within the artworld.” (Ekholm 2012, 27.) If we follow this 

definition to its logical conclusion, then ready-mades and Warhol’s Pop would 

have to be classed as cultural appropriation since there exists a “movement 

between worlds” (Ekholm is evoking Danto’s supposition that there is a move 

from one ontological level to another when a mere thing is transfigured to an 

artwork), but from not only theory but also experience we know that this is 

not so; no minority is being taken advantage of by artists appropriation things 

from culture at large (when that culture at large is that of the majority). To 

round the definition of cultural appropriation up, I offer this as further 

evidence as to why I believe ready-mades and Pop art should be considered as 

instances of artistic appropriation instead of cultural appropriation: cultural 

appropriation art more readily raises issues of ethics and power relations, 

where artistic appropriation artworks often relate to topics of authorship and 

originality. 

 

1.3 Pastiche 

 

Out of all the neighbouring concpets it is pastiche that would appear to border 

closest to the act of artistic appropriation. The difference between the two 

concepts would seem to lie in the extent to which a new work of art is faithful 

to the original material it is using as its reference. As a concept pastiche is in 

broad use across disciplines. The term appears in conjunction with 

architecture, music (especially opera), visual arts, literature and theatre. 

Peggy Zeglin Brand illuminates the etymology of the term and offers a 

definition of pastiche:  

The term pastiche comes from the French pastiche or the Italian pasticcio, 
which originally meant a “pasty” or a “pie” dish containing several 
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different ingredients. It has come to be used synonymously with a variety 
of terms whose meanings are rarely fixed with clarity: parody, montage, 
quotation, allusion, irony, burlesque, travesty, and plagiarism. Most of 
them share, to some degree or other, what is essential to the notion of 
pastiche, namely, the imitation of one form of artistic medium (text, 
representation, music) by another. (Zeglin Brand 1998, 444.)  

 
As Zeglin Brand points out, “more often than not, pastiche is defined in 

comparison to the notion of parody” (Zeglin Brand 1998, 444). Fredric 

Jameson notes the same in his 1982 essay Postmodernism and Consumer 

Society and endeavours to clarify the difference between the two terms:  

Both pastiche and parody involve the imitation or, better still, the 
mimicry of other styles and particularly of the mannerisms and stylistic 
twitches of other styles. […] [P]arody capitalizes on the uniqueness of 
these styles and seizes on their idiosyncrasies and eccentricities to 
produce an imitation which mocks the original. […] Pastiche is, like 
parody, the imitation of a peculiar or unique style, the wearing of a 
stylistic mask, speech in a dead language: but it is a neutral practise of 
such mimicry, without parody’s ulterior motive, without the satirical 
impulse, without laughter, without that still latent feeling that there 
exists something normal compared to which what is being imitated is 
rather comic. (Jameson 1985, 113–114.) 

 
Thus, we can gain an idea of the concept of pastiche: unlike artistic 

appropriation it is not a direct annexation of material already in existence, be 

it another artwork or a mere thing, but rather the adoption of a mode of 

expression. “Pastiche” also differs from “parody” in its lack of mockery and as 

a practice it is closer to homage because the aim of a pastiche is often to pay 

tribute rather than to deride.  

From the field of Finnish contemporary art, a very cogent example of an 

art piece vacillating between pastiche, parody and artistic appropriation is 

Anssi Kasitonni’s cardboard sculpture from 2009, Damien Hirst’s Skull. In its 

form the work is a direct reference to Damien Hirst’s piece For the Love of God 

(2007), a platinum cast of an 18th century human skull, covered in diamonds.19 

In certain respects it would seem almost fitting to define Kasitonni’s creation 

as artistic appropriation, since it takes the precise shape of a pre-existing work 

                                                      
19 https://www.nytimes.com/2007/06/13/arts/design/13skul.html (accessed 7.8.2018) 

https://www.nytimes.com/2007/06/13/arts/design/13skul.html
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of art and has merely been moved into a new medium. In the titling of the work 

Kasitonni also uses a strategy from another well-known artistic appropriator, 

Elaine Sturtevant, who has produced such pieces as Warhol’s Flowers (1964–

68) and Johns’ Flag (1965/66). Such naming emphasizes the acknowledged 

and direct relation of the works. However, to be able to assess what the 

relevant category for Kasitonni’s piece is it is important to understand the 

intention and meaning behind his act: the artist is in fact commenting on the 

absurd ballooning of the art market and the ruthless commodification of art.20 

This is in contrast to Ekholm’s argument that the main issues that artistic 

appropriation comment on, are the ontology of art, originality and authorship 

(Ekholm 2012, 212). Kasitonni’s undertaking is clearly more ideologically 

motivated.  

The aesthetics of Damien Hirst’s Skull also favour it being classed as 

either a pastiche or parody. The material of the sculpture is deliberately cheap 

in comparison to the referent, and the tone of Kasitonni’s piece is light if not 

almost silly, where Hirst’s diamond skull is grave and enshrouded in an 

atmosphere of art theory pertaining to the long tradition of vanitas and 

memento mori. Yet it is somewhat difficult to determine whether Kasitonni’s 

work is exactly an example of pastiche or parody. The humorous mood of the 

piece supports a categorization as parody, but the rather solemn topics that 

the cardboard skull addresses and the strongly evident formal similarity with 

Hirst’s piece would back an understanding of Kasitonni’s sculpture as pastiche. 

As such, the issue remains unsolved, since it has been established that Damien 

Hirst’s Skull is not an example of artistic appropriation by virtue of the artist’s 

motivations and because of the breadth in aesthetics between the pre-existing 

work and Kasitonni’s piece.     

Curiously enough, considering how closely related the concept is to 

artistic appropriation, Ekholm doesn’t dwell on the matter of pastiche for very 

long. Instead he demonstrates that Douglas Crimp would have been better off 

utilizing the term “pastiche” in his 1983 essay Appropriating Appropriation 

                                                      
20 http://www.nrgm.fi/artikkelit/pop-art-small-talk-vieraana-anssi-kasitonni/ (accessed 
15.5.2017) 

http://www.nrgm.fi/artikkelit/pop-art-small-talk-vieraana-anssi-kasitonni/
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when describing the artistic practice of Robert Mapplethorpe (Ekholm 2012, 

76). Ekholm also states that “artistic appropriation is paronymous, but not 

synonymous to pastiche. The words have similar meanings, but not identical.” 

(Ekholm 2012, 78). This seems like an odd oversight and conceptual 

ambiguousness from an otherwise extremely rigorous supporter of 

terminological precision. For one, it is strange to describe artistic 

appropriation and pastiche as paronymous, since the word quite specifically 

refers to similar sounding words.21 It must then be assumed that Ekholm is 

after conceptual paronymy, which seems to be to an invention of his own. 

Secondly, the issue lies not in the words, as in “the words have similar 

meanings”, but rather in the concepts and broader notions that the specific 

words have come to denote. Ekholm’s neglect of the concept of pastiche might 

be explained by his marked interest in paraphrase instead, which will be 

examined in more depth next.  

 

1.4 Paraphrase 

 

In Ekholm’s view, paraphrase is conceptually closest to the notion of artistic 

appropriation:  

Paraphrase is the art theoretical concept most similar to artistic 
appropriation. […] [A]rtistic appropriation and paraphrase share similar 
starting points; they more distinctly refer to art made of art, although 
there are differences between them. […] [A] paraphrase is a variation of 
a pre-existing artwork, whereas artistic appropriation is visually 
identical and conceptually different to a pre-existing artwork. (Ekholm 
2012, 70–71.) 

 
As a term “paraphrase” is central to linguistics and literary studies. The 

etymology of the word reveals that originally the term refers specifically to 

acts of speech22 and The Oxford Dictionary of Literary Terms defines 

                                                      
21 As in linguistics: 
the relationship between words with related derivations but different syntactic use, i.e. wise 
– wisdom. See https://www.collinsdictionary.com/dictionary/english/paronymy (accesses 
15.5.2017) 
22 paraphrase (n.) 1540s, from Middle French paraphrase (1520s), from Latin paraphrasis "a 
paraphrase," from Greek paraphrasis "a free rendering," from paraphrazein "to tell in other 

https://www.collinsdictionary.com/dictionary/english/paronymy
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“paraphrase” as “a restatement of a text’s meaning in different words, usually 

in order to clarify the sense of the original.” (Baldick 1990/2008, 247.) With 

the etymology and definition in mind it seems peculiar that Ekholm regards a 

distinctly linguistic term to mirror that of artistic appropriation, which, as a 

concept, has emerged specifically in the context of visual arts. Of course terms 

can, and regularly do, refer beyond their original discipline, but perhaps there 

are also compelling reasons for why a specific term develops in a particular 

scholarly environment. The decision to apply a literary term to visual arts is 

not justified by Ekholm. 

Perhaps this is explained by the fact that Ekholm’s understanding of the 

term “paraphrase” relies mostly on the art historian Hans Örtegren’s 

dissertation Konst med Konst som Motiv: Parafrasens Estetik i 1900-talets 

Bildkonst23, that makes a case for the occurrence of paraphrase in visual arts 

and painting especially.24 In the thesis Örtegren states that “applied to the 

visual arts a paraphrase is an artwork that alludes to earlier art in such a way 

that both significant differences and significant similarities emerge.” (Cited in 

Ekholm 2012, 71.) Ekholm bases his differentiation of artistic appropriation 

and paraphrase precisely on this, explaining that, “whereas paraphrase has 

significant visual differences and similarities to a pre-existing artwork, artistic 

appropriation is to the naked [eye] visually identical to a pre-existing artwork 

and is conceptually different to it.” (Ekholm 2012, 71.) Indeed, the most telling 

feature of artistic appropriation is undoubtedly the high level of visual likeness 

between the material being referenced and the resulting artwork. But are 

pastiches not more visually faithful to their referent? The successfulness of a 

pastiche depends precisely on the premise that the viewer recognises what is 

being reworked, whereas a paraphrase allows for further separation between 

the source of inspiration and the derivative work.  

                                                      
words," from para- "beside" (see para- (1)) + phrazein "to tell" (see phrase (n.)). See 
http://www.etymonline.com/index.php?term=paraphrase (accessed 15.5.2017) 
23 Title in English: Art with Art as Motif: The Aesthetics of the Paraphrase in Art of the 20th 
Century, Örtegren, Hans 1992. 
24 See Ekholm 2012, 70–74.  

http://www.etymonline.com/index.php?term=paraphrase
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The terminology remains inconclusive as ever and writing about 

appropriation Örtegren recognises the same issue, as Ekholm recites:  

[Örtegren] thinks that [appropriation] should be understood as 
something between paraphrase, pastiche and copy. Appropriation, 
Örtegren argues, does not always show the essential differences and 
similarities stipulated for paraphrase. (Ekholm 2012, 72.) 

 
I would argue, that out of the two concepts of paraphrase and pastiche, the 

latter is more closely related to artistic appropriation, based on the relative 

visual faithfulness assumed in each practice. And yet this analysis cannot be 

final since the nature of all the terms involved remains fluid, and a difference 

in viewpoint (as here with Ekholm) may be enough to render a different 

understanding of the terms.  

 

1.5 Intertextuality 

 

Intertextuality is one of the major concepts utilised in literary studies. It 

emerges in the context of French critical theory, the term itself coined by Julia 

Kristeva25, a Bulgarian-French philosopher in her 1967 essay Le mot, le 

dialogue et le roman.26 As a concept, intertextuality refers to the implicit and 

explicit relations between texts and asserts that no text is written in isolation 

from other texts. Central to the notion of intertextuality is that texts influence 

each other and thus their meaning is never generated in isolation either.27 

Kristeva herself posits that intertextuality is  

                                                      
25 Although, as Mary Orr notes in her 2003 critical reassessment of intertextuality, “If Kristeva 
is openly acknowledged for coining the term intertextuality in the late 1960’s, this recognition 
is surprisingly fleeting and dismissive. However supportive critics may be of its semiotics 
contexts, they glide rapidly over Kristeve’s term, to concentrate on its more illustrious 
theorists such as Barthes. Indeed it was he, not Kristeva, who wrote the definition for 
intertextuality in the Encyclopédie universalis in 1973.” (Orr 2003, 20.) For a further analysis 
see Orr 2003.   
26 Word, Dialogue and Novel, translated to English in 1980 (Orr 2003, 21). Intertextuality’s 
canonised history traces the term to this particular essay, but in fact it can be found in 
Kristeva’s earlier text Le Texte clos from 1966–67. Both essays feature in the collection 
Semeiotiké (1969). (Orr 2003, 27.)  
27 Tieteen termipankki 19.12.2016: Kirjallisuudentutkimus: intertekstuaalisuus. 
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:intertekstuaalisuus 
(accessed 19.12.2016) 

http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:intertekstuaalisuus
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[A] mosaic of quotations; any texts is the absorption and transformation 
of another. The notion of intertextuality replaces that of intersubjectivity, 
and poetic language is read as at least double. (Cited in Orr 2002, 21.)  

 
Here, however, Kristeva is not referring to just direct citations (which can also 

be regarded as part of the larger context of intertextuality) but rather to the 

more metaphoric process of the author mastering the conventions and history 

of literature.28 Graham Allen elaborates the notion further: 

The fundamental concept of intertextuality is that no text, much as it 
might like to appear so, is original and unique-in-itself; rather it is a 
tissue of inevitable, and to an extent unwitting, references to and 
quotations from other texts. These in turn condition its meaning; the text 
is an intervention in a cultural system. Intertextuality is therefore a very 
useful concept – indeed some would say essential – for literary study, as 
it concerns the study of cultural sign systems generally.29 (Cited in 
Ekholm 2012, 75.)   

 
This definition starts to reveal the significance of this particular concept when 

attempting to understand artistic appropriation. If we broaden the notion of 

text to encompass all cultural products, be it visual arts, theatre or music, does 

it not then transpire that there is no such thing as originality since everything 

is merely a reworking of all that has gone before, and thus artistic 

appropriation just a very blunt expression of such an idea? Ekholm disagrees 

with this train of thought, holding fast to a surprisingly traditional ideal of 

originality, albeit with a conceptual twist. Ekholm’s objection goes as follows: 

An advocate of intertextuality argues that if there is indeed a reference 
between one text and another […] then the other text is unoriginal. […] 
The proponent of artistic appropriation […] argues that originality is 
understood on a meta-level, by understanding the connection between 

                                                      
28 Tieteen termipankki 19.12.2016: Kirjallisuudentutkimus: intertekstuaalisuus. 
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:intertekstuaalisuus 
(accessed 19.12.2016) 
29 As Mary Orr points out, this kind of definition represents a rather simplified understanding 
of a very complex idea that surfaces in an age of the breaking down of notions about a singular, 
unified subject and the Structuralist conception of language: “Such notions (as intertextuality) 
directly questioned and challenged pre-1968 [the year of the mass demonstrations and strikes 
by students and the proletariat in France] ideologies. Among these were the concept of (1) a 
unified self (especially a male subject position in hierarchical structures of knowledge and 
power); (2) the pre-eminence of high-cultural expression (as essentially white, male and 
European); and (3) direct referential connections between language and the world (whether 
mimetic, semantic, symbolic or metaphysical).” (Orr 2003, 1.) See Orr, 2003.  

http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:intertekstuaalisuus
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visual and conceptual properties, and foremost by illustrating that 
conceptual properties transcend visual properties. (Ekholm 2012, 76.) 

 
I find Ekholm’s understanding of intertextuality, as well as his defence of 

originality, problematic. Firstly, it seems simplified to comprehend 

intertextuality as one text (text understood broadly) copying others. The 

concept refers to a much more subtle and complex process of being 

entrenched in the world and culture, and filtering all that experience into an 

individual expression. Understood in this manner, there is no jeopardy to 

originality, whether that originality resides in the realm of the material or that 

of the conceptual, from the direction of intertextuality.  

And yet secondly, is it not time we let go of the helplessly outmoded 

glorification of the myth of originality? Why are we as humans so utterly 

centred on upholding the notion of unfaltering originality, be it in thought, 

experience or creativity? Is it not abundantly evident that our cultural world 

is one of reference, influence and imitation? Ekholm himself states that the 

main issues of investigation in works of artistic appropriation are the 

questioning of originality and authorship30. Ultimately Ekholm argues that 

artistic appropriation artworks in fact confirm the notions the works were 

made to question (Ekholm 2012 123), but this, I would argue, is more due to 

the institutional context, of which Ekholm would appear to be a conservative 

part of, that is keen to maintain such concepts rather than the works of art 

themselves.  

To conclude on the relation of intertextuality and artistic appropriation 

Ekholm offers a descriptive quote free of unnecessary simplification:  

One could say that artistic appropriation is preceded by intertextuality, 
as intertextuality is always present. Artistic appropriation is a conscious 
act, an overtaking of a specific artwork, whereas intertextuality is 
inevitable – a relation between texts which is characterized by it not 
being a whole overtaking, but one of references and quotations. (Ekholm 
2012, 76.)  

 

  

                                                      
30 Alongside with creativity and value. See Ekholm 2012, 123–157. 
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1.6 Quotation 

 

Through the different terms and concepts introduced and discussed so far, we 

have moved ever closer to the most direct form of referring to something 

external and borrowed, that of a quote. As Mary Orr points out, in itself 

quotation is a straightforward and readily recognisable concept:  

Where other kinds of cultural reference such as allusion, reminiscence, 
indirect quotation, paraphrase, pastiche or adaptation may go unnoticed, 
quotation marks placed around any utterance highlight, separate and 
distinguish it from surrounding phrases. (Orr 2003, 130.)   

 
By default of relating to the use of the words of others, quotation is a linguistic 

concept. The section of Literary Studies in The Bank of Finnish Terminology in 

Arts and Sciences defines quote as “A section borrowed word-for-word from a 

written or a spoken piece, that in scientific writing is commonly marked out 

with quotation marks and the original source; citation.”31 In its truest form 

quotations are only really found in literary environments, since, as the 

definition notes, a quotation refers to the borrowing of words and to qualify as 

one, the distinct quotation marks are required. It is hard to place a painting in 

quotation marks. Therefore, the application of quotation in the realm of other 

cultural products, such as visual arts, is a conceptual stretch.  

Interesting in terms of artistic appropriation is, however, what happens 

to a quote, when the distinguishing quotation marks are omitted, and the 

source left unidentified. In such a case we are in fact dealing with “some type 

of textual theft”32. A common name for such an occurrence is of course 

plagiarism. Should we then consider Elaine Sturtevant and Sherrie Levine’s 

acts as cases of plagiarism? After all, both of the artists mentioned have 

                                                      
31 ”Kirjallisesta tai suullisesta esityksestä sanasanaisesti lainattu kohta, joka yleensä 
tieteellisessä tekstissä varustetaan lainausmerkeillä ja lähdetiedoilla; lainaus.” Tieteen 
termipankki 13.05.2017: Kirjallisuudentutkimus: sitaatti.  
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:sitaatti. 
(accessed 13.5.2017) 
32 ”Mikäli sanatarkasti lainattua kohtaa ei laiteta lainausmerkkeihin eikä lähdettä ilmaista, 
kysymyksessä on mitä ilmeisimmin jonkinasteinen tekstivarkaus.” Tieteen termipankki 
13.05.2017: Kirjallisuudentutkimus: sitaatti. 
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:sitaatti.  
(accessed 13.5.2017) 

http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:sitaatti
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:sitaatti
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produced exact copies of the work of other artists. Three things would seem to 

redeem Sturtevant and Levine from accusations of plagiarism: the choice of 

the title, their personal art constituent intention and the conceptual difference 

of their work from that of the pre-existing pieces.   

The titling of the work perhaps resembles quotation marks the most. 

Both Sturtevant and Levine outright offer the name of their source in the title 

accompanying the artwork: an example of Sturtevant’s titles is for instance 

Johns Flag (1965–66), for her painting of Jasper Johns’ work Flag (1954). 

Levine follows the same formulation in calling her photograph taken of a 

photograph by Walker Evans known as Alabama Tenant Farmer Wife (1936) 

as After Walker Evans (1981).33 Such titling is an overt admission of the origin 

source of the work being presented and thus contradicts with the assumed 

agenda of someone who engages in plagiarism: a plagiarist’s aim is to explicitly 

hide the fact that the material has been created by someone else, and instead 

pass the work off as their own. Deceit of such kind is not the intention of either 

Sturtevant or Levine. Both have made artworks visually indiscernible from the 

origin material, but that are, as works, independent pieces of art. This may 

seem paradoxical, but Ekholm explains that there is indeed an ontological 

difference between say, the work of Sturtevant and Johns that is not plagiarist 

in nature afforded by the art constituent intention of the individual artists and 

the difference in meaning that resides on a conceptual level.  

Ekholm assumes art constituent intention as a necessary prerequisite for 

anything to be considered as art. In all its simplicity what Ekholm is after is 

that an artist must mean for a piece to be regarded as art for it to be art 

(Ekholm 2012, 40–41). The foundation of Ekholm’s notion is on the categorical 

intention proposed by Jerrold Levinson,  

which “govern[s] not what a work is to mean but how it is to be 
fundamentally conceived or approached. […] The most general of 
categorical intentions of concern here would be the intention that 
something be regarded as literature (or as art) at all, which obviously 

                                                      
33 Note here, how, as discussed in conjunction with pastiche earlier, Anssi Kasitonni later 
adopts the exact same practice. Whether this is a direct allusion to previous appropriation art, 
remains inconclusive.  
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enjoins certain modes of approach as opposed to others.” (Cited in 
Ekholm 2012, 41.)  

 
The art constituent intention of Sturtevant and Levine, that their work be 

considered as works of art rather than instances of plagiarism or forgery or 

copy, all of which belong to different categories than art, is, according to 

Ekholm, enough in itself to grant the artistic appropriation works a status as 

pieces of art in their own right. If we now reassess the titles given to their 

works by the appropriating artists, it becomes evident that they are in 

themselves outspoken declarations of art constituent intention.  

As for the matter of distinguishing artistic appropriations from visually 

identical pre-existing artworks, Ekholm appeals to the conceptual difference 

between the works, beautifully exemplified by Sartwell writing about Sherrie 

Levine and her work, After Egon Schiele (1982), that incorporates Egon 

Schiele’s Self-Portrait Nude II: 

Despite the fact that they have virtually the same form, these two works 
are extremely different aesthetically. This shows that aesthetics 
properties do not inhere only in form. One conspicuous fact about the 
Schiele is that it is a self-portrait. A self-portrait is a work that depicts the 
artist of that work. But Levine’s work does not depict the artist; it depicts 
Schiele. […] Despite their formal identity, the expressive qualities of Self-
Portrait Nude II are just the opposite of those displayed by After Egon 
Schiele. The Schiele is a ‘hot’ work, charged with an almost unbearably 
intense self-expression. There is little thinking; the expression is 
absolutely immediate, which is one reason the work is a masterpiece. It 
is violent, agitated, aggressive. All this stands in the starkest contrast to 
the Levine. Levine and her ilk have often enough been condemned as 
‘cool’, as emotionally arid. This charge is not misplaced. Levine’s work is 
all intellection and no expression. It is knowing, sophisticated, utterly 
mediated. And it stands in such absolute, dramatic aesthetic contrast to 
the Schiele, not in spite of, but precisely because of, its visual similarity. 
(Sartwell 1998, 70.)   

 
Taken together art constituent intention and conceptual difference should 

provide enough evidence to prevent mistaking artistic appropriation works as 

instances of plagiarism, forgery or copies. As Ekholm puts it:  

The artist artistically appropriates the visual properties of the pre-
existing artwork and adds a new art constituent intention, or in other 
words makes the new artwork to be about something else than what the 
pre-existing artwork is about. The artistic appropriator creates thus a 
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new whole, the pre-existing visual properties plus a new art constituent 
intention, and it is this new whole that the interpreter meets when the 
artwork is on display. (Ekholm 2012, 163.) 

 
And thus, the ontology of artistic appropriation works starts to reveal 

itself. In formal and visual qualities the work lends it shape from a pre-existing 

artwork or a mere thing, if, like I have proposed, we include ready-mades in 

the category of artistic appropriation art. To this perceptible appearance a new 

meaning is attached, that being the art constituent intention of the artistic 

appropriator. It is precisely the strength of the intention that moves the artistic 

appropriation work from the categories of plagiarism and forgery to the realm 

of art.  

 

1.7 Forgery 

 

As the discussion of the mechanisms of quotation revealed, it is firstly the art 

constituent intention of the artistic appropriation artist, secondly the stating 

of the artwork appropriated in the title of the piece executed using an 

appropriative strategy34, and thirdly the new conceptual content of the 

resulting artistic appropriation artwork that should assure that the work is not 

mistaken as plagiarism (undeclared quotation), or, indeed, as a forgery. Both 

a plagiarist and a forger aim to deceive the receiver, but to opposite ends: a 

person resorting to plagiarism wishes to pass the words of someone else as 

their own, whereas the aim of a forger is to convince that the work they have 

produced, the forgery, is precisely the handiwork of someone else. Artists 

engaged in artistic appropriation are not aiming to achieve either effect. 

Artistic appropriation artists author new and differing works of art even if 

their work cannot be visually discerned from that of pre-existing works of art. 

                                                      
34 Of course, not all artists employing artistic appropriation as a strategy cite the work that has 
been appropriated or its author but surprisingly often this does seem to be norm, as with for 
instance Elaine Sturtevant, Sherrie Levine, Mike Bidlo (who uses negation: NOT Warhol (Brillo 
Soap Pads Box Pasadena Type, 1969), (1991)) and Anssi Kasitonni from the field of Finnish 
contemporary art. Even Andy Warhol advised us in his titles, that he had appropriated 
Campbell’s cans and the face of Marilyn Monroe for his works.  
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An exploration of the parameters of the concept of forgery should help in 

understanding this somewhat contradictory assertion.  

Robert Hopkins divides forgeries into three different types: that of a 

fraudulent copy, a new work in the style of an established artist and the forgery 

“of the entire oeuvre of a fictitious, or long lost, artist.” (Hopkins 2009, 287.)35 

Out of these three types, a work of art executed through the appropriation of 

an existing art piece could most readily be confused with that of a fraudulent 

copy. Note here the modifier “fraudulent”: it reveals the significance of the 

author’s intention in differentiating a forged copy and an original work of art 

which may otherwise look precisely the same. The author of a forgery intends 

their work to be mistaken as someone else’s, where an artist intends her work 

to be seen as art authored by her. As discussed above in relation to quotation, 

Levinson names the author’s intention for her work to be regarded as art as 

“categorical intention”, and Ekholm builds his understanding of artistic 

appropriation art largely around what he, following Levinson, specifies as art 

constituent intention.  

Traditionally artistic authorship has been linked with not only intention 

but also with innovation, as in creativity. Setting off from this premise Sherrie 

Irvin endeavours to define the constitution of artistic authorship through a 

comparative discussion of artistic appropriation art and forgeries. Irvin 

ultimately argues that innovation is in fact not a mandatory element of artistic 

authorship, finding her proof from artistic appropriation art that somewhat 

unintuitively confirms rather than abolishes the notion of authorship. In Irvin’s 

view  

The artist’s authorship is defined by the fact that she bears ultimate 
responsibility for every aspect of the objectives she pursues through her 
work, and thus every aspect of the work itself, whether it is innovative in 
any relevant sense or not. (Irvin 2005, 134.)  
 

Irvin elaborates her point through Sherrie Levine’s art: 

[Levine’s] project, as a project that she chose and intentionally pursued, 
could never relieve her of her responsibility as author of her work. Nor 

                                                      
35 Hopkins also notes, that even though “at least some types of forgery are [...] found in all the 
[...] arts”, the issue is more prevalent in visual arts. See Hopkins 2009, 287. 



 29 

does its appropriative element prevent us from interpreting her work in 
terms of its author’s intentions and meanings. (Irvin 2005, 135.)  

 
To unravel Irvin’s argument, it is necessary to analyse innovation and value in 

art more closely. 

Hopkins, following Alfred Lessing, differentiates between aesthetic value 

and artistic value (Hopkins 2009 288). Here aesthetic value could perhaps be 

understood as the “face value” of a work of art – it is the sensuous experience 

derived from an encounter with an artwork. Hopkins argues that it is 

technically possible for an original work of art and a forgery of it to yield the 

very same experience, which would in turn mean that the two have the same 

aesthetic value. (Hopkins 2009, 288.) This then prompts the question, if both 

offer the same experience, then why do we intuitively value the original more? 

Hopkins counters this by appealing to the second value he names “artistic”, 

which is in its constitution rather similar to Danto’s notion of an air of theory, 

an “aboutness” that is required for something to be a work of art. Hopkins 

defines artistic value as being “about creativity and innovation, about 

reflecting on the achievements of other artists and adapting, incorporating, 

reacting to, or rejecting them. It essentially involves the history of the art 

form.” (Hopkins 2009, 288.) Indeed, a forgery does not require any innovation, 

merely imitation, nor does it relate to the history of the art form but singularly 

to the original it is a copy of. But isn’t this true of works of artistic 

appropriation too? Nothing new, unique or original is created through artistic 

appropriation so should these works therefore be classed as examples of 

forgeries? Irvin writes that  

The difference between artist and forger does not lie in the nature of 
their outward activities or their product, or in issues of deception or 
authenticity; it lies in the appropriateness of seeking explanations that 
go beyond the nature of the artist’s role and delve into what this 
particular artist is trying to do. Such explanations are what allow us to 
interpret the artist’s works, to find meaning in what he has done. (Irvin 
2005, 137.) 

 
I would argue that what Irvin is evoking here is precisely artistic value, which 

redeems artistic appropriation artworks from being confused as forgeries: 
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artworks made using an artistic appropriation strategy relate and comment 

on the history of art enabling a meaningful interpretation that Irvin regards as 

central. However, as becomes apparent in Chapter 2.2 through the historical 

overview, artistic appropriation artists, most notably Elaine Sturtevant, also 

claim innovation, although not in the traditional sense of creative artisanship 

but rather in the sense of conceptual creativity. The physical appearance of 

two works interlinked through appropriation may be the same but the ideas 

the artworks address are wholly different. Irvin does not account for this and 

instead holds that artistic appropriation artworks do not exhibit innovation. 

This matter remains a question of discussion at this point.   

Forgeries can also involve cultural appropriation, and in fact forgeries of 

antiquated cultural artefacts are common, most often encompassing style 

appropriation or motif appropriation36 thus conforming to Hopkins’ second 

type of forgery, in the style of: the forger is not aiming to produce another 

precise copy of an already existing piece but instead a work sharing enough 

resemblance with authentic works so as to be confused as a previously 

unknown piece belonging to the same category and authored by a 

representative of the culture that produced the original work. A well-known 

example of antiquities forgeries employing cultural style appropriation are the 

many fake Cycladic figurines that flooded the antiquities market after the 

initial discovery of these ancient Aegean sculptures.37 The authentic figurines 

are minimalistic and almost modern looking in their style, thus making 

replicating them somewhat easy. The material used for the sculptures is white 

marble making them “notoriously difficult to date.”38 The case of the forged 

Cycladic sculptures amply demonstrates the significance of authentic 

                                                      
36 See Chapter 1.2 and Young 2008. 
37 “From about 6000 BCE, Cycladic artists used coarse, poor-quality local clay to make a variety 
of ceramic objects, including engaging ceramic figurines of humans and animals, as well as 
domestic and ceremonial wares. Some 3000 years later, they began to produce marble 
sculptures. The Cyclades, especially the islands of Naxos and Paros, had ample supplies of a 
fine and durable white marble. Sculptors used this stone to create sleek, abstracted 
representations of human figures, ranging from a few inches to almost 5 feet tall. They were 
shaped – perhaps by women – with scrapers made of obsidian and smoothed by polishing 
stones of emery, both materials easily available on the Cyclades.” (Stokstad 2011, 82.) See also 
https://www.newstatesman.com/node/193827 (accessed 17.9.2018) 
38 https://www.newstatesman.com/node/193827 (accessed 17.9.2018) 

https://www.newstatesman.com/node/193827
https://www.newstatesman.com/node/193827
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authorship and furthermore, since the category of cultural object 

appropriation is only operable in so far as the item appropriated is the genuine 

thing, it transpires that “the concept of forgery requires a particular sort of 

practice to be in place, one in which we value items at least in part for their 

origin in a particular agent.” (Hopkins 2009, 287.) Forged antiquities directly 

result in the warping of scientific knowledge and impair the study of cultures. 

The importance of agency is of course just as relevant in the context of art 

forgeries, and circles back to both intention and artistic value, all of which 

apply to cultural artefacts as well.  

 

1.8 Outcomes  

 

Hopefully in the course of these analyses of different terms relating to 

especially artistic appropriation, a slightly clearer impression of what the 

notion of artistic appropriation holds within it has started to emerge. So then, 

what is artistic appropriation? To offer my own understanding of the concept 

I posit that in a nutshell, artistic appropriation is a work of art that is visually 

and in form notably similar (but not necessarily identical) to either a pre-

existing artwork or to a mere thing lifted from culture at large. If the artwork 

uses tangible or intangible material that is again prominently akin to the 

source material from a culture other than the artist’s own, the work may also 

be an instance of cultural appropriation. Cultural appropriation in the arts can 

prove problematic if it involves asymmetrical power relations where the artist 

acts from a culturally dominant position, and fails to take it into account. Thus 

cultural appropriation is most readily an issue of ethics. With regard to artistic 

appropriation, the fundamentally significant properties of an artwork 

employing a strategy of artistic appropriation reside in the conceptual aspects 

of the piece rather than in the perceptible features. These conceptual 

differences, in turn, are effectuated by the artist’s art constituent intention that 

serves as the main element preventing mistaking the work for either 

plagiarism or forgery.  
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Ultimately the difference between artistic appropriation and especially 

the neighbouring concepts of pastiche and paraphrase would appear to be at 

best nominal. I have argued that pastiche is the closest concept to artistic 

appropriation because of the relative visual faithfulness of a pastiche to the 

original referent. I also strived to demonstrate that the same call for visual 

faithfulness distances paraphrase from artistic appropriation and pastiche, 

both of which operate with a tighter requirement of resemblance than 

paraphrase. This is cannily made evident by the commonplace rendering that 

denotes paraphrase: “in your own words”. Here I disagree with Ekholm, who 

makes a case for paraphrase being the most similar concept to artistic 

appropriation. However, with regard to intertextuality, like Ekholm, I also hold 

that intertextuality is unavoidable and always present in all cultural work, no 

matter what the artistic medium: it is the super-context that configures our 

cultural reality. Finally, through the example of quotation and its effective 

negative, plagiarism, I was able to show precisely why artistic appropriation 

works are independent artworks. With the aid of contrasting appropriation 

with forgery, the definition came back full circle, as it was shown that what 

differentiates the artistic appropriation artwork from plagiarism, forgery and 

copy is the art constituent intention.   

Next, it is necessary to take a closer look at the historical developments 

that have enabled both cultural appropriation and artistic appropriation as an 

artistic strategy to appear. The historical overview will then be followed by 

two case studies that will test the applicability of the terms as defined here in 

practice.  

 

2 History of Appropriation  

 

As has become evident through the terminological analysis, cultural 

appropriation and artistic appropriation as phenomena of art are vastly 

different issues that at most share a mechanism, one that comprises of taking 

and adopting (and sometimes even stealing). What is most significant, in terms 

of the philosophical questions that the two types of appropriation raise, is that 
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cultural appropriation as a practice addresses issues of ethics where as artistic 

appropriation revolves around questions of ontology: to elaborate, cultural 

appropriation problematises power relations in a postcolonial world, whilst 

artistic appropriation questions the very metaphysics of an art work as a 

unique, creatively authored original object.  

From this it also follows that the two types of appropriation do not share 

a directly linked history within the arts but rather emerge in different art 

historical contexts. Thus, this chapter will approach the art history of 

appropriation in two parts. First, I will examine the problematisation of 

cultural appropriation through the framework of postcolonial theory. A 

central work to postcolonial theory and a study widely influential for both the 

reassessment of art history and for the theory of contemporary art, Edward W. 

Said’s Orientalism (1978) will serve as a specific critical response to cultural 

appropriation that can be considered to represent a crucial moment in 

changing attitudes within art from cultural imperialism to that of pluralism, 

inclusion and ethicality. Where Orientalism lays bare the latent power 

relations, prejudices and Western imperial impulses in European academia 

and culture, Said’s 1993 book, Culture and Imperialism examines in further 

depth how Western culture itself (Said’s interest lies particularly in literature 

as it is his discipline) is employed for the process of validating the West’s 

superiority over colonised peoples, fortifying the said power relations and 

erecting a division to “us” and “them”. Through postcolonial theory and the 

notion of hybridity I will attempt to find constructive solutions to the practice 

of cultural appropriation.   

This tightly focused history of cultural appropriation will then be 

followed by a concise overview of the art historical developments that enabled 

artistic appropriation to appear. The survey will cover pivotal movements and 

moments in Continental and Anglo-American art, starting with early 19th 

century avant-garde and Dada, and ranging through the Situationists, Pop Art 

and the Pictures Generation, concluding with contemporary developments. 

Here a disclaimer must be made; because of the vastness of the topic being 

addressed; art history and the cause and effect –relations within art history, 
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and because of the limited space afforded by the framework of this thesis, it is 

inevitable that I will echo the established art historical meta-narratives, to 

refer to Jean-Francois Lyotard’s notion39, and will only be able to paint with an 

excessively broad brush, thus resulting in a simplified and abridged 

presentation of the developments that have led to the problematisation of 

cultural appropriation and to the practice of artistic appropriation. Here I hope 

that by acknowledging the unavoidable generalisation of this rendition of 

recent art history, the reader may become aware of the issue and thus seek to 

broaden the subject through further reading outside of the confines of this 

dissertation. Where possible and appropriate, I will attempt to analyse the 

established notions by offering critical interpretations and point to further 

sources of research that examine the topics in more depth. Having said this, an 

outlining of the Western art historical developments that are at play behind 

instances of appropriation in the arts will hopefully also shed light on the 

wider context of the case studies of appropriation in the field of Finnish 

contemporary art, that are the main contribution to new research afforded by 

this study. After all, as has been demonstrated time and again in the course of 

this thesis, nothing is created in a vacuum, not even in Finland.  

 

2.1 Power Play – A Critical Examination of Cultural Appropriation 

 

It is somewhat impossible to attempt to record a chronological art history of 

cultural appropriation, since the practice of borrowing from other cultures is 

persistent to the point of being ubiquitous in visual arts. The Romans made 

marble copies of Greek statues perhaps in the hope of obtaining some of the 

                                                      
39 Lyotard is an important theorist of the postmodern. As Christopher Butler writes: “A great 
deal of postmodernist theory depends on the maintenance of a sceptical attitude: and here the 
philosopher Jean-Francois Lyotard’s contribution is essential. He argued in his La condition 
postmoderne (1979) that we now live in an era in which legitimizing ‘master narratives’ are in 
crisis and in decline. These narratives contained in or implied by major philosophies, such as 
Kantianism, Hegelianism, and Marxism, which argue that history is progressive, that 
knowledge can liberate us, and that all knowledge has a secret unity. The two main narratives 
Lyotard is attacking are those of the progressive emancipation of humanity – from Christian 
redemption to Marxist Utopia – and that of the triumph of science. Lyotard considers that such 
doctrines have ‘lost their credibility’ since the Second World War: ‘Simplifying to the extreme, 
I define postmodern as incredulity towards metanarratives’.” (Butler 2002, 13.) 
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prestige of Greek culture (Stokstad 2011, 155; 167); Vincent van Gogh found 

inspiration in Japanese woodblock prints, producing imitative paintings that 

were a curious medley of Post-Impressionism and the austere Japanese 

aesthetics (Stokstad 2011, 996); Orientalism was a thriving category of 19th 

century French academic painting, established by such masters as Jean-Léon 

Gérôme, Jean-Auguste-Dominique Ingres and Eugène Delacroix, who conjured 

up imaginary visions of a mythical East (Stokstad 2011, 966–968). Of late, 

however, the issue of cultural appropriation has been problematised in the 

context of postcolonialism, where the practice of cultural appropriation is seen 

to echo the asymmetrical power relations of the dominating coloniser and the 

subjugated colonised. It is through this discussion that I next aim to approach 

the subject of cultural appropriation in visual arts, with the hope of gaining a 

further historical, art and otherwise, understanding of the current debates 

around the issue. 

Throughout history the European nations have embarked upon 

numerous imperial conquests. Alexander the Great (356–323 BC) ruled most 

of the known world during the height of his reign. After Christopher Columbus 

discovered the Caribbean Islands in 1492 and then South America, the Spanish 

began a feverish colonisation of the New World, which quickly became a joint 

effort of the West to colonise the whole of the Americas altogether. The 19th 

century saw “the age of empire” (Eric Hobsbawn’s term) that came to a climax 

just before the First World War: by 1914 “Europe held a grand total of roughly 

85% of the earth as colonies, protectorates, dependencies, dominions, and 

commonwealths.” (Said 1993, 8.) As Edward Said notes, this age “more or less 

formally ended with the dismantling of the great colonial structures after 

World War Two” (Said 1993, 7), but as he endeavours to show in his 1993 book 

Culture and Imperialism, the dismantling of the colonial structures did not 

mean a return to a virginial state of matters between cultures and peoples as 

they had been before colonisation but instead left the world interconnected in 

an unprecedented way, the result of which is nothing less than globalisation.  

In the wake of decolonisation, the 1950s and 60s saw many equality and 

national liberation movements rise to prominence along with other civil rights 
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movements such as women’s rights and the Black Power movement. 

Decolonisation and the heightened awareness prompted by these movements 

resulted in postcolonial theory that exposed the imbalance of power, which is 

also at the heart of the more and more frequently occurring controversies 

surrounding cultural appropriation. Said is one of the most notable theorists 

of postcolonialism, along with such scholars as Franz Fanon, Homi K. Bhabha 

and Gayatri Chakravorty Spivak. With his 1978 study Orientalism Said 

established a new paradigm for understanding the postcolonial condition: the 

main assertion of the study is that there has been a long–standing tradition of 

“othering” in place in Western academia with regard to the Orient.40 This 

discourse divides the West and the Orient to “us” and “them” at the core of 

which is an essentialising view of race and identity and which is aimed to 

fortify perceived power relations where the West is dominant, and the peoples 

of the Orient are subordinate, lesser. As Mark Crinson elaborates: 

The fundamental arguments of Said’s model were that the Oriental 
‘other’ is a construction on the part of Europeans and that this other is 
constructed as the negative of the European self. Orientalism, Said 
argued, was not the objective work of academic scholarship but was 
intimately connected with the structures of Western economic, political, 
and military power in the Middle East and beyond. According to Said, 
Orientalism was thus a way of dominating, restructuring, and having 
authority over the Orient. It was also a way of representing what was not 
allowed to speak for itself. (Crinson 2006, 452.) 
 

The Orientalist discourse is then used to justify Western imperialism and 

colonisation, where “imperialism” “[a]t some very basic level, means thinking 

about, settling on, controlling land that you do not possess, that is distant, that 

is lived on and owned by others” (Said 1993, 7) and where “colonisation” 

“which is almost always a consequence of imperialism, is the implanting of 

settlements on distant territory.” (Said 1993, 9.) In Culture and Imperialism 

Said develops the role of culture as another important area of society through 

                                                      
40 In Orientalism Said limits his conception of the Orient to “the Anglo-French-American 
experience of the Arabs and Islam, which for almost a thousand years together stood for the 
Orient. Immediately upon doing that, a large part of the Orient seemed to have been eliminated 
– India, Japan, China, and other sections of the Far East – not because these regions were not 
important (they obviously have been) but because one could discuss Europe’s experience of 
the Near Orient, or of Islam, apart from its experience of the Far Orient.” (Said 1978, 17.) 
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which the imperialism of the Western nations is rationalised and normalised, 

drawing his examples from the field of literature. Through Said’s analysis in 

these two works it becomes evident that the received power relations 

established by not just the Orientalist, but the Africanist and Indianist 

discourses and others alike, have been internalised in the West to the point of 

being considered as the natural state of things. This perceived superiority of 

the West over, not only the Orient, but the rest of the world too, appeared to 

grant Western nation states such as Britain and France a de facto right to claim 

land and rule over the natives of that land. As Said endeavours to show, this 

assumed superiority and the natural rights assumed to come with it, such as 

colonising and ruling other peoples, was justified through the scientific and 

technological advancement of the West but also through the perceived cultural 

progressiveness of the West compared to the conquered lands. Thus 

imperialism was often framed as a civilising mission – as almost an act of 

charity on the part of the West towards the underdeveloped colonised lands.  

Through the empowerment of formerly subjugated peoples these power 

structures have been called into question. This empowerment is also central 

to the discourse that increasingly problematises the practice of cultural 

appropriation. As discussed in conjunction to the definition of cultural 

appropriation, the practice most often comprises of a dynamic between 

insiders and outsiders to a culture, where appropriation occurs when an 

outsider to a distinct culture takes and uses tangible or intangible material 

specific to that culture. Implicit here is also a power relation: the outsider 

taking from insiders represents the majority (i.e. coloniser), whereas the 

insiders whose cultural elements are being appropriated are the minority 

(colonised). As Bruce Ziff and Pratima V. Rao show, although the movement, or, 

as these authors title it, transmission between cultures  

[I]s perceived primarily as a taking from subordinate into a dominant 
culture, this is not the only type of cultural borrowing that occurs. […] 
Cultural appropriation can be construed to have a complementary 
opposite: cultural assimilation. […] Cultural transmission can connote an 
assimilative practice – a process whereby cultural minorities often are 
encouraged, if not obliged, to adapt or assimilate the cultural forms and 
practises of the dominant group. Or cultural transmissions can be seen 
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as an appropriative practice – a process whereby dominant groups may 
be criticized and challenged when they borrow the cultural forms 
associated with subordinate groups. (Ziff & Rao 1997, 5–7.) 
 

This formulation testifies again to the significance of power relations with 

regard to cultural appropriation. Within the last few decades a noticeable shift 

in awareness and with that in attitude has occurred in the field of visual art, 

which Crinson (2006, 450) equates to the notion that “postcolonial theory 

became an important aspect of contemporary art sometime around the mid to 

late 1980s”, where the  

[A]ssociations between postcolonial theory and contemporary art mark 
out a body of work that is concerned with what has been distorted or 
excluded by imperialist conceptions of the world – including the 
representation of cultures or subjects outside the European traditions, 
forms of Eurocentrism, and the effects of globalizing power on those 
subordinated to its ends. (Crinson 2006, 450.) 

 
Contemporary artists engaging with the postcolonial discourse include for 

instance such practitioners as Chris Ofili, the Nigerian British painter 

exploring such topics as racism and identity through his portraiture that 

infamously incorporates elephant dung (Crinson 2006, 458); Alfredo Jaar, the 

Chilean artist known for his politically charged works that interrogate power 

relations and conflict41; the Chinese activist artist Ai Weiwei who through his 

works exposes the negligence and questionable moral of the Chinese 

government whilst also examining the intertwining of cultures through his 

pottery of traditional Chinese vases labelled with the logo of the multinational 

company Coca-Cola42; and Yinka Shonibare, the British Nigerian installation 

artist whose uncanny dioramas of mannequins dressed in period costumes 

subvert colonial history through the use of African style fabrics for the material 

of the dresses (Stokstad 2014, 1134–1135). From the field of Finnish and more 

broadly Scandinavian contemporary art, one notable example of artists 

evoking postcolonial themes is the anonymous43 artist activist collective 

                                                      
41 See https://www.guggenheim.org/artwork/artist/alfredo-jaar (accessed 26.9.2018) 
42 See https://www.britannica.com/biography/Ai-Weiwei (accessed 26.9.2018) 
43 Jenni Laiti, the only member of the group to have come forward with her own name states 
that the reason for the group’s anonymity rests in the artists’ wish to have the audience 
engage with the issues Suohpanterror raises through their artworks, not the persons behind 

https://www.guggenheim.org/artwork/artist/alfredo-jaar
https://www.britannica.com/biography/Ai-Weiwei
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Suohpanterror that consists of Sami artists from Finland, Sweden and Norway. 

Adopting the method of détournement and aesthetics of anti-advertising, 

Suohpanterror strives to make the Sami peoples voices heard in the discussion 

– that is most often dominated by the interests of the majority – about the 

rights of the Sami.44  

Said identifies perceived history and the lack there of as one of the key 

tools of subjugation employed by the West. An unfaltering belief in linear 

history has persisted in the West where the triumphant trajectory of progress 

is seen to attest to the ever forward moving momentum that is at the heart of 

history. The same belief in logical advancement is upheld in art history 

through for instance the notion that perspective and realistic depiction were 

achieved through centuries of experiments by artists building on the 

discoveries of the masters of the previous era, and the masterpieces of each 

period carry in them all the achievements so far. This is not the case with Non-

Western peoples, however, since from the point of view of the Western 

coloniser “they have no accumulating art or history that is sedimented into 

works.” (Said 1993, 193.) Philosophy of history shows us that there is no such 

thing as an objective and linear progression of history but instead history is a 

narrative construction always behind its time and construed after the event. 

From this it becomes evident that in many ways the Western conception of 

history is to a great degree as much a fallacy as is the assumption of Non-

Western peoples lack of one. 

A stark example of challenging the established narrative is Fred Wilson’s 

1992 installation Mining the Museum at the Maryland Historical Society. 

Wilson, of African-American and Carib decent, studied the collections of the 

Society and re-curated the museum’s exhibition so that it “investigated both 

the African-American and Native-American experiences in Maryland, using art 

and artefacts from the MHS collection that either had never been seen before 

or had never been viewed in this context.” (Corrin 2012, 251.) In other words, 

                                                      
the art. See https://www.kansanuutiset.fi/artikkeli/3544759-suohpanterror-ampuu-
tahallaan-yli (accessed 26.9.2018) 
44 See https://suohpanterror.com/ (accessed 26.9.2018) 

https://www.kansanuutiset.fi/artikkeli/3544759-suohpanterror-ampuu-tahallaan-yli
https://www.kansanuutiset.fi/artikkeli/3544759-suohpanterror-ampuu-tahallaan-yli
https://suohpanterror.com/
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the exhibition centred on slavery, racism and the silenced history of Native- 

and African-Americans by using objects of the very same collection that was 

normally employed to speak of the white majority’s history. This method of 

alternative “reading back” against the establishment enabled Wilson to show 

how history is a matter of viewpoint and interpretation, both of which are 

most often controlled and occupied by the majority. In many ways the artist is 

re-appropriating the local history to include the stories of subjugated people. 

In recognising that the world altered permanently through the impetus 

of colonialization, it must be examined as to what effects this has had on the 

cultures of the world. As already stated, imperialism connected nations and 

peoples in an unprecedented manner, resulting in cultural exchange, 

immigration and globalisation, all of which have been sped up enormously by 

the advent of digital technologies. In the age of globalisation, it is exceedingly 

difficult to attempt to uphold essentialising colonialist views of racial, let alone 

cultural identities, as people mix and societies become ever more diverse. To 

counter the outmoded and empiricist notion of essential identity, the concepts 

of multiculturalism and hybridity have developed within the context of 

postcolonial theory. As Crinson notes, multiculturalism is perhaps more 

indebted to the essentialist take on identity, where hybridity as conceived by 

Bhabha endeavours to move beyond that:  

Bhabha […] locate[s] hybridity as an alternative to multiculturalism’s 
view of a world of plural but equal distinctions, the Benetton effect 
wherein cultural differences are fantasized as being happily integrated 
like facets of the same prism. Instead hybridity is anti-essentialist, a 
condition of contemporary shifting, blending and re-forming of 
identities, particularly in those migrant minority cultures that he deems 
interstitial or ‘third spaces’ – neither of the new host culture nor of the 
homeland. […] Hybridity provide[s] a way of offering a critique of notions 
of the fixity and purity of subjecthood and identity; having had a history 
of negative use signifying racial or cultural miscegenation, hybridity 
[can] now be used for the positive breaking down of monolithic thinking, 
of recourses to origins, and of essentialist and utopian notions of identity. 
(Crinson 2006, 456–457.)  

 
So far this discussion on cultural appropriation has centred on a negative take 

on cultural appropriation. As many theorists approaching the issue from a 
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postcolonial standpoint have argued, cultural appropriation can lead to the 

degradation of the target culture since an outsider lacking the cultural 

background of an insider cannot accurately represent the target culture and 

will inevitably rely on stereotypes. Misrepresentation through cultural 

appropriation can also directly harm the appropriated community by 

compromising the group’s integrity and identity. This argument is in turn 

related to the notion that cultural appropriation can “damage or transform a 

given cultural item or practice.” (Ziff & Rao 1997, 8.) Cultural appropriation 

can also harm the inside members of a particular culture by depriving them of 

opportunities to represent their own culture; if a representative of the 

majority obtains visibility and financial gain through the appropriation of 

another culture’s tangible or intangible material, it arguably diminishes 

opportunities for the insiders to have their work seen and heard. (Ziff & Rao 

1997, 8–16.) These arguments are all valid and raise pressing issues about 

ethicality in a postcolonial world where much is left to be done in the way of 

equality.  

However, the calls of cultural purity, which would appear to be one of the 

motivating forces behind the arguments against cultural appropriation listed 

above, can lead to dangerous demands of cultural segregation and to tribal 

mentality, both of which readily lead to such things as nationalism and 

extremism, whether cultural or religious. I believe that through cultural 

hybridity it is possible to locate a positive view to cultural appropriation. As 

Bhabha’s definition of hybridity lays bare, it is no longer (if it ever was) 

possible to conceive of cultures as isolated and pure. Said testifies to the same 

matter:  

[...] [T]he history of all cultures is the history of cultural borrowings. 
Cultures are not impermeable; just as Western science borrowed from 
Arabs, they had borrowed from India and Greece. Culture is never just a 
matter of ownership, of borrowing and lending with absolute debtors 
and creditors, but rather of appropriations, common experiences, and 
interdependencies of all kinds among different cultures. This is a 
universal norm. (Said 1993, 217.) 
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Thus, I would argue that to a certain extent, we need cultural appropriation. If 

approached with moral rigour and executed with sensitivity and respect, 

cultural appropriation can lead to a deepened understanding and comradery 

across cultures and enrich the world through cross-cultural fertilisation of 

ideas and approaches to the world. I accept that my view is highly ideological 

and that in a world accelerated to hyper-speed it is challenging to engage in a 

cultural exchange that takes time and patience – at the heart of any such 

exchange is keen learning and earnest interest. Yet I wish to claim that if we 

do not attempt to understand each other through multiple practices, one of 

which I argue can be cultural appropriation, we will forever be locked in a 

discourse of opposition and protectionism.  

How might a visual artist engage in an ethically responsible practice of 

cultural appropriation? Building on Spivak’s examination of who can speak for 

others and how, Linda Alcoff urges that the following four notions be 

considered: “(1) the impetus or motive for speaking, (2) the bearing of our 

location and context on what we are saying, (3) accountability and 

responsibility for speaking, and (4) the effects of the words in discursive and 

material contexts.” (Cited in Hart 1997, 156.) These four notions can be 

applied to practices of cultural appropriation45 in the visual arts with relative 

ease. An artist involved in cultural appropriation must examine her motives 

carefully; is she wishing to genuinely engage with a culture she is an outsider 

to? Is her location, her context privileged? How should she take that into 

consideration and counteract it? The artist alone is responsible for the work 

she produces, can she stand behind every element of her work? And lastly, how 

will her work affect the broader discourse, can she assure that she has not 

misrepresented the culture she has appropriated from?  

These same concerns are raised by RISE: Refugees, Survivors and Ex-

Detainees, an organisation of refugee and asylum seekers, in the charter 10 

Things You Need to Consider If You Are an Artist – Not of the Refugee and Asylum 

                                                      
45 Cultural appropriation aligns quite effortlessly with the idea of speaking for others. 
However, to be precise, Alcoff advocates for a speaking to and speaking with others to escape 
the imperialist patterns of speech. See Alcoff 1991. 
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Seeker Community – Looking to Work with Our Community46 to which Rosa te 

Velde refers to in her critical response to the Finnish artist Anssi Pulkkinen’s 

artwork from 2017, Street View (Reassembled). To mark the centenary of 

Finland’s independence Pulkkinen was commissioned to produce a work of art 

responding to the project title Mobile Home(less). With the aid of the Finnish-

Syrian Friendship Association Pulkkinen exported the ruins of a war destroyed 

Syrian home to be displayed on the streets of Europe. Te Velde finds Street 

View (Reassembled) problematic because the manner in which the work was 

presented lacked local specificity, instead emphasizing the universal and 

neutral context of home as a concept:  

Without the specificities of its context, [Streetview (Reassembled)] is an 
abstraction or a representation of war to an audience of privileged 
(Northern) Europeans. Feelings of discomfort may be generated when its 
origins are exposed to the audience. But do such feelings allow the 
viewer to empathise with the suffering of others? Does such a ruin create 
an awareness of the subjectivity of the Syrian refugee, whose house has 
become the casualty of an unjust war? It could be argued that by 
engaging with an object of war and destruction the viewing public in fact 
avoids a direct confrontation with human suffering, offering instead only 
a fairly abstract encounter with the misery of losing one’s home. (te 
Velde 2017, 41.)  

 
This criticism is linked to te Velde’s questioning view of the work having been 

authored by a privileged representative of Western majority culture, in 

reference to which she evokes the refugee and asylum seekers’ charter:  

One key aspect of this manifesto is to urge artists not to represent 
someone else and their misery, and to consider one’s own privileges and 
position as an artist. “Our struggle is not your opportunity, or our bodies 
a currency, by which to build your career.” (te Velde 2017, 37.) 

 
The problems that te Velde raises with regard to Pulkkinen’s artwork echo to 

a great extend the issues that Alcoff advices anyone wishing to speak on behalf 

of another to take into consideration. In te Velde’s view the artist has not 

accounted for his privileged position and is in due danger of misrepresenting 

the culture from which he appropriates by universalising the subject matter 

                                                      
46 http://riserefugee.org/10-things-you-need-to-consider-if-you-are-an-artist-not-of-the-
refugee-and-asylum-seeker-community-looking-to-work-with-our-community/ (accessed 
20.9.2018) 

http://riserefugee.org/10-things-you-need-to-consider-if-you-are-an-artist-not-of-the-refugee-and-asylum-seeker-community-looking-to-work-with-our-community/
http://riserefugee.org/10-things-you-need-to-consider-if-you-are-an-artist-not-of-the-refugee-and-asylum-seeker-community-looking-to-work-with-our-community/
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and presenting it out of context. Street View (Reassembled) is thus a peculiar 

case of object appropriation carried out in full agreement with the owners of 

the home in ruins – putting it in stark contrast with the imperial practices of 

looting as exemplified by the case of the Elgin Marbles – and a refusal of voice 

appropriation that comes across as a reclutance on the artist’s part to engage 

with the target culture and the subjects whose home he has appropriated. As 

a comparison te Velde harks to works by such artists as Teun Castelein or for 

instance Santiago Sierra, “who often employs asylum seekers, prostitutes or 

homeless people” and whose piece Group of People Facing a Wall (2002), 

[I]n which a group of homeless people was paid to stand for hours facing 
the wall of a gallery is so painful that a deep sense of discomfort is hard 
to escape. Inevitably, with most people, what follows is a self-reflection 
on one’s own privilidged position as a spectator and a privilidged art 
consumer, which may lead to a deeper understanding of the complexities 
of not only one’s own position but also the position of the marginalised 
other “on display”. (te Velde 2017, 38.)   

 
It is this aspect of genuine engagement that te Velde regards as missing from 

Street View (Reassemled), pushing Pulkkinen’s practice dangerously close to 

exploitation: the artist gains visibility and critical acclaim by engaging with an 

urgent social problem and by effectively taking advantage of the suffering of 

others. Kaija Kaitavuori counters these acusations of exploitation by noting 

that Pulkkinen did work conjointly with representatives of the Syrian 

community47 but the fact remains that the piece cannot escape an air of 

detatchement without the human element.  

Through this discussion of the historical factors, most notably 

imperialism and subsequent decolonisation of the previously subjugated 

peoples, I hope to have made visible some of the profound underlying tensions 

resulting from asymmetrical power relations that configure the reactions to 

cases of cultural appropriation. Artists and academics alike need to work 

vigilantly and tirelessly to establish sustainable practices of cultural 

transmissions, to refer to Ziff and Rao’s terms, of both assimilation and 

                                                      
47 http://mustekala.info/blogit/onko-anssi-pulkkisen-street-view-reassembled-
eksploitaatiota-kritiikkia-molempia-vai-ei-kumpaakaan/ (accessed 1.10.2018) 

http://mustekala.info/blogit/onko-anssi-pulkkisen-street-view-reassembled-eksploitaatiota-kritiikkia-molempia-vai-ei-kumpaakaan/
http://mustekala.info/blogit/onko-anssi-pulkkisen-street-view-reassembled-eksploitaatiota-kritiikkia-molempia-vai-ei-kumpaakaan/
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appropriation, so that the rights of minorities are protected and ethical 

cultural interchange is encouraged. I believe that Alcoff’s pointers for speaking 

for others provide some of the critical questions an artist thinking of engaging 

in cultural appropriation must consider, and that art critics and curators ought 

to refer back to when examining the resulting work of art.        

 

2.2 Pictures upon Pictures – Art History of Artistic Appropriation  

 

The art history of artistic appropriation is not a simple one. To start off with, 

as stressed in the introduction and terminological analysis, the term artistic 

appropriation is a concept introduced by Rikard Ekholm, who employs the 

term to distinguish a very narrow practice of art, that of an artist producing 

facsimiles of another artist’s work and claiming originality and authorship. 

Ekholm’s definition is thus in contrast with that of Crispin Sartwell’s who, 

among others, speaks of simply appropriation or postmodern appropriation48 

as in the re-using, re-cycling and general appropriation of all and any of the 

imagery that mediate our existence in a media dominated world. In this thesis 

I propose to amalgamate these two concepts so as to provide Ekholm’s term 

applicability beyond an extremely tight scope and to both eliminate the 

chronologizing modifier postmodern, that results in issues of locked 

timeframe, whilst at the same time replacing it with Ekholm’s new modifier so 

as to differentiate the term from that of cultural appropriation. Luckily, the art 

history informing both these theoreticians and their respective terms follows 

a similar course, one that I will attempt to chart here.  

In the case of artistic appropriation, as with any attempt to understand 

contemporary art, it is necessary to start with avant-garde, and to understand 

the emergence of the idea of avant-garde in arts it is necessary to consider the 

wider socio-cultural context of the turn of the century Europe that, at that 

particular point, was still the centre of arts. The Western world was developing 

at an accelerating pace through technological and scientific innovations that 

                                                      
48 Bowen 2006; Sartwell 1998. 
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ushered in the age of industrialisation and modernity at large. The bulging of 

the bourgeois middle class, increasing urbanization and the contradiction 

between the emphasis on individuality and the growing standardization of 

experiences and life through the mass-production of commodities, and 

eventually also mass-entertainment, all served to create an environment in 

which radically new ways of thinking about and making art appeared. Aside 

from the more metaphysical processes of modernity that were at work at the 

start of the 20th century, the two World Wars that followed one another in 

close succession, leaving millions dead, shaped the world and humanity’s own 

understanding of itself unlike any other preceding event had ever done before. 

Within this excited and agitated moment in time, avant-garde art emerges as a 

way to comprehend and deal with the changing times and as such avant-garde 

art is intertwined with modernity: 

In the twentieth century modernism (visual and literary art) and 
modernity (modern life) came to be increasingly antagonistic, and 
artistic practice began to be perceived as a site of resistance to the 
negative effects of technological advances, social transformations, and 
the development of mass culture. Artistic modernism split into a 
formalist investigation (the purity of the medium, often staged as 
universal and transcendent – as in the work of Ezra Pound or Piet 
Mondrian) and an avant-garde (dedicated to using art to produce a 
resistant counter-discourse, as in the work of the Dadaist and Surrealists, 
or to help bring about a revolutionary new society in which the role of 
artist and aesthetics can be functional, integral, and productive, as in the 
work of Bertold Brecht and Alexandr Rodchenko). (Drucker 1998, 251.)     

   
As a term, avant-garde has two meanings that are to a degree interlinked. The 

original French word that has been adopted into most languages without 

linguistic alteration translates to “advanced guard”, referring to the people at 

the very forefront of a battle, but metaphorically of progress. As such the literal 

term avant-garde can be applied to the pioneers or innovators in any area of 

human action and at any period of time. On the other hand, avant-garde is also 

a specific period in the history of art49, generally thought to have occurred 

                                                      
49 Although, as Hautamäki points out, “It has become commonplace to speak of ‘historical 
avant-garde’ within art theory and yet avant-garde was never a homogeneous phenomenon 
but rather a multifaceted cluster of phenomena. Futurism and Dada that emerged in the 1910s 
and Surrealism that came about in the 1920s are unusual as examples of avant-garde in that 
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between the end of the 19th century50 and the 1950s, that includes movements 

such as Dada, Italian Futurists and Surrealists (Bürger 1998, 186–187).51  

Irmeli Hautamäki, a prominent scholar of avant-garde in the Finnish field, also 

counts such phenomena as Situationist art, Pop art, happenings (precursor to 

performance art) in America and even British punk of the 1970s as part of the 

list of avant-garde movements, but here she is perhaps using the term in its 

literal rather than historical sense (Hautamäki 2003, 13). However, as is 

obvious from the significance of the movements Hautamäki names, historical 

avant-garde art had a profound influence on the art that followed, and indeed 

the ideas stemming from historical avant-garde are particularly central to the 

emergence of artistic appropriation.  

One name in particular keeps reoccurring in discussions of the 

monumental effects that historical avant-garde art had on the very 

metaphysics of art; that of Marcel Duchamp (1887–1968) whose practice has 

been described as an example of Dada52, even though he decidedly worked 

                                                      
their history has been written.” / “Taideteoriassa on tullut tavaksi puhua ’historiallisesta 
avantgardesta’, mutta avantgarde ei ole koskaan ollut yhtenäinen ilmiö, vaan monisärmäinen 
kimppu ilmiöitä. 1910-luvulla syntyneet futurismi ja dada ja 1920-luvulla alkunsa saanut 
surrealismi ovat siinä mielessä poikkeuksellisia avantgarde-ilmiöitä, että niiden historiaa on 
kirjoitettu.” (Hautamäki 2003, 12.) 
50 Although, in fact, the term itself as applied to arts has its much earlier origins in the writings 
of theorist Henri Saint-Simon (1760–1825), who envisioned a utopian future realised by the 
avant-garde of scientists, theorists and economists. Saint-Simon regarded artists as 
instrumental in the forthcoming of such a utopia, since artists possessed the innate skill to 
imagine a vision outside of the establishment’s conventions. However, the artistic movements 
associated with historical avant-garde follow later. See Bürger 1998, 185–189 and Hautamäki 
2003. 
51 However, Irmeli Hautamäki points out that, “The history of avant-garde does not revert to 
these movements [Hautamäki is referring to the same European developments as Bürger]. In 
addition, many other avant-gardist groups have sprung up and functioned in different parts of 
Europe, United States and Russia.” / “Avantgarden historia ei kuitenkaan palaudu näihin 
liikkeisiin. Lisäksi on syntynyt ja toiminut monenlaisia muita avantgardistisia ryhmiä eri 
puolilla Eurooppaa, Yhdysvaltoja ja Venäjää.” (Hautamäki 2003, 12.) 
52 Dada or Dadaism was an avant-garde movement that originated in 1916 in Zürich at Cabaret 
Voltaire, a venue set up by Hugo Ball, Emmy Henning and Tristan Tzara. At the venue, what 
would today be called performances took place: the citing of nonsense poetry and silent 
dancelike acts that happened amongst the audience. Indeed, the name Dada comes from such 
nonsense; the term doesn’t mean anything, it is baby talk, whilst at the same time referring to 
such unrelated and insignificant things as “hobbyhorse” in French and “yes yes” in Russian. 
And in this the founding idea of Dada is distilled. Dada art is about nothing – in fact, it is not 
even art. In Peter Bürger’s view Dada set out to eradicate art by bringing it back to the praxis 
of everyday life, since if art was part of everyday it no longer needed defining as something 
separate. However, as Bürger sees it, avant-garde and Dada end in failure, since they do not 
manage to eradicate art or its institutions, let alone return art to the realm of the everyday. On 
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outside the organised artist circles of Dada (Stokstad 2014, 1037). In the 

course of his artistic career Duchamp produced incredibly varied and highly 

theoretical works that range from painting to ready-made and installation. 

Duchamp’s debut piece was the Cubist53 painting, Nude Descending a Staircase 

No. 2 (1912), that was not well received in Paris where it was first shown. 

Indeed, the painting was “rejected by the supposedly avant-garde members of 

the Cubist section of the Salon des Indépendents.” (Adcock 1998, 70). 

However, in the Armory Show of 1913 held in New York the work was met 

with a glowing response and became the succés de scandale of the exhibition 

(Adcock 1998, 70). The show itself is regarded as the quintessential event that 

launched modern art in America (Stokstad 2014, 1041).  

As the Great War took hold of Europe and circumstances became ever 

more dangerous and uncomfortable for intellectuals and artists, Duchamp 

emigrated from Paris to New York. Craig Adcock writes that  

Soon after he had arrived in 1915, he began choosing a series of 
particularly American ready-mades (the snow shovel, the Underwood 
typewriter cover, and most infamously, the Mott Works urinal submitted 
as ‘Fountain’ to the New York Independents Exhibition in 1917 and 
signed ‘R. Mutt’). (Adcock 1998, 71.) 

 
Duchamp had in fact dabbled with the idea of taking everyday objects and 

regarding them in a new light even before his move to America (Mink 2000, 

48–49), but in New York his ideas ripened and in 1916 he writes to his sister 

Suzanne who was still in Paris: 

Now, when you went upstairs, you saw the bicycle wheel and a bottle 
rack in my studio. I bought that as an already finished sculpture. And I 
have an idea about the bottle rack, listen. Here in New York I have bought 
some objects of similar style and called them ‘ready-made’, you know 
enough English to understand the meaning of ‘already finished’ that I 
have assigned to these objects – I sign them and put an inscription on 

                                                      
the other hand, Dada’s merit is that it manages to expose precisely what kinds of institutions 
govern art and what presuppositions define and delimit it. See Hautamäki 2003 and Bürger 
1989.        
53 Duchamp himself referred to his early style of painting as “elementary parallelism”. The 
style emerged from Duchamp’s “interest in chronophotography and geometry, particularly the 
notion of the fourth dimension.” (Adcock 1998, 70.) Effectively, Duchamp was trying to paint 
time.   
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them in English. […] Go get the bottle rack. I am making it into a ready-
made from afar. (Cited in Mink 2000, 56–57.)  

 
And thus, a fundamentally monumental step is taken in the metaphysics of art 

– nevermore does a work of art need to be a unique product of artistic craft; 

instead an idea can be all that is required. The consolidation of the act, 

however, does not take place until the 1917 rejection of Duchamp’s work from 

the Independent’s exhibition. Following his success in the Armory Show and 

move to New York, Duchamp had become the favourite artist intellectual of 

the city’s avant-garde circles and was invited to become a founding member of 

The American Society of Independent Artists (Mink 2000, 51–55, 63; Stokstad 

2014, 1038–1039). Adopting the ideology of equality and inclusiveness of 

political avant-garde, in 1917 the Society decided to put together an exhibition 

that would not discriminate against anyone, where all the art submitted would 

be duly put on show (Stokstad 2014, 1038). However, the submission of a 

certain Mr R. Mutt54 was too much even for the Independents. What Mutt was 

proposing as a sculpture was an ordinary urinal merely placed on its side and 

accompanied by the title Fountain. The piece was left out of the show, to which 

Duchamp reacted in mock horror by writing an impassioned but anonymous 

opinion piece for the art journal Blind Man.55 In it Duchamp exclaimed: 

They say any artist paying six dollars may exhibit.  

                                                      
54 Recent research has actually disputed whether Duchamp indeed even was the artist who 
submitted the urinal to the Independents exhibition. The work was only attributed to 
Duchamp as late as 1935 by André Breton. In his article The Iconic Fountain (1917) Is Not 
Created by Duchamp, Theo Paijmans argues that in fact the artist Elsa von Freytag-
Loringhoven is the true author behind the pseudonym R. Mutt.  
See https://seeallthis.com/blog/the-iconic-fountain-1917-is-not-created-by-marcel-
duchamp/ (accessed 28.7.2018, of which moment only an English excerpt of the study is 
available. The full Dutch language article is behind a paywall.) 
If Paijmans is correct, it makes Duchamp’s 1960s undertaking of producing duplicates of his 
original ready-mades (a delightful oxymoron), many of which had been lost, amongst them 
the Mott Works urinal, one of unprecedented audacity and arrogance: he reproduces a work 
in his own name that wasn’t originally his. This would certainly qualify as an example of the 
mother of all artistic appropriations even for Ekholm. A 1963 reproduction of the Fountain 
(the author of which Duchamp certainly is) can be seen for instance in the collection of 
Stockholm’s Moderna Museet: 
http://sis.modernamuseet.se/en/view/objects/asitem/search$0040/14/primaryMaker-
asc?t:state:flow=94d82c24-23ca-414c-bceb-cf8e903f8503 (accessed 28.7.2018)   
55 The Blind Man was a magazine published by Duchamp, Beatrice Wood and H.-P. Roché (Mink 
2000, 67). The piece itself is written either by one of the above or all of them collaboratively 
(Evans 2009, 26). 

https://seeallthis.com/blog/the-iconic-fountain-1917-is-not-created-by-marcel-duchamp/
https://seeallthis.com/blog/the-iconic-fountain-1917-is-not-created-by-marcel-duchamp/
http://sis.modernamuseet.se/en/view/objects/asitem/search$0040/14/primaryMaker-asc?t:state:flow=94d82c24-23ca-414c-bceb-cf8e903f8503
http://sis.modernamuseet.se/en/view/objects/asitem/search$0040/14/primaryMaker-asc?t:state:flow=94d82c24-23ca-414c-bceb-cf8e903f8503
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Mr Richard Mutt sent in a fountain. Without discussion this article 
disappeared and never was exhibited.  
What were the grounds for refusing Mr Mutt’s fountain:  
1. Some contented it was immoral, vulgar.  
2. Others, it was plagiarism, a plain piece of plumbing.  
Now Mr Mutt’s fountain is not immoral, that is absurd, no more than a 
bathtub is immoral. It is a fixture that you see every day in plumber’s 
windows. Whether Mr Mutt with his own hands made the fountain or not 
has no importance. He CHOSE it. He took an ordinary article of life, placed 
it so that its useful significance disappeared under the new title and point 
of view – created a new thought for that object. (Cited in Evans 2009, 26.) 

 
It is really the rejection that lends the Fountain its infamous reputation and 

ultimately manages to reveal precisely what underlying assumptions and 

preconceptions figure what is regarded as art, and for that Duchamp has been 

called the single most significant artist of the 20th century.  

Even though Duchamp’s revelation about the very metaphysics of art is 

revolutionary and ultimately comes to have a profound effect on subsequent 

art, something delays the effect of Duchamp’s act, as becomes evident from 

Johanna Drucker’s observation: “[A]s a force shifting the terms of artistic 

identity from the formal plane of production to the conceptual plane, Duchamp 

was inarguably the strongest influence in the visual arts, especially after about 

1950.” (Drucker 1998, 251.) Duchamp had been creating artworks since the 

1910s and the case of the Fountain took place in 1917 but his art does not 

capture the attention of the wider artworld until after the Second World War. 

Ekholm makes note of the same curious issue:  

We have to consider what held Duchamp’s act dampened during the 
years in between its introduction and when it got reactivated. Only then 
can we see the emergence of artistic appropriation for what it is. […] 
Between these periods, the mid-1910’s and the mid-1950’s, non-
sensuous properties were not as emphasized as they were during the 
avant-garde period and today. […] It is understandable that the artworld 
of 1913–1917 found it hard to accept a mere thing as art. Duchamp’s act 
was too detached, too far away from historically accepted practices in 
art. Instead, another kind of art making came to dominate the art scene 
after the most immediate effects of the historical avant-garde had 
subsided, namely, various movements of abstract painting such as 
abstract expressionism, and in its wake action painting and colour field 



 51 

painting and many others followed, which were all visual, retinal56 in 
character – concerned with shape, surface and pigment. These forms of 
painting had some very influential supporters, among them art critics 
Clement Greenberg and Michael Fried. (Ekholm 2012, 100–102.)  

 
Ekholm’s assertion is confirmed by Drucker’s division of modern art into 

avant-garde and Formalism quoted at the start of the chapter. After the Second 

World War, New York became the epicentre of modernist painting that was 

distilled into Abstract Expressionism, the representatives of which were the 

New York School painters such as Jackson Pollock (1912–1956), Barnett 

Newman (1905–1970) and Willem de Kooning (1904–1997) to name but a few 

of the giants of the movement (Butt 2006, 19–23; Jones 1998, 4–9). All 

reference to recognisable subject matter was stripped away from the work of 

these painters and replaced with abstract compositions that often adhered to 

a symbolic system internal to the artist (Jones 1998, 4). Abstract 

Expressionism was in part informed by the theories of the psychoanalyst Carl 

Jung, and  many of the artists identifying themselves as Abstract 

Expressionists aimed to tap into and expose their unconscious through their 

work as a way of exploring the essence of painting as a medium. This study of 

the formal properties of artistic mediums was the chief objective of pure art as 

the art critic Clement Greenberg, mentioned by Ekholm, saw it (Jones 1998, 4; 

Butt 2006, 22). As such, Greenberg was central in establishing the dominance 

of Abstract Expressionism.  

Already during the 1950s, however, dissident voices appeared on the 

scene in the form of the Neo-Dadaists57 and Neo-Realists58 such as Jasper Johns 

                                                      
56 It is precisely retinal art – art created to afford simple sensuous pleasure – that Duchamp 
refutes (Adcock 1998, 72). 
57 The publishing of new anthologies on the avant-garde movements preceding the wars, 
especially Dada, such as Robert Motherwell’s The Dada Painters and Poets: An Anthology in 
1951, saw a renewed interest in these approaches to art (Hopkins 2006, 147), hence Neo-
Dada, a term that has been applied to the practice of Johns and Rauschenberg ”[…] because of 
their use of “found” imagery in the manner of a Duchampian practice of the ready-made. Johns 
and Rauschenberg worked with images and icons culled from everyday visual culture – such 
as flags, newspaper clippings, and photographs – and combined them in various ways with the 
gestural styles of post-war abstraction.” (Butt 2006, 26.)   
58 Writing in the context of the emergence of Pop Art, Katy Siegel notes that “[a]ppearing after 
approximately fifteen years during which all ‘serious’ American painting was abstract, this 
new way of painting was defiantly referential, if not representational – hence, their tentative 
description as the ´New Realists.´” (Siegel 1998, 36.) 
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(b. 1930) and Robert Rauschenberg (1925–2008), who decidedly rebelled 

against the formalist investigations into the nature of painting as a medium, 

and instead created works that blurred the boundaries of painting and 

sculpture (McEvilley 1998, 436). Rauschenberg’s Bed from 1955 is an 

illuminating example of such blurring: consisting of what have been assumed 

to be the artist’s own quilt and pillow that are dripping with paint (a nod to 

Abstract Expressionism or a sarcastic jab at Pollock?) and outlined by the 

presence of a frame evoking the conventions of traditional painting, the piece 

is what Rauschenberg himself called a combine, thus decidedly not simply a 

painting but not a sculpture either.59 Rauschenberg and Johns are considered 

to be precursors to Pop art that, as a movement, came into provenance in the 

early 1960s (Stokstad 2014, 1083). Indeed, many of the artistic devices that 

Rauschenberg employs are central to Pop art, such as appropriating material 

from everyday life, the use of found objects and interestingly, in the light of the 

later thematic of artistic appropriation and especially with regard to the 

Pictures Generation, his utilisation of photographs as material in his combines. 

Duchamp’s influence was finally beginning to be felt.   

The arrival of a number of young artists on the New York art scene at the 

start of the 1960s would finally end the supremacy of Formalism in America. 

Amongst the newcomers were Andy Warhol (1928–1987), Roy Lichtenstein 

(1923–1997) and Claes Oldenburg (b. 1929), the defining artists of East Coast 

Pop art.60 and 61 The Pop artists differed from their Neo-Dadaist piers in that 

                                                      
59 https://www.moma.org/learn/moma_learning/robert-rauschenberg-bed-1955# 
(accessed 30.7.2018) 
60 In actual fact Pop art is considered to have originated in the United Kingdom in the circles 
of the Independent Group hailing from London and centred around the Institute of 
Contemporary Arts. The name Pop was coined by the English art critic Lawrence Alloway 
writing about Richard Hamilton’s (1922–2011) Just What Is It That Makes Today’s Homes So 
Different, So Appealing? (1956), a collage in which the Adam-like male figure is holding an 
evocatively placed Tootsie Pop (Stokstad 2014, 1091–1092). The artists “argued that modern 
mass visual culture was fast replacing traditional art for the general public, that movies, 
television, and advertising, not high art, defined standards of beauty. Society’s idols were no 
longer politicians and military heroes but international movie stars; social status was 
increasingly measured by the number of one’s possessions.” (Stokstad 2014, 1091.) 
61 Interestingly, Pop art sprung about simultaneously and independently on the West Coast of 
America too (i.e. in Los Angeles), an example being the art of Ed Ruscha (b. 1937) (Stokstad 
2014, 1093). 

https://www.moma.org/learn/moma_learning/robert-rauschenberg-bed-1955
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they fully embraced the aesthetic of mass consumer culture and what 

Greenberg called kitsch.62 In doing so, they exposed the sensibilities of the 

middle-class, whilst also offering a glimpse of how spectacle configures 

society, a topic later developed by The Situationist International and one that 

I will return to in a moment.   

For Arthur Danto, Warhol is the paradigm case, an artist philosopher 

whose Pop art is the very end of art. Warhol started as a commercial artist 

producing illustrations for high-end women’s magazines such as Glamour, 

Vogue and Harper’s Bazaar (Honnef 2000, 16) but aspired to gain recognition 

as a “pure” artist (Honnef 2000, 21). Commercial art was viewed with a certain 

disdain in the New York art circles adhering to Greenbergian ideals, and 

Warhol “used to hide his commercial paintings when visited by art collectors.” 

(Honnef 2000, 21.) Throughout the 1950s Warhol had intermittent solo 

shows, with various galleries in New York exhibiting his drawings, but it 

wasn’t until 1962 that Warhol had a breakthrough in his artistic expression 

that resulted in critical success: he painted the most mundane of items, a 

Campbell’s soup tin. The acrylic on canvas rendering of a supermarket product 

was beyond audacious in a manner rivalling that of Duchamp, but as Klaus 

Honnef points out,  

[Warhol] did not transplant actual objects, as Marcel Duchamp once did, 
from the everyday world (where they did a specific job) into an aesthetic 
space, making the object itself empirically recognisable but detached 
from any function; rather he submitted the ‘ready-mades’ of industrial 
mass production to an aesthetic process of change. (Honnef 2000, 52.) 

 
Thus, Warhol’s work contrasts with that of Duchamp: Warhol iconises items 

of mass consumption and elevates them to symbolise the middle-class 

American society, whereas Duchamp demonstrates the arbitrariness of craft 

in the artistic process without remarking on consumer culture. Both artists 

appropriate from culture at large but with different means – Duchamp 

                                                      
62 In his 1939 essay for the Partisan Review Greenberg postulated that avant-garde art, what 
Greenberg regarded as high-art, stood in stark contrast with what he titled as kitsch, the 
lowbrow popular mass-culture that appealed to the unsophisticated taste of the middle-class. 
See Greenberg 1961 and Hautamäki 2003, 78–94.    
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appropriates a physical object with minimal intervention, whereas Warhol 

appropriates the image of the object or indeed, of a person – and to different 

ends, as stated above. The Campbell’s soup tins grew into a series cataloguing 

the different flavours, and was exhibited in Irving Blum’s Ferus Gallery in Los 

Angeles the very same year. Blum bought the whole set of 36 paintings himself. 

(Honnef 2000, 94.)   

In 1962 Warhol also painted 129 DIE IN JET (plane crash), an only 

delicately stylised reproduction of the front page of the New York Mirror, 

reporting on the devastating airplane crash of June 4th, 1962. As Honnef notes, 

the painting marks another key turn in Warhol’s practice, that of mass media 

photography becoming a central source of material for the artist (2000, 45). 

Soon after the positive reception of these paintings Warhol changed 

techniques from painting to the silkscreen process so that his artistic medium 

might better correspond to the subject matter:  

The process offered several advantages. It allowed Warhol to get rid of 
any handmade elements in his pictures, entirely to remove any 
subjectivity and thus finally to free himself from the clutches of Abstract 
Expressionism. Furthermore, this technique, which produced a painting 
with mechanical anonymity and precision […] corresponded to his own 
cool, observant and analytical character. […] [Because of the nature of 
the process] he did not have to manipulate his objects at all. One of his 
assistants, anyone actually, could reproduce the design as well as he 
could. (Honnef 2000, 54.) 

 
The aesthetic of Warhol’s silkscreen prints is clinical and detached. The 

alienating effect of the process is amply demonstrated by the Marilyn Diptych, 

also realised in 1962, very shortly after the apparent suicide of the Hollywood 

bombshell: through Warhol’s silkscreens, one half of the diptych in colour, the 

other in black and white, Monroe becomes an abstraction, the representation 

of a glamour film star removed from the flesh and blood person that was 

Norma Jeane (Stokstad 2014, 1092–1093). What is most crucial in Honnef’s 

summary, however, is the assertion that there is nothing of the traditional 

notions of authorship and originality left in Warhol’s artworks: anyone can 

reproduce his prints. And indeed, Elaine Sturtevant comes to do precisely this 

whilst somewhat controversially claiming that she has artistic authorship over 
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the reproductions. Warhol effectuated an entire Factory to generate his art 

pieces in a move reminiscent of the practices of the Renaissance Masters, who 

would often merely paint the most significant parts of the works, such as the 

faces of the subjects, leaving the rest of the work for their apprentices. In the 

course of Modernism, however, originality as uniqueness, and with it, singular 

artistic authorship had come to be venerated as the defining feature of the 

artist genius, a myth that for instance the art critic and theorist Rosalind 

Krauss, taking her cue from Walter Benjamin, endeavours to refute. It is 

curious that such heavy emphasis is placed on a plainly evident fallacy; 

perhaps this is a symptom of our society’s focus on the notion of individualism 

that becomes prevalent from Romanticism onwards.   

 For Danto, one of the most significant moments in the whole of Western 

art history occurs with the 1964 exhibition of Warhol’s Brillo Boxes in New 

York’s Stable Gallery. In this show Warhol exhibited a number of artworks that 

could be regarded as sculptural: plywood boxes with the exact label of the 

household cleaning product, the Brillo pad, silkscreened onto them. The 

gallery was filled with piles of these boxes, lending the space the air of a 

storage room. (Stokstad 2014, 1092.) The experience of seeing the exhibition 

was profound for Danto, whose subsequent philosophy of art has its 

foundation in Warhol’s gesture of appropriating an object from cultural at 

large and, in Danto’s words, transfiguring it into a work of art. Danto’s art 

philosophy is essentialist in that he seeks to identify the minimal requisites for 

something to be regarded as an artwork. His definition is also idealist, since 

Danto emphasizes the non-sensual properties of the artwork (i.e. the idea 

behind the piece) instead of the sensuous features, as in the manifest material 

elements of the artwork that offer themselves up for contemplation through 

the senses. What then makes Warhol’s Brillo Boxes so extraordinary is that 

they demonstrate what the essence of art in actuality is: by being indiscernible 

from mere things it must follow that what makes Warhol’s boxes works of art 

is a property that resides outside of the artwork’s perceptual attributes. For 

Danto this is the “historically evolved theory of art held by the artworld” 

(Herwitz 1998, 498) which affords the work an “aboutness”; the artwork 
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speaks of broader issues than just itself (note the juxtaposition with Abstract 

Expressionism where the work of art is precisely just about itself). Since 

Warhol’s art thus completes the metaphysical task of art by discovering that 

the essence of art is philosophy – as the reflecting on all things with and 

through the artwork –, art, according to Danto, has come to an end. This does 

not however mean that art can no longer be made, but that instead art is now 

free of the quest of self-examination to discover its essence and can instead be 

anything and everything without the pressure of the question “is this art?” 

looming over it. (Herwitz 1998, 498.)  

Whilst Warhol and the Pop artists engaged in play with consumer 

culture, partially criticising it but also embracing the fame and fortune the 

ballooning art market adorned them with, another artist embarked on a 

philosophical exploration of the boundaries of authorship and originality by 

appropriating the works of other artists like for like. The practice of this artist, 

who simply went by her last name Sturtevant63, represents the archetype of 

artistic appropriation for Ekholm. The art she appropriated included works by 

Andy Warhol, Jasper Johns, Frank Stella, Claes Oldenburg and Joseph Beuys to 

name but a few. 

Known for her “work of work”, Elaine Sturtevant’s (1924–2014) art 

pieces are precise facsimiles of the works of other artists. Sturtevant’s practice 

represents yet another variation of artistic appropriation, for where Duchamp 

appropriated objects from the realm of the everyday and Warhol appropriated 

their image, Sturtevant appropriates material from within the confines of the 

artworld. In contrast to Duchamp, Sturtevant does not simply take a ready-

made item and call it art, but instead adopts a somewhat more Warholian 

approach to appropriation: in some respects it could be argued that Sturtevant 

appropriates the image (image understood broadly as covering the outward 

appearance of an object) of the work of art she replicates, since she doesn’t 

literally steal the physical artworks she appropriates but instead produces a 

                                                      
63 “In an interview with Peter Halley, the artist asserted that she liked the name Sturtevant 
because it was ‘strong’, and the name Elaine was an ‘interfering reference’ of the biographical 
sort that drew attention to her gender, distracting from her work.” (Lee 2016, 69.) 
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new art object. What is particular to Sturtevant’s practice is that she learns the 

very medium the original (if this word can even be meaningfully used here, 

given the context) artwork was executed in and creates (yet another 

oxymoron?) her own original as a faithful duplicate of the appropriated work.   

Sturtevant may be appropriating images but sees her own practice as 

going far beyond just the shallow surface of that image, something she hints at 

in her assessment of the recent movements in American art:     

If you go back to the Pop artists, you have the Abstract Expressionists, 
who were obsessed with the idea of creating a new imagery, and it really 
was an obsession to create something new. And then when you have the 
Pop artist, and they come up with incredibly startling, forthright, 
dynamic imagery, but it was still concerned with imagery. That seemed 
to me rather flat, because it’s limiting if you are only involved with 
creating an image. (Cited in Lee 2016, 17.) 

 
Thus, it would appear that she found these movements, Abstract 

Expressionism and Pop art, too centred on the perceptible, too retinal almost, 

and instead preferred the cerebral challenge posed by, for instance, the work 

of Duchamp, whom she lists as one of her paragons (Lee 2016, 12). For 

Sturtevant, as with Duchamp’s ready-mades, the meaning of the artwork does 

not reside in the readily perceptible outward appearance of the physical object 

but is located instead in the conceptual domain.64 It is the thought that the 

work ushers forth, not the aesthetics of the material, that is of interest to both 

Duchamp and Sturtevant.    

However, Sturtevant’s practice is also decidedly different from that of 

Duchamp’s. Since Duchamp’s ready-mades are appropriated everyday-items, 

a certain switch in the function of the object occurs: with the aid of the 

theoretical framework that informs the artworld (to refer to Danto from 

earlier), it is possible for an ordinary household object, such as a snow shovel, 

to become a work of art. But this is not what occurs when Sturtevant 

appropriates a work of art by another artist, because what is being 

appropriated is already art; no switch in functions takes place. Instead the 

                                                      
64 This notion is developed to its apex with Conceptual art during the mid to late 1960s. 
Unfortunately we cannot examine the topic in further depth here, but for a brief overview see 
the entry Conceptual Art in The Encyclopedia of Aesthetics, 1998. 
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change, that can be argued to constitute Sturtevant’s piece as an independent 

work of art different from that of the work of art she has appropriated, occurs 

on the conceptual plane. In fact, since there is absolutely nothing new to see65 

in a work by Sturtevant, we are singularly left with the conceptual aspect of 

the work66. And from this Sturtevant finds her rationale as to why her works 

are not copies, but instead original creations: 

The brutal truth of the work is that it is not a copy. 
The push and shove of the work is the leap from image to concept. 
The dynamics of the work is that it throws out representation.  
(Cited in Lee 2016, 21.) 

 
Therefore, when we are looking at Sturtevant’s Warhol Marilyn (1965), a 

silkscreen print that cannot be distinguished from Warhol’s print with the 

naked eye, we are not faced with a replica or a forgery or a copy, but a 

decidedly original artistic creation, and according to Sturtevant, one that is 

constituted as such through its conceptual individuality.  

But how do Sturtevant’s appropriations differ from copies in actuality? 

Ekholm resolves the puzzling situation by appealing to the artist’s art 

constituent intention. When engaged in the process of making a copy or 

forgery, the acting agent does not intent the product to be regarded as an 

original piece of work (Ekholm 2012, 46–51). In fact, that would defeat the 

point of the undertaking entirely, since the aim is precisely to deceive 

receivers into believing the work is indeed made by someone else altogether. 

This however, is not the intention of Sturtevant, who very openly declares that 

she is appropriating the work of other artists and intents it to be seen as 

original art by her. This is evidenced by for instance the titling of her works, a 

topic already discussed in conjunction with “pastiche” and the art of Kasitonni. 

With every appropriation Sturtevant tells us precisely which work and by 

whom she has taken on this time. Moreover, however, it is Sturtevant’s 

                                                      
65 With his ready-mades Duchamp at least offered items that were new to the artworld context.  
66 ”Sturtevant’s work correlates with much of the aspirations of the conceptual ideals of her 
generation of artists, who arguably prioritised thinking over the optical experience of visual 
art, or rather, made visual art as a trigger for thought, with the experience of the work 
tantamount to its material ownership.” (Lee 2016, 12.)  
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outspoken conviction of not only the validity, but also of the originality of her 

practice that affirms her intention and is evidenced by her statements, such as 

the one quoted above. It is for other theses to decide whether intention is 

enough to constitute art.      

During the early days of her practicing artistic appropriation, art critics 

and artists alike met Sturtevant with coolness and criticality. In fact, the 

coolness even boiled to hostility, and Sturtevant herself offers an anecdote of 

Claes Oldenburg threatening to kill her if she didn’t dismantle the installation 

The Store of Claes Oldenburg (1967) she made of his 1961 work (Lee 2016, 15, 

71). Perhaps this is why Sturtevant later on develops a theoretical framework 

that draws from philosophy. As Patricia Lee writes: 

Sturtevant readily engaged with philosophical discourse, and with Gilles 
Deleuze and Michel Foucault in particular, in order to parse her stance 
vis-á-vis repetition. […] Foucault’s discussion of the ‘picture-object’, with 
its modernist purview onto the practices of making pictures, correlates 
with Sturtevant’s attention to the understructure of art onto which 
representational imagery is projected; she often focused on the 
institutional and power relations implicit in works of art. The Deleuzian 
take on repetition and difference sits well with her assertion that her 
works are never mere copies of other artists’. Drawing upon Deleuze’s 
argument that repetition can only be of things that are ‘unique or 
singular that has no equal or equivalent’, difference is evident in that the 
object that Sturtevant produces are also unique, that is, specific to her 
processes and purposes. (Lee 2016, 23.) 

 
Sturtevant’s practice is a most curious concoction of ideas and notions, at 

times contradictive. For instance, her work is most often seen as questioning 

“systems that configure originality”67 and yet at the same time Sturtevant is 

insistent that her works are precisely original and she a full-fledged artist-

author. This dichotomy would seem to somewhat undermine her practice. 

Elisa Schaar also points out that “paradoxically, she summed her project of 

repetition as ‘fighting for and talking about the power and autonomy of 

originality, and the force and pervasiveness of art.’” (Cited in Ekholm 2012, 

                                                      
67 ”Interested in the systems that configure originality, Sturtevant prompted the viewer to 
question whether originality is a function of style or characteristic imagery, and to ask who 
says so, and why.” (Lee 2016, 23.) 
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185–186.) According to Schaar, Sturtevant would appear to be a one trick 

artist, but in his critical and defensive response to Schaar, Ekholm insists that 

Sturtevant’s practice is original and multifaceted, given the different works 

that she appropriates:  

Sturtevant has used different artworks to make new artworks and 
arguably they cannot all mean the same thing and in consequence cannot 
be seen as having the same value, besides sharing the challenge of 
originality, authorship, and creativity […]. […] Value thus has to do with 
the particular artwork in use and cannot be dismissed by arguing that 
Sturtevant has used the same artistic strategy over and over again. 
(Ekholm 2012, 186.) 

 
On my part I am inclined to side with Schaar in that the act of artistic 

appropriation executed in exactly the same manner time after time only goes 

so far in being able to reveal dormant notions of originality and authorship, as 

well as that of the “underside” of the artwork (the word Sturtevant herself 

used to designate the conceptual element of an artwork), especially if we 

follow Ekholm’s line of reasoning to its bitter end: indeed, the value of 

Sturtevant’s artistic appropriations is dependent on the work that she 

appropriates, and thus is not a feature of the artwork by Sturtevant but rather 

of the piece she has appropriated for her work. Sturtevant’s works are 

different precisely because she appropriates the art of many different artists, 

not because her practice keeps changing. Thus, the use of ever new pieces for 

the same act of appropriation brings with it very little new conceptually, 

merely transferring the matter onto a new visual vehicle. And yet, as an 

individual act, Sturtevant’s is incredibly powerful and revealing of precisely 

the matters she outlines. 

During the height of producing her appropriation works, Sturtevant got 

little attention and even in the late 1970’s when the Pictures Generation 

(briefly to be discussed) flooded the scene, Sturtevant’s work was not taken 

up. It wasn’t until 1986, when a solo show of her work was organized in the 

alternative art space White Columns in New York that she suddenly became 

“current”. (Lee 2016, 31.) Patricia Lee points out that the exhibition was held 

“at the moment when appropriation art was dominating discussion, and the 
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show attempted to draw Sturtevant in as a forgotten precursor.” (Lee 2016, 

31.) But Sturtevant herself had no interest in being venerated as such a 

vanguard and deliberately distanced herself from the art makers of the 1980s. 

Ekholm provides this quote from Sturtevant from a discussion conducted with 

the curator and art historian Bill Arning, who had asserted that “Sherrie Levine 

is making art history her own when making art of pre-existing art”:  

That is not my intention. On a broader level, the grand difference is that 
I’m fighting for and talking about the power and autonomy of originality; 
and the force and pervasiveness of art. I wanted to break established 
concepts of art… to go beyond that. Part of what I’m doing is expanding, 
developing and exploring a theory of aesthetics. Instead of taking 
something concrete, you take something that is abstract in terms of 
thinking and push it, thereby getting away from the object as centre of 
concern. Although the object is crucial, it is not important. (Cited in 
Ekholm 2012, 177) 

 
Perhaps it is then another pivotal movement, already mentioned earlier, 

that in fact factors far more in the later appearance of postmodern artistic 

appropriation art than the practice of Sturtevant. This movement is the 

Situationist International, a group of artists and theorists active in Europe 

from 1957 to 1972 and instrumental as one of the forces mobilising students 

in the 1968 Paris riots (Evans 2009, 17; Cummings and Lewandowska 2006, 

411–412). Evans describes the group as “a neo-Marxist organisation, 

committed to a revolutionary politics that it assumed to be absent in the post-

war French Communist Party.” (Evans 2009, 17.) Central to the movement was 

the French philosopher and theorist Guy Debord whose 1967 manifesto, The 

Society of the Spectacle, condensed the antagonism of the Situationist 

International into agitated theses that “operate […] as a manual for reading the 

spectacle against itself.” (Bowen 2006, 537.) Debord saw that the mass culture 

configured by the spectacle – reality represented and constructed through 

images – was alienating and detached people from any authentic experience. 

The theses summarising the contemporary condition of the society were 

graffitied all around Paris during the riots (Cummings and Lewandowska 
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2006, 412). The Situationists adopted Debord’s notion of détournement68, a 

method of hijacking (i.e. appropriating) images and reworking them so as to 

subvert the encoded homogenising message to one of critical reflection as a 

way of circumventing the alienating effects of mass consumer culture. As Dore 

Bowen writes,      

[…] Debord emphasizes the emancipatory potential of appropriation. 
While the spectacle’s function is ‘to make history forgotten in culture’ 
and to ‘congeal time’ détournement provides a way to rediscover ‘a 
common language’, thus proving a means to reveal ‘the community of 
dialogue and the game with time which have been represented by the 
poetico-artistic works.’ (Bowen 2006, 537.) 

 
Bowen’s assertion is explanatory also with regard to the later 1980s artistic 

appropriation art; amongst other things, the Pictures Generation artists 

explored the layering of meaning in mass media imagery, especially 

photography, deconstructing the connotations latent in the footage feigning 

innocence that mediates reality. This critical and theory-oriented group of 

young artists engaged in appropriation emerges through the 1977 exhibition 

Pictures, curated by Douglas Crimp.  

Just as the art scene of New York had been the centre of Abstract 

Expressionism and then of the Pop art that followed, so too was the 

appropriation art of the late 1970s and the following decade very much a New 

York phenomenon. Two commercial New York galleries stand out especially 

as having had rosters of artists that would retrospectively become seen as 

central to the movement: Metro Pictures (representing artists such as Richard 

Prince and Cindy Sherman)69 and the Sonnabend Gallery (representing for 

instance Jeff Koons) (Evans 2009, 13). The name Pictures Generation derives 

from the 1977 exhibition Pictures held in Artist Space (New York) that Evans 

                                                      
68 To be specific, détournement, which could be translated to mean diversion, is not a concept 
developed by Debord singularly but instead appears through the collective practice of the 
Situationist International. The different aspects of détournement in use are discussed by 
Debord together with Gil Wolman in the 1956 text Methods of Détournement. (Bowen 2006, 
537.)   
69 Metro Pictures was founded by Helen Winer, the director of Artist Space, where the Pictures 
exhibition was held. Metro Pictures would later put on solo shows by Jack Goldstein, Sherrie 
Levine and Robert Longo – three of the five artists featured the Pictures exhibition. (Singerman 
2006, 87.)  
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recognises as one of the key exhibitions that establishes artistic appropriation 

as a new paradigm in art, one that is definably postmodern in nature (Evans 

2009, 12). The art of this new generation of artists is postmodern precisely 

because these artists have become disillusioned with the project of the 

modern: technological advancements have not resulted in society becoming 

ever better, ever more equal; democracy and rationality have not stopped 

wars nor the destruction of the planet in the name of resources. Instead society 

is now defined by an all-consuming consumerism: individuals comprehend 

themselves through the objects they own, whilst the capitalist world order and 

its advertising machinery relentlessly create new (imaginary) needs and 

desires to fuel the insatiable cycle of consumption. And as Debord along with 

other theorists revealed, at the centre of this spectacular society, alienated 

from the real, are images that have come to replace authentic experiences. It is 

this image-based culture that is at the core of the 1980s appropriation artists’ 

investigations. 

By default, as a practice, postmodern artistic appropriation of the 1980s 

was extremely theoretical and openly rejected the modernist tradition of 

painting. Much of the intellectualising around the movement took place on the 

pages of October magazine, an art journal established in 1976 by Rosalind 

Krauss and Annette Michelson, and for which Crimp also wrote: 

Crimp, [Craig] Owens, and Rosalind Krauss [all authors involved with 
October], among the earliest critical champions of artists such as Sherrie 
Levine and Cindy Sherman, pitted the postmodern tactics of 
appropriation, citation, and recoding against the promises of an 
autonomous art; in the place of painting as singular and unique – and the 
unified subject of humanist philosophy figured in its image – they offered 
the repetitions and dispersals of the text after Roland Barthes and 
photography after Walter Benjamin. (Singerman 2006, 97.) 

 
If to begin with these theorists of the postmodern and the art reflecting it 

analysed the phenomena with the aid of Barthes and Benjamin, the 1983 

English translation of Jean Baudrillard’s quintessential work Simulacre et 

Simulations (1981) offered new perspectives to postmodern appropriation 

art: 
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By the 1980s, Baudrillard commiserated, such views [i.e. Debord’s notion 
that the spectacle configuring society could be both perceived and 
challenged] were merely of historic interest, for any notion of radical 
critique had become an impossibility with the merging of reality and its 
media representation. Baudrillard announced a grim world of simulation 
and simulacra and expressed surprise when these ideas were quickly 
picked up by artists and critics in New York, to become another way of 
discussing the art of appropriation.70 (Evans 2009, 13.) 

 
As the 1980s wore on, many of the artists that had been part of the Pictures 

show established themselves as practitioners, and in 1986 the curator 

Elisabeth Sussman attempted to assess the phenomenon through a 

Baudrillardian framework in the exhibition Endgame: Reference and 

Simulation in Recent Painting and Sculpture, held in Boston’s Institute of 

Contemporary Art (Evans 2009, 13). One artist was featured in both of these 

shows: Sherrie Levine.  

Levine (b. 1947) is quite possibly the most notorious of the Pictures 

artists, and in many senses she takes artistic appropriation to the same 

extremes as Sturtevant, even though the linkage between these two artists 

remains inconclusive as noted earlier. Levine’s artistic practice is inherently 

photographic,71 but what is particular to her mode of photography is that she 

does not photograph the world around her (in other words appropriate from 

culture at large) but instead photographs the photographs (or printed 

reproductions of paintings for instance) of other artists, thus appropriating 

from within the artworld (and therefore qualifying as an example of pure 

artistic appropriation for Ekholm). Some of Levine’s most well-known works 

                                                      
70 “The ground for Baudrillard […] had been well prepared beginning in the late 1970s, and 
the ‘substituting of signs of the real for the real itself’, was already a familiar effect in 1983. As 
early as 1977 the young art historian Douglas Crimp had made it the subject of Pictures, an 
exhibition he curated at Artist Space. Indeed, ten years later in his review of Resistance (Anti-
Baudrillard), artist Ronald Jones linked Baudrillard’s arrival directly to Crimp’s show: ‘The 
timing was such that Baudrillard’s essays inflated just after the Pictures exhibition in 1977 
and began to fill an existing theoretical abyss.’” (Singerman 2006, 85–87.) 
71 This is perhaps a simplification in the name of fluency of text: Levine’s practice is in fact 
quite varied and her mature art sees a return to painting, the medium she had given up 
“because [she] became convinced that the visual seduction of painting was a distraction from 
the more important things that art could do.” (Levine 1991, 16.) (Perhaps this is another 
example of an artist rejecting the ethos of Abstract Expressionism?) Levine has made 
installations and created sculptures, but perhaps her art is nonetheless photographic in that 
it centres on the image. See Levine 1991.   
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are her photographs of Walker Evans’ photographs for the Farm Security 

Administration, where Levine photographs Evans’ work one to one without 

any alteration (Cotton 2004, 221–222). She assumes a similar strategy to 

Sturtevant in the titling of her works, and thus Levine names an appropriation 

of Evan’s photograph of the Alabama tenant farmer’s wife Allie Mae Burroughs 

as After Walker Evans: 4 (1981).  As such, the title is somewhat ambivalent and 

perhaps quite revealing of the sensibilities of Levine. The name of the work 

can in one respect be regarded as designating a timeframe: Levine has taken 

her photograph later than Evans and is thus pointing to the dual authorship of 

this photograph; it has been taken both by Evans and Levine. But at the same 

time the title can also be read as stating that Levine’s photograph is an 

adaptation – i.e. in the style of; after – in which case she is the sole author of 

her particular photograph, owning perhaps to the fact that where Evans 

photographed the real live woman in the American South in 1936, Levine 

photographs a black-and-white print of that picture. Therefore, she authors an 

entirely different photograph to Evans. 

In Levine’s later artistic appropriation art it is precisely this aspect of 

adaptation alluded to in the titles, all of which follow the same pattern, that 

comes to take on more significance in her works than the establishing of 

chronology. For as her practice develops, Levine gives up making exact 

facsimiles and instead begins to create works that are variations of the art 

pieces she appropriates. Thus, for instance, La Fortune (After Man Ray: 1–6) 

(1991) and Fountain (After Marcel Duchamp: 1) (1991) are not perfect 

reiterations of the artworks appropriated in the vain of Sturtevant, but instead, 

with for example La Fortune Levine appropriates the motif of a painting by 

Man Ray, the billiard table, and recreates it in three-dimensional space as an 

installation. Fountain is not just another Mott Works urinal, but a highly 

polished bronze cast with the famous signature R. Mutt, 1917 omitted. Even 

though Levine’s later works would not qualify as examples of artistic 

appropriation in the manner required by Ekholm’s standards – they are not 

visually indiscernible from the works of art Levine appropriates for her own 

work – I still hold that they are precisely that, because for Levine’s pieces to 
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function it is essential that the viewer recognises the works of art that Levine 

is evoking through her own artworks, and in many ways  

The viewer [is] literally required to complete the work of art. In addition 
to affirming the elementary Duchampian insight, [Levine’s work] also 
echo[s] a central postulate of Minimalist and Conceptualist art: that 
artistic meaning and value are whole contingent upon circumstances 
outside “the work itself.” (Deitcher 1991, 10.) 

 
But what is the artistic meaning of Levine’s appropriation works that David 

Deitcher is alluding to in the quote above? As Jeanne Siegel points out, “the 

rhetoric that attached itself to this work argued that it represented the most 

extreme example of denial of authorship and denial of authority” (Siegel 1991, 

14) but Levine’s work has also been read as decisively feminist: 

For instance in 1991 […], ironizing her position as a woman artist who 
specialised in ‘re-presenting’ works by modernist ‘Masters’, [Levine] 
turned her attention to the most overtly ‘masculine’ of Duchamp’s ready-
mades, the urinal. Telescoping together the Johnsian reading of the 
gesture and knowledge of Duchamp’s decision to edition the ready-
mades (as well as an awareness that Duchamp had at one time indulged 
in a degree of art world speculation by acting as an agent for Brancusi) 
she bronze-cast a series of shiny urinals, emphasizing their ‘feminine’ 
characteristics to the point of hyperbole. (Hopkins 2006, 154.)  

 
Some artistic appropriation art has indeed drawn attention to issues raised by 

feminist theory, such as the male gaze and the constructed nature of identity, 

that are evident topics in the work of for instance Barbara Kruger and Cindy 

Sherman. However, for Levine herself (speaking in 1991) her art is  

[A]n exploration of authorship. We do believe that there are such things 
as authorship and ownership. But I think at different times we interpret 
these words differently. It’s the dialectical nature of these terms that now 
interests me. (Levine 1991, 15.)   
 

However, it must be remembered that Levine is just one practitioner of 

postmodern artistic appropriation recognised as such, and in 2009 Douglas 

Eklund put together a monumental exhibition for New York’s Metropolitan 

Museum of Art that attempted to chronicle the era of the 1980s appropriation 

artists. The show was aptly titled The Pictures Generation, 1974–1984, and it 

extensively catalogued the artists that have come to been seen as responding 
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to the same paradigm during this specific moment in time, thus featuring a 

staggering 29 artists in total. Along with most of the artists from the Pictures 

show, the exhibition also included artists such as Cindy Sherman, Richard 

Prince, David Salle, Barbara Kruger, Laurie Simmons and Louise Lawler. The 

practices of these artists are many and varied, but with an interest in how the 

image configures society running as an undercurrent in all their work. 

However, these artists do not just produce exact facsimiles of the work of other 

artists, nor do they even simply lift objects (or images) directly and as such 

from culture at large; their practice is far more subtle and multifaceted. Yet 

Eklund as a curator groups these artists as engaged in artistic appropriation, 

as does written art theory and history. This serves to me as another reason for 

regarding Ekholm’s definition of artistic appropriation as far too narrow, and 

perhaps even my own definition offered in this thesis: for a definition to be 

useful it also has to apply to and account for the historicity of the phenomenon 

being defined.    

Through the art historical developments charted here appropriation has 

become a ubiquitous artistic strategy, employed to various ends in all fields of 

artistic production. This appropriating sensibility of contemporary art ought 

to be understood in the broadest sense of the concept; it is central to the 

referentiality of self-aware art that plays with the rich field of meanings 

accumulated in the signs and objects of culture. Within this general practice it 

is then possible to recognise more specific movements and groupings of artists 

interested in similar issues, such as the appropriation artists of the 1980s. 

One curiosity of appropriation art remains to be discussed, that of its 

relation to copyright law. Evans identifies “unauthorised possession” as a 

defining attribute of artistic appropriation (Evans 2009, 16), but how is it that 

so many artists have managed to use the works of other artists virtually 

unaltered without a challenge? The fact of the matter is that in actuality, they 

haven’t. Andy Warhol used a photograph from a botanical catalogue for his 

Poppies silkscreen print, which was recognised by the original photographer, 
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who then came calling.72 Sherrie Levine abandoned her series using the 

photographs of Edward Weston when his estate challenged her (Eklund 2009, 

206–210), which led her to use Walker Evans’ photographs instead since they 

had been executed “for the United States government and […] were thus in the 

public domain.” (Eklund 2009, 206–210.) 

Perhaps the most famous, if not infamous, case of an artist being 

challenged over the copyright of the material they have appropriated is that of 

Rogers v. Koons, where the photographer Art Rogers sued the artist Jeff Koons 

over the sculpture titled String of Puppies that was shown at a 1988 gallery 

exhibition bearing the name Banality Show, “because the works were meant 

to be a ‘critical commentary on conspicuous consumption, greed and self-

indulgence.’” (Phares 1998, 72.) The sculpture features a couple holding eight 

puppies and is evidently a duplicate of Rogers’ black-and-white photograph 

aside from these differences listed by Gloria Phares:  

[The sculpture was] produced in a different medium and on a much 
larger scale; the woman had daisies behind her ears, the man had one on 
top of his head; and the sculpture was in colour, including blue puppies. 
(Phares 1998, 72.)  
 
During the court case it was judged that Koons deliberately ignored the 

copyright of Rogers over the photograph, demonstrated by the fact that Koons 

tore off the copyright label from the back of the notecard that he then sent to 

Italy to be used as the model for his sculpture, one that he repeatedly urged 

the Italian craftsmen to make precisely like the photograph (Phares 1998, 72).  

Koons attempted to appeal to the Fair-Use Doctrine, a notion in place in 

the United States law that enables the use of copyrighted material if it is for 

the purposes of criticism, comment, news reporting, teaching, scholarship, or 

research (Phares 1998, 72), but   

                                                      
72 “Gerard Malanga said that Warhol had come across the picture (of poppies) in a botanical 
catalogue and told him to make a silkscreen print out of it. A lady recognised the photo of her 
poppies and thought Warhol should have compensated her for it. Malanga said he could see 
her point. It took years until the matter was finally settled. Warhol had stolen an amateur 
photographer’s picture and had – by accident – uncovered the close link between his own 
artistic conviction and the amateur photographer’s attitude towards visible reality.” (Honnef 
2000, 71.) 
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To meet [the fair-use standard of commentary, criticism and teaching], 
Koons had claimed that his sculpture was a satire or parody of society at 
large. His work was an example, Koons explained, of the artistic school 
to which he belonged of ‘American artists who believe the mass 
production of commodities and media images has caused a deterioration 
in the quality of society’ and that members of this artistic tradition 
propose ‘through incorporating these images into works of art to 
comment critically both on the incorporated object and the political and 
economic system that created it.’ (Phares 1998, 73.) 

 
What is most fascinating here is that Koons calls upon the theoretical, almost 

ideological stance of the postmodern appropriation artists as the element that 

justifies his act. This is incredibly telling of the attitude of the appropriation 

artists: the world is an infinite mesh of representations and images, one of 

intertextuality, where meaning builds on meaning, and no origin source can be 

located anymore. Such a worldview makes the notion of authorship, let alone 

copyright, impossible and meaningless.  

As such, parody relies on the evident relation between the original and 

its satiric version, which might have tilted the case in Koons’ favour, but what 

the court found fault with was the object of Koons’ alleged satire: 

[P]arody and satire necessarily must borrow from the original if they are 
to achieve their goal of making ridiculous the original work’s style and 
expression. The problem for the court was that Koons’ work was not, 
even in part, a parody of the underlying work itself but only of modern 
commercialised society. Although that was a legitimate object of 
comment, the controlling law required that the copied work be, at least 
in part, an object of the parody. (Phares 1998, 73.)   

 
Ultimately the judges ruled that “had [Koons] simply taken the idea of a couple 

showing off a new litter of puppies, but depicted in a new way, Rogers would 

have had no claim, because copyright does not protect ideas” (Phares 1998, 

72) but since Koons’ “copied virtually the entire work, rather than some 

excerpt from it” (Phares 1998, 73) and did so in full conscience, he was guilty 

of copyright infringement.  

The Rogers v. Koons case is extremely telling of the complicated 

problematics that underscore artistic appropriation. Decades of exploration 

into the ontology of the work of art and the limits of authorship have 

challenged every received notion of both concepts. Yet both artists themselves 
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as well as society at large are stubbornly determined to hold fast to these 

notions and protect the integrity of the art object and the rights of the author. 

However, these attitudes may be changing as University of Helsinki research 

initiative “Art, Copyright and the Transformation of Authorship” (2016–19) 

suggests: 

The project’s grounding hypothesis is that practices within the artworld 
are independent of, and partly even in contradiction with, copyright law. 
Thus, copyright law does not have the kind of hegemonic and legitimate 
power to define authorship in the artworld as it is often assumed to 
possess. […] Artistic creation and the norms that govern it are both 
undergoing a transformation. Digitalisation and the related redefinition 
of producers’ and consumers’ roles are leading to irreversible changes in 
many practices of production and distribution of art works. 
Simultaneously, new opportunities are opening up for art that traditional 
practices and systems are unable to regulate.73 

 
Since its heyday in the 1980s, artistic appropriation has become a standard 

tool in the practices of self-aware contemporary artists engaging with the 

history of art and employing it for their own ends. As artistic practices develop, 

the society around them comes to reflect those changes and research projects 

such as the one outlined above are important actors in mapping out the 

situation and emerging needs of re-evaluation of established norms as they 

unfold. Another important factor is the documentation of genuine occurences 

of a given phenomenon under study, which is what will be provided next.  

 

3 Case Studies 

 

Once a thorough terminological analysis has been completed and the history 

of a particular phenomenon has been recounted so as to provide a context to 

the development of the phenomenon, the best way to understand the nuanced 

aspects of any practice is to examine genuine occurrences of the said 

phenomenon in depth. This enables an interrogation of the theoretical findings 

with regard to actual practice, for theory means very little if it is unable to 

                                                      
73 https://blogs.helsinki.fi/taidejatekijanoikeus/projektin-esittely-project-abstract/ 
(accessed 3.10.2018) 

https://blogs.helsinki.fi/taidejatekijanoikeus/projektin-esittely-project-abstract/
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account for the phenomenon as it occurs. Thus, this thesis will culminate in 

two case studies representing examples of both artistic appropriation and 

cultural appropriation. The cases have been lifted from the field of Finnish 

contemporary art, where Ismo Kajander’s practice involves artistic 

appropriation and Jenni Hiltunen’s video work Grind (2012) is a paradigm 

example of cultural appropriation. The motivations for examining cases of 

appropriation specifically from the realm of Finnish contemporary art are 

twofold: for one, there appears to be very few such studies done: Kajander’s 

practice is most often approached from the point of view of biography rather 

than artistic strategy, and the discussion that Hiltunen’s artwork sparked 

mostly took place in the news media and online in blogs as well as the website 

of the museum exhibiting the work, leaving a need for an academic collating of 

the data. Secondly, as paradoxical as the notion of writing the history of 

contemporary art can be construed to be, I see value in both recording and 

analysing these two cases for the preservation for later generations, and hope 

that they will contribute to the study of Finnish contemporary art. I also 

believe that an examination of Hiltunen’s video piece will have scope beyond 

Finnish contemporary art in revealing the blind spots of the artist with regard 

to cultural appropriation, and the Hiltunen case study will thus hopefully point 

to a more ethically sustainable approach to cultural appropriation that may 

prove useful to other artists wishing to develop their own practices and learn 

from past controversies.      

 

3.1 Ismo Kajander: Pioneer of Artistic Appropriation in the Finnish Field 

 

The unprejudiced artistic practice of Ismo Kajander (b. 1939, Turku) 

represents the vanguard of Finnish contemporary art. As an artist Kajander 

has always been internationally inclined, and fell in love with Paris at an early 

age after reading Café Mabillon (1952) by Satu Waltari (Ahtola-Moorhouse 

2015, 15). The art movements hailing from Paris, especially Neo-Dada and 
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Neo-Realism74, but also their historical precedents, have informed Kajander’s 

own practice ever since he first hitchhiked to the city in 1961 (Ahtola-

Moorhouse 2015, 15, 18; Pennanen 2007, 4).  

Kajander’s artistic work stretches over various media and the artist has 

produced work in photography and assemblages as well as painting and 

drawing. Alongside his artistic endeavours Kajander has also had a successful 

career as a freelance commercial photographer, taught photography, and held 

the position of Professor of Photography at the University of Industrial Arts in 

Helsinki. Deep entrenchment in the photographic scene of 1970’s Finland also 

saw Kajander become one of the co-founders and the Chief Curator of Gallery 

Hippolyte, a pioneering photographic gallery in Helsinki. In 1988 Kajander 

was appointed Rector of the oldest art school in Finland, his own alma mater, 

the Turku School of Fine Arts, a post he held until 1997, after which he has 

focused on his art and acquired a small garret in Paris. Kajander was awarded 

a Pro Finlandia –medal in 2014 and the following year two retrospective 

exhibitions (Anartist (17.4.–9.8.2015) at Kiasma Museum of Contemporary Art 

and Vintage (17.4.–2.8.2015) at The Finnish Museum of Photography) 

chronicled Kajander’s artistic career. (Ahtola-Moorhouse 2015.)  

1961, the year Kajander first travelled to Paris, marked a monumental 

year for Finnish modern75 art as the first ARS exhibition was organised and 

held in Ateneum Art Museum in Helsinki.76 ARS was conceived to reflect the 

spirit of events such as documenta in Kassel or the Venice Biennale, and the 

                                                      
74 “The 1960 ’Nouveaux Réalistes’ Declaration of Intention’, written by the critic Pierre 
Restany, is an enthusiastic manifesto echoing the optimism of the early twentieth-century 
avant-gardes and celebrating ’the thrilling adventure of the real perceived in itself.’ While 
Restany’s claims and the artists’ embrace of found and ready-made objects posited the 
dominant presence of consumer goods and advertising as a source of inspiration for new 
painting and sculpture, nouveaux réalistes’ work nevertheless suggested an ambivalence 
about this new economic boom.” (Dezeuze 2006, 43.)         
75 To be specific, in 1961 modern art had already entered the era of late modernism that was 
defined especially by the New York School of painters and a call for “pure painting”; works 
that focused solely on the metaphysics of the medium itself without referring to anything 
external, as stipulated by the critic Clement Greenberg and realised by artists such as Jackson 
Pollock, Barnett Newman, Willem de Kooning and Mark Rothko as noted in chapter 2.2. See 
McEvilley 1998.      
76 From Helsinki the exhibition then continued on to Turku, Tampere, Hämeenlinna and 
Jyväskylä. (Kastemaa 2009, 14.) 
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aim of the exhibition was to bring international modern art to Finland as well 

as to re-establish connections with the wider world under the pressure of the 

Cold War (Kastemaa 2009, 8, 15–16). From the start ARS was envisioned as a 

reoccurring exhibition and has remained the main international art event in 

Finland to this day.77 The first ARS focused especially on Abstract art and 

Informalism78 and the effects of the show were abundantly evident in the 

Finnish art produced following the exhibition (Kastemaa 2009, 20–21). 

Kajander’s artistic practice, that consisted of object assemblages and expanded 

painting that drew from Parisian avant-garde, was in stark contrast to this as 

Ulla Pennanen points out:  

Concretism and geometric Abstract art as well as Informalism that 
favoured free form and underlined the qualities of material dominated 
the Finnish art world of the 1960s. Ismo Kajander was a divergent 
against this background. Kajander’s interests lay with American Pop art, 
Dada and French Neo-Realism that exhibit figurative elements and 
featured objects.79 (Pennanen 2007, 4.)  

 
During the 1960’s Kajander created works that had strong echoes of his 

experiences in Paris such as the Music Machine, executed together with Otto 

Donner in 1964, that could be interpreted to exhibit similar qualities as the 

works of Vassilakis Takis (b. 1925, Athens)80, known for his Télésculpture 

                                                      
77 The ARS exhibitions have a somewhat irregular cycle, being organised every five to 12 years 
(Kastemaa 2009, 10). 
78 ”[…] [A]s the art critic Eila Pajastie notes, Informalism is a parallel concept to that of Abstract 
Expressionism. Informalism is regarded to be a Western European and Canadian art 
movement, whereas Abstract Expressionism came to be known as American art […].” / ”[…] 
[K]uten taidekriitikko Eila Pajastie totesi, informalismi on rinnakkainen käsitteelle 
’abstraktinen ekspressionismi. Informalismia pidetään länsieurooppalaisena ja kanadalaisena 
taidesuuntauksena, kun taas abstrakti ekspressionismi tuli tunnetuksi amerikkalaisena 
taiteena […].” (Kastemaa 2009, 21.) 
79 “Suomen taideilmapiiriä hallitsi 1960-luvulla konkretistinen ja geometrinen abstraktismi ja 
toisaalta vapaita muotoja suosiva, materiaalin olemusta korostava informalismi. Ismo 
Kajander oli outo lintu tätä taustaa vasten. Kajanderin […] kiinnostus suuntautui 
amerikkalaiseen Pop-taiteeseen, dadaan ja ranskalaiseen uusrealismiin, jonka piirteisiin 
kuului esittävät ja esineelliset ainekset.” (Pennanen 2007, 4.)  
Note also, 
“According to Jaakko Lintinen, the trip [to Paris in 1961] served as an inoculation against the 
1961 ARS exhibition, which was like a tsunami that swept Finnish artists into the bosom of 
Informalism.” (Ahtola-Moorhouse 2015, 15.) 
80 Kajander mentions Takis in a pictorial comment from 29th September 1961 sent to the 
Turku University’s Ylioppilaslehti (student paper) from his first visit to Paris: “Air and 
electricity – oil and egg, differences in technique. The difference maker’s name this time: 
TAKIS.” (Ahtola-Moorhouse 2015, 15.)  
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pieces that marry science and art, or Jean Tinguely’s (1925–1991)81 machines 

and kinetic works; both artists active in the Parisian art scene of the 1960’s. As 

such, these early works by Kajander do not necessarily display an intentional 

desire to openly reference works by other artists and are thus not examples of 

artistic appropriation but rather the results of inspiration from exposure to 

the art of others. This might be accurately deemed as intertextuality in the 

context of the terminological examination from earlier, where intertextuality 

designates a state of interconnectedness of all cultural products since nothing 

is ever created in isolation.  

Ultimately, as Anna-Kaisa Rastenberger writes,  

Kajander gave up object assemblages, Dada and Neo-Realism for nearly 
twenty years, because, as he says in an interview from 1984, “regular 
people never got the message. The form in itself raised objections, no 
matter how right the issue that was being addressed. –– At some point 
the unnecessary conflict began to bother me. With photography 
everything changed.”82 (Rastenberger 2015, 28.) 

 
Photography had featured as an interest in Kajander’s life since his teenage 

years when his parents gifted him with a camera, but now photography also 

became his livelihood (Ahtola-Moorhouse 2015, 124). And yet, the need for 

artistic expression remained. In the early 1980’s Kajander embarked on a 

photographic project that Rastenberger considers a watershed moment: it 

marked a return to expression governed by artistic intention.83 The 9x12 series 

                                                      
81 Jean Tinguely as well as Marcel Duchamp entered Kajander’s artistic consciousness at the 
latest in 1964 (if not earlier) when Ateneum Art Museum hosted a guest exhibition of 
Stockholm’s Moderna Museet’s collections. Kajander wrote an essay for Uusi Päivä magazine 
of the exhibition. (Ahtola-Moorhouse 2015, 30.)  
82 ”Kajander jätti esinekoosteet, dadan ja uusrealismin miltei kahdeksikymmeneksi vuodeksi, 
sillä kuten hän kertoi vuonna 1984 antamassaan haastattelussa, ’tavalliselle ihmiselle ei 
mennyt koskaan sanoma perille. Muoto jo herätti torjunnan, vaikka olisin ollut oikealla asialla. 
– – Jossain vaiheessa alkoi tarpeeton ristiriita vaivata. Valokuvan kanssa kaikki muuttui.’” 
(Rastenberger 2015, 28.) 
83 “[9x12 series] meant the photographer’s – dare one use the expression photographic artist 
for a moment – return to the execution of contemplated vision through the means of 
photography. […] The viewer comprehends that the photographs act as the means for the 
objectives of the author. Even though the photograph presents a subject it is nonetheless 
entirely in accordance with the intentions of the photographer. The photograph is the object 
and result of thinking.” / “[9x12-sarja] merkitsi valokuvaajan – rohkenisiko hetken käyttää 
ilmaisua valokuvataiteilijan – paluuta suunnitellun vision toteutukseen valokuvauksen 
keinoin. […] Katsoja ymmärtää valokuvien toimivan tekijän tavoitteiden välineenä. Vaikka 
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culminated in a photograph titled Hommage á Leonardo & Duchamp (1984) 

and it was to be the last photograph Kajander would take in a long while 

(Rastenberger 2015, 78). 

Hommage á Leonardo & Duchamp can be regarded as an example of 

artistic appropriation in the twofold. The large-format photograph presents a 

woman halted in a pose identical to that of the lady seen in Leonardo da Vinci’s 

1503–1506 painting Mona Lisa, or La Joconde as it is also known (Stokstad 

2011, 638). The young woman in Kajander’s photograph faces the viewer’s 

gaze with a veiled expression of consideration much in the same manner as da 

Vinci’s sitter. Her arms are also folded loosely but protectively, like those of 

Mona Lisa, to express the decorum of the situation. Thus, the formal 

composition of Kajander’s picture is virtually indistinguishable from that of da 

Vinci’s, the medium has simply changed from painting to photography, and the 

work could therefore be identified as an example of artistic appropriation if 

we understand it in a manner similar to Crispin Sartwell, where appropriation 

takes place if “an image [from culture at large or by another artist] […] is […] 

incorporate[d] […] intentionally into the context of one’s own body of work.” 

(Sartwell 1998, 68.)  Hommage á Leonardo & Duchamp would not however 

pass as an instance of artistic appropriation if considered in Ekholm’s terms, 

since Kajander does not employ the same medium, oil on wood, that the 

original work being appropriated was executed in.  

The matter is, however, made somewhat more complicated by the hand 

drawn addition of a goatee and moustache. This gesture reveals the second 

layer of reference embedded in the photograph. In 1919 Marcel Duchamp 

improved a postcard of the famous Mona Lisa painting by adding the 

abovementioned facial hair on the scaled down sitter and inscribed the letters 

L.H.O.O.Q. (the phonetics of the letters in French read as “Elle a chaud au cul”, 

which could roughly be translated to mean “she is hot for it”) on the bottom 

border of the card (Stokstad 2011, 1039). He called this work a modified ready-

made since the postcard was altered by the artist, distinguishing it from his 

                                                      
valokuva esittää kohdetta, se on kuitenkin täysin valokuvaajan intentioiden mukainen. 
Valokuva on ajattelun kohde ja sen tulos.” (Rastenberger 2015, 58.)     



 76 

simple ready-mades that didn’t involve any artistic intervention, but were 

simply signed by the artist, renamed and re-contextualised (Stokstad 2011, 

1039). And so the double appropriation by Kajander is made evident: as the 

title that features the names of both artists being referenced, and which could 

be seen as acting as the quotation marks that signify a citation, suggests, 

Kajander is evoking both the da Vinci painting and the parodied84 

appropriation of it by Duchamp. The reference to both of these works of art is 

so overwhelmingly evident, and lacking in variation or for instance comedic 

quality, that it is hard to deem Kajander’s act as anything else but 

appropriation.  

Kajander himself would seem to consider the work to be a homage, that 

is, a tribute. Kajander has explicated his indebtedness to Duchamp on many 

occasions (Ahtola-Moorhouse 2015, 38), and indeed Hommage á Leonardo & 

Duchamp is not the only time Kajander has taken up the subject of his artistic 

hero in his own works. In fact, the very same year Hommage was made, 1984, 

Kajander also made an installation titled M.D. or Mother Duchamp that 

consisted of a video monitor encased inside a block of wood with witty eyes 

watching the viewer and a hand holding an egg. The block of wood has a neon 

halo and is adorned with the infamous moustache and goatee beard. (Ahtola-

Moorhouse 2015, 38.) Where the installation is perhaps a tribute to the artist 

Duchamp, Hommage in its turn feels to honour his art, thus exposing the 

source of the difference in artistic strategy between these two pieces: it is quite 

impossible to appropriate another human, but it is possible to assimilate and 

utilise their creative output. All in all, it would seem that there is no 

contradiction between a homage and a work of artistic appropriation; it could 

be argued that where homage is a quality of the work that expresses 

admiration and reverence for the subject of the tribute, appropriation in its 

part represents an artistic strategy that can be employed to reflect veneration 

                                                      
84 It would seem accurate to class Duchamp’s L.H.O.O.Q. as an example of parody, where parody 
is distinguished from, for instance, pastiche through its deliberate aim for comedic effect and 
ridicule, which is undeniably present in Duchamp’s act of defacing the very symbol of French 
bourgeois as defined by their taste in art. The successfulness of a parody rests on the audience 
being able to recognise the referent, thus resulting in a strategy very similar to appropriation. 
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but that can also be utilised towards more analytical and theoretical ends as 

with Elaine Sturtevant and Sherrie Levine.  

Kajander’s artistic oeuvre is rife with further examples of intriguing 

pieces that straddle the line between appropriation and pastiche, exhibiting 

abundant intertextuality. In the interest of space, only two more cases are 

taken up in a compare and contrast fashion: The Four Seasons Suite, Spring, 

Summer, Autumn and Winter (1975–1992)85 and Souvenir from Stockholm 

(2004)86. The former consists of a set of four wooden snow shovels, each with 

colouring and symbols that evoke one of the four seasons. For instance, the 

otherwise turquoise Autumn shovel, reminiscent of a greener season past, has 

had the shape of a maple leaf slowly turning red gnawed out of its left corner. 

The series is a direct reference to Duchamp’s very first readymade, In Advance 

of the Broken Arm, that the artist first conceived in 191587: a store-bought 

galvanized iron snow shovel that he simply signed and titled. Kajander’s Suite 

was featured in the 1995 exhibition Invited Guest88 at the Turku Art Museum. 

The show itself was a somewhat reluctant concession on Kajander’s part, who 

as an artist of the Dada persuasion viewed institutionalised art with certain 

antipathy. Thus the exhibition in its entirety “challenged museum expectations 

at every turn” (Ahtola-Moorhouse 2015, 43), and the Four Seasons Suite is a 

beautiful demonstration of this in that it evokes the same discussion of 

uniqueness and authorship, ideals upheld fast by the art museum, and that 

Duchamp’s works had evoked in their day. 

As such, however, The Four Seasons Suite is not a simplistic instance of 

artistic appropriation. Kajander adds further layers of meaning and modifies 

                                                      
85 Title in Finnish: Vuodenajat-sarja, Kevät, Kesä, Syksy ja Talvi (1975–1992) 
86 Title in Finnish: Tukholman muisto (2004) 
87 The original 1915 readymade has actually been lost but the work was re-created by 
Duchamp during the 1960’s when interest in his work was rekindled (see Ekholm 2012). The 
Museum of Modern Art in New York holds in its collection a version of In Advance of the 
Broken Arm from 1964. 
https://www.moma.org/collection/works/105050?artist_id=1634&locale=en&page=1&sov
_referrer=artist (accessed 15.7.2018) 
In fact, a great many of Duchamp’s readymades found in museums today are either replicas or 
reiterations, a curious extra twist on the whole notion of a readymade and a further debunking 
of the concept of originality and unique authenticity. (Mink 2000, 67.) 
88 Kutsuttu vieras in Finnish. 

https://www.moma.org/collection/works/105050?artist_id=1634&locale=en&page=1&sov_referrer=artist
https://www.moma.org/collection/works/105050?artist_id=1634&locale=en&page=1&sov_referrer=artist
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the visual aspects of the shovels to be further removed from their Duchampian 

referent. For a start, Kajander’s shovels are wooden and quite rustic in their 

aesthetics, contrary to the industrial look of In Advance of the Broken Arm. As 

the name implies, the Suite is also a contemplation of the moods of the year’s 

cycle, which as an agenda of expression is wholly different from Duchamp’s, 

whose enigmatic titling of his readymade evokes a narrative and an absent 

presence of a person. Therefore it could be argued that Kajander’s shovels are 

more an example of a pastiche rather than artistic appropriation in the sense 

that Kajander’s work is an adaptation, not a direct repetition, of the visual 

elements of a piece by another artist. Kajander also utilises the very same 

artistic tactic of appropriating material from culture at large that Duchamp 

employs, and thus the effectiveness of the Kajander’s Seasons rests on the 

viewer being able to recognise the art historical referent. This in itself is clearly 

intentional intertextuality.  

Souvenir from Stockholm exploits a very similar schema but could be 

deemed to be a more straightforward case of appropriation. Again, this piece 

relies on the audience apprehending which work of art by another artist is 

being cited. With Souvenir from Stockholm it happens to be Monogram89 

(1956–1959), the combine90 of a stuffed goat with a tyre around its waist by 

Robert Rauschenberg (1925–2008), another giant of appropriation known for 

his “practice […] that integrated the signs, images, and materials of the 

everyday world.”91 Ahtola-Moorhouse interprets Kajander’s Souvenir, a 

miniature version of the Rauschenberg composed of a hand carved wooden 

ram with a woolly hide on its back and complete with a tyre around its middle, 

as a portrait of or a tribute to Rauschenberg (Ahtola-Moorhouse 2015, 48). I 

would argue that Souvenir is more a homage – along the lines of Hommage á 

                                                      
89 It is no surprise that the work Kajander appropriates from Rauschenberg is Monogram, for 
that particular piece belongs to the collections of Stockholm’s Moderna Museet , the one 
museum of modern art within relatively easy access from Finland, hence the name of 
Kajander’s own assemblage. For an indepth discussion about Monogram, see Smith 2016. 
90 “Between 1955 and 1960, Rauschenberg made a series of objects that he called combines – 
combinations of painting and sculpture using nontraditional art materials.” (Stokstad 2011, 
1087.)  
91 https://www.moma.org/artists/4823 (accessed 15.7.2018) 

https://www.moma.org/artists/4823
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Leonardo & Duchamp that uses appropriation as an artistic device – rather 

than a portrait, especially when compared to Kajander’s installation M.D. or 

Mother Duchamp discussed above. Also, in contrast to The Four Seasons Suite, 

Souvenir is constitutionally somewhat different in aspects that support the 

piece being categorised as an appropriation work: the formal and visual 

qualities of Souvenir adhere very closely to those of Rauschenberg’s 

Monogram, the scale has simply been significantly reduced. Thus, unlike in The 

Four Seasons Suite, little new expressive substance referring to things other 

than the work being appropriated are added. Kajander does however alter one 

important element for his assemblage that acts as a delightful sign of him as an 

author and harks back to his personal history: the pasture of the goat that 

Rauschenberg created out of a collage of photographs, painting and other 

items is replaced by a packet of Kodak’s large format film in Kajander’s 

restaging. With Souvenir from Stockholm Kajander both asserts his own artist 

persona but also acknowledges his influences in the form of a classical artistic 

appropriation, that is, the taking over of an existing work of art. 

Kajander is quite possibly one of the most consistent and daring utilisers 

of artistic appropriation in the field of Finnish contemporary art and it is thus 

not misplaced to call him a pioneer, not least because of his self-prescribed 

avant-garde attitude to art making. His artworks are a happy medley of 

appropriation, quotation, pastiche and intertextuality that are thoroughly 

informed by the international developments of the 1960s and 70s that sought 

to abandon what were deemed as outmoded approaches to art derived from 

Kantian philosophy and instead aimed to show art’s connectedness to life, and 

its inherently referential nature.92 As such Kajander’s works make visible 

                                                      
92 As mentioned earlier in chapter 2.2, late modernism relied heavily on the writings of the 
critic Clement Greenberg. Greenberg based his ideas on the trichotomy of faculties as 
proposed by Immanuel Kant in the late 16th century. Kant posited that we as humans are 
composed of three isolated faculties; a cognitive, ethical and aesthetic faculty. Following this 
division, Greenberg argues that art should not trouble itself with matters related to anything 
but the aesthetic faculty, thus separating art from for instance social and conceptual topics. 
This mode of approaching art dominated the field of art in post-war United States and was 
broadly known as Formalism. As Thomas McEvilley points out, “The transition from the 
Formalist discourse to another was slow, and proceeded at first through an age of pluralism 
in which the somewhat enforced critical consensus that has maintained the hegemony of 
Formalism came apart. Already in the 1950’s there were counterstatements. When Robert 
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many of the mechanics of artistic appropriation and demonstrate how fluid the 

divisions between neighbouring concepts really are.  

 

3.2 Jenni Hiltunen: The Slippery Slide of Cultural Appropriation 

 

Possibly the most prominent commotion revolving around cultural 

appropriation in the arts in Finland was the furore roused by Jenni Hiltunen’s 

(b. 1981, Hollola) video piece Grind (2012) in 2015. The work belongs to the 

Finnish National Gallery’s collection and was commissioned by Kiasma 

Museum of Contemporary Art for the 2012 exhibition Thank You for the Music. 

Curiously enough the video did not create much, if any, debate when it was 

first shown in 2012, but its inclusion in the 2015–2016 Collection Exhibition 

resulted in a landslide of responses.  

The piece itself is a slow-motion video of the bobbing rear ends of 

dancers mimicking the Jamaican Dancehall Queen –style that became famous 

in the 1990’s through MTV Music Television’s show Grind. The dance style is 

infamous for its overt sexuality and the skimpy clothing that goes with it, both 

of which are abundantly evident in Hiltunen’s video as well. However Hiltunen 

has included an element that is in no way related to the Jamaican tradition: one 

of the dancers is wearing a gákti, the national dress of the Sami people of 

Northern Fennoscandia. The outfits of the dancers are eclectic to say the least, 

mixing North American Native Indian pattern designs, leopard print leotards 

and lappshoes, but the gákti stands out as a distinct dress complete in itself 

and not a mere accessory. It also stands out because there doesn’t seem to be 

any apparent link between the Sami dress and the bottom grinding of the 

performers. 

Less than a month after the exhibition opened in April 2015, two Sami 

artists, Marja Helander and Outi Pieski, wrote an opinion piece for Helsingin 

                                                      
Rauschenberg, for example, stated his intention to work in the gap between art and life, and 
when Jasper Johns, in the same decade, used everyday objects and representations of them in 
his paintings, they were implicitly combating the Greenbergian doctrine of the extreme sui 
causa isolation of the artwork from the rest of the world.” (McEvilley 1998, 434.)  
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Sanomat93 condemning Hiltunen’s use of the gákti and the continued abuse 

and taking advantage of the Sami culture by the Finnish majority culture. This 

generated a wave of sympathy and strong worded criticism toward the artist 

and the museum in social media, prompting both Kiasma’s Chief Curator of 

Collections Arja Miller and the artist herself to respond. In Miller’s assessment 

the work had been misunderstood, asserting that in actual fact the video did 

not aim to comment on the status or the situation of the Sami people in any 

way. Hiltunen herself echoed this to a great extent, emphasizing that the piece 

had nothing to do with the Sami people.94  

Aside from the inexcusable cultural appropriation of the Sami national 

dress, the other leading point of Helander and Pieski’s argument was that by 

purchasing the work of art into its collection Kiasma, as a faction of the 

National Gallery, was sanctioning taking advantage of Finland’s only 

indigenous people, the implication here being that the repression of the Sami 

is institutional and state approved. Miller disputed this whole-heartedly, again 

stating that: “Kiasma does not approve of any kind of taking advantage of any 

indigenous people nor anyone else.”95 Moreover, she stressed that the mission 

of the Finnish National Gallery is to collect and preserve art that is important 

and representative of the developments in the field of Finnish art.96 She also 

expressed her concern about any kind of limiting of artistic expression saying 

that “we are in dangerous waters, if a museum or a curator starts controlling 

what an artist can and cannot do.”97 

From the point of view of cultural appropriation, the case of Grind is 

intriguing and ontologically revealing. If we follow James O. Young’s 

classification of the five different types of cultural appropriation (object -, 

                                                      
93 http://www.hs.fi/mielipide/art-2000002900149.html (accessed 10.5.2017) 
94 http://blog.kiasma.fi/blog/jenni-hiltusen-grind-teoksesta (accessed 10.5.2017)  and 
http://www.hs.fi/kulttuuri/art-2000002900460.html (accessed 10.5.2017)  
95 ”Kiasma ei siunaa alkuperäiskansojen eikä kenenkään minkäänlaista hyväksikäyttöä.” 
http://blog.kiasma.fi/blog/jenni-hiltusen-grind-teoksesta/ (accessed 10.5.2017) 
96 http://blog.kiasma.fi/blog/jenni-hiltusen-grind-teoksesta/ (accessed 10.5.2017) 
97 ”Ollaan vaarallisilla vesillä, jos museo tai kuraattori rupeaa kontrolloimaan, mitä taiteilija 
saa tai ei saa tehdä.” 
http://www.hs.fi/kulttuuri/art-2000002900460.html (accessed 10.5.2017) 

http://www.hs.fi/mielipide/art-2000002900149.html
http://blog.kiasma.fi/blog/jenni-hiltusen-grind-teoksesta
http://www.hs.fi/kulttuuri/art-2000002900460.html
http://blog.kiasma.fi/blog/jenni-hiltusen-grind-teoksesta/
http://blog.kiasma.fi/blog/jenni-hiltusen-grind-teoksesta/
http://www.hs.fi/kulttuuri/art-2000002900460.html
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content -, style -, motif - and subject appropriation)98 it becomes obvious that 

Hiltunen has engaged in a complex act of borrowing, remixing and 

amalgamating. Ultimately, considering the artist’s intentions, it has to be 

considered whether her act can indeed be classed as cultural appropriation at 

all. Firstly, Hiltunen cannot be regarded as being involved in an act of object 

appropriation, where a tangible artefact is physically removed from its original 

culture to be possessed by another culture (as is the case with the famous Elgin 

Marbles). The video does feature a Sami item, but as the Sami artists 

themselves state, it is a fake gákti. Therefore, Hiltunen’s usage of such a 

costume is a curious case of appropriation once removed, where it is the 

producers of the fake Sami dress who have committed cultural style 

appropriation. It could thus be argued that in fact the costume makers, rather 

than the artist, have engaged in offensive cultural appropriation by taking the 

liberty of forging a garment that is of vast cultural importance and 

symbolically charged.  

The gákti is immensely important for Sami people since it ties the 

community together through dress. The embellishment ribbons as well as the 

colours reveal among other things what specific clan the carrier of the dress 

belongs to.99 In later days the gákti has also come to symbolise and absorb into 

itself a lot of the cultural hurt the Sami people have suffered. Helander and 

Pieski also refer to this by asserting that with Grind it appears the dress has 

been used simply to create an exotic effect. According to the two Sami artists 

this parallels the audacity of travel companies and souvenir sellers who use 

the Sami’s cultural material for monetary gain without any regard for 

permissions or authenticity.100 The reason they are able to do this is because 

the state of Finland has never ratified the ILO 169 convention that would grant 

the Sami a status as an indigenous people and with it also the rights.101 Thus 

                                                      
98 See Young 2008. 
99 https://www.samediggi.fi/saamelaiset-info/ (accessed 13.9.2018) 
100 http://www.hs.fi/mielipide/art-2000002900149.html (accessed 10.5.2017)  
101 http://yle.fi/uutiset/3-7867389 (accessed 10.5.2017) and 
https://www.syrjinta.fi/documents/10181/10850/51662_99_kysymysta_ja_vastausta_ilo_1
69_sopimuksesta_final.pdf/eaaab8f9-6e29-48a5-94c4-8fe690a0aa81 (accessed 10.5.2017) 

https://www.samediggi.fi/saamelaiset-info/
http://www.hs.fi/mielipide/art-2000002900149.html
http://yle.fi/uutiset/3-7867389
https://www.syrjinta.fi/documents/10181/10850/51662_99_kysymysta_ja_vastausta_ilo_169_sopimuksesta_final.pdf/eaaab8f9-6e29-48a5-94c4-8fe690a0aa81
https://www.syrjinta.fi/documents/10181/10850/51662_99_kysymysta_ja_vastausta_ilo_169_sopimuksesta_final.pdf/eaaab8f9-6e29-48a5-94c4-8fe690a0aa81
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we’ve reached the core of the controversy: the repression and subjugation of 

the Sami people by the Finnish state that has once again been made evident by 

the ignorant cultural majority’s appropriation of the Sami’s culture. Seemingly 

without realising and without regard for her actions Hiltunen stirs up this 

enormous conflict. 

But is the use of the gákti as straightforward an example of cultural 

appropriation as it has been made out to be? As has been already 

demonstrated, at best Hiltunen’s utilisation of the dress is cultural 

appropriation of the second degree since it does not directly fall under any of 

the categories of appropriation defined by Young. It seems more that Hiltunen 

has simply employed cultural elements present in her own horizon of 

understanding when thought of in hermeneutic terms. This becomes even 

more evident when the focus is shifted from a singular detail in the work to 

the whole of the video. First of all, the very essence of Grind is appropriation. 

The video is constructed around a dance style that has a specific cultural 

background and significance, one that is in no way related to the artist herself. 

The other outfits of the dancers are happy medleys of popular culture imagery 

and even the background music seems to be parodying elevator muzak. It 

could thus be argued that if Hiltunen is engaged in any kind of appropriation 

it is subject appropriation, which Young, following the Canada Council’s 

outlining, defines as “the depiction of … cultures other than one’s own, either 

in fiction or non-fiction.” (Young 2008, 7.) However Young ultimately argues 

that, actually, subject appropriation isn’t appropriation after all, since  

Artists represent their own experience in their works. In representing 
their experience, artists represent what is already theirs. When artists 
represent their experience of other cultures, the insiders are left with 
their experiences. They are not appropriated. Other cultures fall within 
the experience of artists so, in representing other cultures, artists do not 
have to appropriate anyone’s experience, even if that were possible. 
(Young 2008, 8.) 

 
With this line of reasoning Young wishes to challenge the currently prevalent 

atmosphere of negativity towards anything that can be perceived as someone 

from a majority culture using tangible or intangible material from another 
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culture, whether minority or not. Young sees this as a deeply problematic 

attitude, since it limits cultural expression and cross-fertilization in an 

unnatural manner.102 The world would be a much poorer place culturally if 

only the representatives of a certain culture were allowed to make art with 

and about their culture.  

Therefore, Hiltunen’s video piece is merely one expression and example 

of the effects of globalisation and the ever-increasing ubiquity of images, and 

thus, of artistic appropriation. As Sherrie Levine puts it: 

The world is filled to suffocating. Man has placed his token on every 
stone. Every word, every image, is leased and mortgaged. We know that 
a picture is but a space in which a variety of images, none of them 
original, blend and clash. A picture is a tissue of quotations drawn from 
the innumerable centres of culture. (Cited in Evans 2009, 81.)       

 
This however does not exempt Hiltunen from responsibility in causing hurt, if 

not literal harm, to the Sami people. Young is also aware of such a possibility 

with subject appropriation:  

Even if nothing is taken by subject appropriation, acts of representing 
cultures other than one’s own can still be suspect from an aesthetic or 
moral perspective. Indeed, subject appropriation is controversial 
precisely because outsiders draw upon their own experiences of other 
cultures. Since outsiders do not have access to the experience of insiders, 
one might argue, outsiders are bound to misrepresent the culture of 
insiders. (Young 2008, 9.)   

 
Provocation and juxtaposing are signature elements of Hiltunen’s oeuvre, for 

instance in an earlier video piece from 2009, Pink Mania, a male dancer is seen 

wearing a niqab103, something that might be considered a very risky move 

today. With Grind it seems that Hiltunen’s judgement has simply failed, and 

what was possibly meant to be a positive controversial mixing of different 

cultures has ended up a direct insult to a peoples who are fighting for 

                                                      
102 “[A] goal of this book was to defend responsible cultural appropriation of content. My 
sincere belief is that this sort of appropriation can be responsible for opening up avenues of 
communication between cultures. In a world where cultures are still in conflict, arguably the 
world needs more content appropriation, not less. Artists who appropriate from other 
cultures, and the audiences of these artists, often come to have a greater appreciation of the 
value of other ways of living. I also believe that more and better subject appropriation would 
also contribute to understanding between cultures.” (Young 2008, 157.) 
103 https://en.wikipedia.org/wiki/Niq%C4%81b (accessed 10.5.2017) 

https://en.wikipedia.org/wiki/Niq%C4%81b
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recognition. In the light of all this it transpires that Grind is not so much an 

example of deliberate cultural appropriation but more one individual’s vision 

and expression of the world and as such, like Hiltunen has stated, has nothing 

to do with the Sami people.104 In many ways this is precisely the root of the 

controversy: if Hiltunen had engaged with the culture whose dress she was 

appropriating a more productive dialogue might have formed in the manner 

suggested by Alcoff discussing the notion of speaking for others. But a cultural 

exchange was never the aim of this particular piece, as Hiltunen emphasises. 

And yet regardless of the intention of the artist the video is nonetheless 

insensitive to the plight of the Sami and to the symbolical value of the gákti. 

 

Conclusion 

 

The aim of this thesis has been to examine the phenomena of artistic and 

cultural appropriation side by side. Most of the academic literature on the 

matter tends to deal with just one of the two, either artistic or cultural 

appropriation, and whilst recognising that a second type does indeed exist, the 

discussion is often limited to a short mention that omits a more thorough 

comparison (see Young 2008 & Ekholm 2012). Thus, with the hope of 

generating a more comprehensive overview, this study offers three 

perspectives to both artistic and cultural appropriation: conceptual, historical 

and practical.  

The terminological analysis undertaken in Chapter 1 examines in close 

detail the definitions of artistic and cultural appropriation alongside with 

definitions of other relevant neighbouring terms so as to perceive the 

conceptual framework that informs practices of appropriation and sets them 

apart from pastiche, paraphrase, intertextuality, quotation and forgery. As the 

                                                      
104 ”’Arvostan tosi paljon saamelaiskulttuuria ja minä korostan, että tässä ei ole kyse siitä. Se 
on ikävää, että he ovat nyt loukkaantuneet’, Hiltunen sanoo.” / 
”’I appreciate Sami culture a lot and emphasise that this is not about that. It is a shame they’ve 
now taken offence to this’, Hiltunen says.” See https://yle.fi/uutiset/3-8871486 (accessed 
1.10.2018) 

 

https://yle.fi/uutiset/3-8871486
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analysis reveals, artistic appropriation is a strategy of reference widely 

employed in the visual arts, at the core of which are the artists’ enquiries into 

the nature, ontology and limits of both authorship and originality. Cultural 

appropriation on the other hand is by definition the usage of material, tangible 

or intangible, specific to a certain culture by persons not recognised as 

members of that specific culture. Most often cultural appropriation involves 

an asymmetrical power relation where material is taken from a minority 

culture by a representative of the majority culture (were the roles reversed, 

the said transmission between cultures would more accurately be described 

as cultural assimilation), whereby cultural appropriation becomes an issue of 

ethics related to the rights of minorities.   

Chapter 2 then surveys the historical developments of cultural 

appropriation and artistic appropriation independently. Such a separation is 

necessitated by the different historical contexts that inform cultural and 

artistic appropriation: cultural appropriation is theorised as well as 

problematised within the framework of postcolonial studies that recognise it 

as a phenomenon related to imperialism, whereas artistic appropriation 

develops within the context of the artworld largely as a reaction to the 

veneration of the artist genius and the sacred unique work of art. This 

mentality of veneration was especially central to the Abstract Expressionist 

movement, the questioning of which then informed the postmodern image 

making of the 1980s Pictures Generation, whose practice can be considered as 

the culmination of artistic appropriation art and that established artistic 

appropriation as a standard tool of contemporary art.  

The thesis closes with two case studies from the field of Finnish 

contemporary art, one exemplifying artistic appropriation as a strategy 

employed by Ismo Kajander, whose practise is a fascinating medley of not only 

artistic appropriation but also pastiche and intertextuality, and the other 

examining cultural appropriation through Jenni Hiltunen’s video piece Grind. 

The case studies enable the application of theory to practice, providing an 

opportunity to critically assess the functionality of the definitions. With regard 

to Kajander’s artistic practise it transpires that it is difficult to draw definitive 
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lines between closely related terms such as “artistic appropriation” and 

“pastiche” and determine whether a work of art is a pure example of one or 

the other. Instead blending and overlapping occurs but a thorough 

understanding of the concepts will help in the interpretation of the artworks.  

Hiltunen on the other hand seems to have had no intention of engaging 

in cultural appropriation, and even though following Young’s line of reasoning 

with regard to voice appropriation it can be argued that categorically speaking 

Hiltunen’s video isn’t an instance of cultural appropriation, the artist lands 

squarely in the middle of a much broader discussion of the rights of Finland’s 

only indigenous minority who have been struggling to gain recognition for a 

long time. Issues central to the plight of Sami people are raised by the 

postcolonial discourse: the majority’s exploitation of the Sami’s cultural 

symbols for gain (a criticism often levelled at Lapland tourism), 

misrepresentation of the Sami culture, and plain dishonouring of Sami items 

laden with cultural meaning such as the gákti. Almost inadvertently Hiltunen 

stirs up this discourse with her artwork. One cannot help but wonder if the 

reception of the work might have been more positive on the part of the Sami 

had Hiltunen consciously engaged in cultural appropriation and pursued a 

genuine dialogue with the peoples to whom the fake gákti in her work refers 

to. Nonetheless the turmoil surrounding Grind has resulted in some of the most 

notable media visibility the struggle of the Sami has received in some time, and 

thus through controversy progress is attained. This progress is made concrete 

by the conscious effort that seems to have stemmed from the aftermath of 

Grind to support minority, especially Sami, artists more actively. For instance, 

in Autumn 2018 Outi Pieski, the other of the Sami artists who wrote an opinion 

piece of Hiltunen’s artwork for Helsingin Sanomat, has a solo show at Espoo 

Museum of Modern Art105, and is part of the Miracle Workers Collective chosen 

to represent Finland at the 2019 Venice Biennale.106 It is this empowering of 

the representatives of minorities through inclusion that is advocated in 

                                                      
105 http://www.emmamuseum.fi/en/outi_pieski (accessed 3.10.2018) 
106 https://frame-finland.fi/en/venice-biennale/venice-biennale-2019/ (accessed 3.10.2018) 

http://www.emmamuseum.fi/en/outi_pieski
https://frame-finland.fi/en/venice-biennale/venice-biennale-2019/
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postcolonial theory as the antidote to the often invisible and institutionalised 

neo-imperialism that still configures much of both arts and academia.  

With hindsight the scope of the study was perhaps somewhat too broad 

in some areas and perhaps a little narrow in others. Artistic appropriation and 

cultural appropriation relate to such differing issues that it proved challenging 

to give both concepts equal attention. A more thorough comparative 

discussion is also lacking: the study establishes that artistic appropriation 

seems to be a matter of ontological exploration and cultural appropriation an 

issue of ethics, but how do the two types of appropriation relate to each other 

and can a work of art be both an example of artistic and cultural appropriation?  

One of the main motivations for this thesis was the documentation and 

assessment of the phenomena of appropriation in Finnish contemporary art 

that was achieved with the case studies. However a broader Finnish context 

remains uncharted. As such the history chapter only affords an Anglo-

American perspective of appropriation, and where the history of artistic 

appropriation in Finland is briefly addressed in the case study of Kajander 

(curiously, parallel phenomena to those of the international scene also took 

place in Finland as noted with regard to the early ARS-exhibitions and their 

reception), no broader history of cultural appropriation in Finland is included. 

This might prove a fruitful topic for further study given that the problematics 

of cultural appropriation have risen to public discussion with increasing 

frequency in Finland; consider the commotion around not just Hiltunen, but 

also Laura Lindstedt, Anssi Pulkkinen and Pekka Jylhä.  

Further guidelines about ethical and responsible cultural appropriation 

should also be developed. I believe the self-reflective interrogatory practices 

prescribed by Alcoff as the basis for speaking not just for, but to and with 

others provide an excellent foundation from which to begin developing 

ethically sustainable approaches to cultural appropriation: 

We should strive to create wherever possible the conditions for dialogue 
and the practise of speaking with and to rather than speaking for others. 
If the dangers of speaking for others result from the possibility of 
misrepresentation, expanding one’s own authority and privilege, and a 
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generally imperialist speaking ritual, then speaking with and to can 
lessen these dangers. (Alcoff 1991, 23.)   
 

By involving artists and curators to engage in a conversation about practices 

of cultural appropriation, a charter of guidelines for not just cultural 

appropriation but for working with minority groups in general could be 

compiled and hopefully also integrated into the working practices of artists 

and institutions. Such sustainable and ethical practices will be even more 

important in the future, since our global world is becoming more and more 

interconnected at an accelerating pace in every area of human activity. The 

only way to flourish in such a reality is to embrace each other and our different 

cultures instead of isolating ourselves in the name of cultural purity. 

Taken together, artistic appropriation and cultural appropriation reveal 

something of a wish to belong and be connected: either to a culture through 

adoption of the culture’s elements or through a fierce defence of the integrity 

of that culture from outside influence and exploitation, or to a history and 

continuum of art through intimate knowledge of other authors, artworks and 

movements that are put into play through savvy referencing and 

intertextuality. Ultimately, we all belong to the same mesh of visual and 

cultural capital and all of us draw from it in our own individual ways, 

interpreting, creating and making sense of “a world filled to suffocation with 

images.”                

 

 

 

 



 90 

Bibliography 
 
Aarnio, Eija 2015. Ismo Kajander: Anartisti. Helsinki: Nykytaiteen museo Kiasma. 
Adcock, Craig 1998. Duchamp, Marcel: Survey of Art in Encyclopedia of Aesthetics, Vol. 2, ed.  

Kelly M. New York: Oxford University Press, pp. 70–74. 
Alcoff, Linda 1991. The Problem of Speaking for Others in Cultural Critique, 20(20), pp. 5–32.    
Allen, Graham 2011. Intertextuality. 2nd ed. London: Routledge. 
Anderson, Gail 2004. Reinventing the Museum: Historical and Contemporary Perspectives on the
  Paradigm Shift. Lanham, MD: AltaMira. 

Baldick, Chris 2008. The Oxford Dictionary of Literary Terms. 3rd ed. Oxford; New York: Oxford  
University Press. 

Bowen, Dora 2006. Imagine There’s No Image (It’s Easy If You Try): Appropriation in the Age  
of Digital Reproduction in A Companion to Contemporary Art since 1945, ed. Amelia 
Jones. Malden: Blackwell, pp. 534–556. 

Butler, Christopher 2002. Postmodernism. A Very Short Introduction. Oxford: Oxford University  
Press.  

Butt, Gavin 2006. “America” its Discontents: Art and Politics 1945–60 in A Companion to 
 Contemporary Art since 1945, ed. Amelia Jones. Malden: Blackwell, pp. 19–37. 

Bürger, Peter 1998. Avant-garde in Encyclopedia of Aesthetics, Vol. 1, ed. Kelly M. New York:  
Oxford University Press, pp. 185–189.    

Carter, Curtis L. 1998. Dadaism in Encyclopedia of Aesthetics, Vol. 1, ed. Kelly M. New York:  
Oxford University Press, pp. 487–490. 

Corrin, Lisa G. 2004. Mining the Museum: An Installation Confronting History in Reinventing the
  Museum: Historical and Contemporary Perspectives on the Paradigm Shift, ed. Gail
 Anderson. Lanham, MD: AltaMira, pp. 248–256. 

Cotton, Charlotte 2004. The Photograph as Contemporary Art. New York: Thames & Hudson. 
Crimp, Douglas (suom. Saarela, T.) 1990. Museon raunioilla. Helsinki: Kustannusosakeyhtiö  
 Taide. 
Crinson, Mark 2006. “Fragments of Collapsing Space”: Postcolonial Theory and Contemporary 

Art in A Companion to Contemporary Art since 1945, ed. Amelia Jones. Malden: 
Blackwell, pp. 450– 469. 

Cummings, Neil & Lewandowska, Marysia 2006. A Shadow of Marx in A Companion to 
 Contemporary Art since 1945, ed. Amelia Jones. Malden: Blackwell, pp. 403–423. 

Danto, Arthur Coleman 1964. The Artworld in Journal of Philosophy, Vol. 61, No. 19.  
Danto, Arthur Coleman 1999. Philosophizing Art: Selected Essays. Berkeley: University of 

 California Press. 
Danto, Arthur Coleman 1998. Pop Art: Aesthetics of Andy Warhol in Encyclopedia of Aesthetics,  
 Vol. 4, ed. Kelly M. New York: Oxford University Press, pp. 41–44.    
Danto, Arthur Coleman 1981. The Transfiguration of the Commonplace: A Philosophy of Art.  
 Cambridge, MA: Harvard University Press. 
Debord, Guy 1983. Society of the Spectacle. Detroit: Black & Red. 
Deitcher, David 1991. Sherrie Levine: Rules of the Game in Sherrie Levine, ed. Bernhard 
 Bürgi. Zürich: Kunsthalle, pp. 7–13. 
Dezeuze, Anna 2006. The 1960s: A Decade Out-of-Bounds in A Companion to Contemporary Art  
 since 1945, ed. Amelia Jones. Malden: Blackwell, pp. 38–59. 
Drucker, Johanna 1998. Modernism: An Overview in Encyclopedia of Aesthetics, Vol. 3, ed. Kelly  
 M. New York: Oxford University Press, pp. 248–252.    
Ekholm, Rikard 2012. Identical, But Still Different: On Artistic Appropriation in Visual Art.  



 91 

 Uppsala: Uppsala universitet. 
Eklund, Douglas 2009. The Pictures Generation, 1974–1984. New York: The Metropolitan  
 Museum of Art. 
Evans, David, ed. 2009. Appropriation. London: Whitechapel Gallery and The MIT Press.  
Foster, Hal ed. 1985. Postmodern Culture. London: Pluto Press. 
Greenberg, Clement 1961. Art and Culture: Critical Essays. Boston: Beacon Press. 
Hart, Jonathan 1997. Translating and Resisting Empire: Cultural Appropriation and  

Postcolonial Studies in Borrowed Power: Essays on Cultural Appropriation, ed. 
Pratima V. Rao et al. New Brunswick (NJ): Rutgers University Press, pp. 137–168. 

Hautamäki, Irmeli 2003. Avantgarden alkuperä. Helsinki: Gaudeamus. 
Herwitz, Daniel 1998. Danto, Arthur Coleman: Survey of Thought in Encyclopedia of Aesthetics,  
 Vol. 1, ed. Kelly M. New York: Oxford University Press, pp. 498–500. 
Honnef, Klaus 2000. Andy Warhol. Commerce into Art. Köln: Taschen. 
Hopkins, David 2006. Re-thinking the “Duchamp Effect” in A Companion to Contemporary Art 

 since 1945, ed. Amelia Jones. Malden: Blackwell, pp. 145–163. 
Hopkins, Robert 2009. Forgery in A Companion to Aesthetics, ed. David E. Cooper et al. Malden: 

 Wiley-Blackwell, pp. 287–290. 
Irvin, Sherri 2005. Appropriation and Authorship in Contemporary Art in British Journal of 

 Aesthetics, Vol. 45, No. 2, April, pp. 123–137. 
Jameson, Fredric 1985. Postmodernism and Consumer Society in Postmodern Culture, ed. Hal  
 Foster. London: Pluto Press, pp. 111–125. 
Jones, Amelia 2006. A Companion to Contemporary Art since 1945. Malden: Blackwell. 
Jones, Caroline A. 1998. Abstract Expressionism in Encyclopedia of Aesthetics, Vol. 1, ed. Kelly 

 M. New York: Oxford University Press, pp. 4–9. 
Kastemaa, Heikki 2009. Nykyaikojen kampanjat: Ars-näyttelyt ja niiden vastaanotto 1961–2006. 

 Helsinki: Valtion taidemuseo, kuvataiteen keskusarkisto. 
Krauss, Rosalind 1985. The Originality of the Avant-garde and Other Modernist Myths. 

 Cambridge Mass.: The MIT Press. 
Kristeva, Julia & Leon S. Roudiez 1980. Desire in Language: A Semiotic Approach to Literature 

 and Art. New York, N. Y.: Columbia University Press. 
Lee, Patricia (Writer on contemporary art) 2016. Sturtevant: Warhol Marilyn. London: Afterall 

 Books. 
Levine, Sherrie 1991. Sherrie Levine, ed. Bernhard Bürgi. Zürich: Kunsthalle. 
Malmberg, Aleksi & Vähäsöyrinki, Annukka et al. 2017. Home Reassembled – On Art, 

 Destruction and Belonging. Heijningen: Jap Sam Books. 
McEvilley, Thomas 1998. Contemporary Art: Postmodern Transformation of Art in 

Encyclopedia of Aesthetics, Vol. 1, ed. Kelly M. New York: Oxford University Press, 
pp. 432–439.   

Mink, Janis 2000. Duchamp. Art as Anti-Art. Köln: Taschen. 
Orr, Mary 2003. Intertextuality: Debates and Contexts. Cambridge: Polity. 
Owens, Craig 1992. Beyond Recognition. Representation, Power and Culture. Berkeley and Los 

 Angeles: University of California Press. 
Pennanen, Ulla 2007. Readymade: Kari Cavén, Juhani Harri, Ismo Kajander. Joensuu: Joensuun 

 taidemuseo. 
Phares, Gloria 1998. Appropriation: Appropriation Art and Copyright Law in Encyclopedia of 

 Aesthetics, Vol. 1, ed. Kelly M. New York: Oxford University Press, pp. 70–76.   
Rao, Pratima V. & Ziff, Bruce 1997. Borrowed Power: Essays on Cultural Appropriation. New 

 Brunswick (NJ): Rutgers University Press. 
Rastenberger, Anna-Kaisa, Aalto yliopisto & Taiteiden ja suunnittelun korkeakoulu 2015.  



 92 

Vintage. Helsinki: Aalto yliopisto, taiteiden ja suunnittelun korkeakoulu: Aalto 
ARTS Books. 

Rollins, Mark 1993. Danto and His Critics. Cambridge, MA: Blackwell. 
Said, Edward W. 1993. Culture and Imperialism. 7th pr. New York: Knopf.  
Said, Edward W. 1979. Orientalism. New York: Vintage Books. 
Sartwell, Crispin 1998. Appropriation: Historical Overview in Encyclopedia of Aesthetics, Vol. 1,  
 ed. Kelly M. New York: Oxford University Press, pp. 68–70.  
Sartwell, Crispin 1988. Aesthetic Dualism and the Transfiguration of the Commonplace in The 

 Journal of Aesthetics and Art Criticism, 46(4), p. 461–467. 
Shiff, Richard 1998. Originality: Originality in the Visual Arts in Encyclopedia of Aesthetics, Vol. 

 3, ed. Kelly M. New York: Oxford University Press, pp. 408–413.    
Siegel, Jeanne 1991. The Anxiety of Influence – Head On. A Conversation between Sherrie 
  Levine and Jeanne Siegel in Sherrie Levine, ed. Bernhard Bürgi. Zürich: Kunsthalle,
  pp. 14–21. 
Siegel, Katy 1998. Pop art: An Overview in Encyclopedia of Aesthetics, Vol. 4, ed. Kelly M. New  
 York: Oxford University Press, pp. 35–41.    
Singerman, Howard 2006. Pictures and Positions in the 1980s in A Companion to Contemporary 

 Art since 1945, ed. Amelia Jones. Malden: Blackwell, pp. 83–106. 
Smith, Graham 2016. Rereading Rauschenberg’s Monogram in Konsthistorisk tidskrift/Journal 

 of Art History, 85(4), pp. 271–298. 
Stokstad, Marilyn, Cothren, Michael W. 2014. Art History. Upper Saddle River, N.J.: Prentice 

 Hall/Pearson. 
Te Velde, Rosa 2017. Refugee Art: Reassembling Ethics and Impact in Home Reassembled – On 

Art, Destruction and Belonging, ed. Aleksi Malmberg et al. Heijningen: Jap Sam 
Books, pp. 33–43. 

Young, James 2008. Cultural Appropriation and the Arts. London: Wiley-Blackwell. 
Zeglin Brand, Peggy 1998. Pastiche in Encyclopedia of Aesthetics, Vol. 3, ed. Kelly M. New York: 

 Oxford University Press, pp. 444–445.    
 
  



 93 

Online sources 
 
Biaudet, Eva, Vähemmistövaltuutettu, ”99 kysymystä ja vastausta ILO 169 –sopimuksesta”, 
2014:https://www.syrjinta.fi/documents/10181/10850/51662_99_kysymysta_ja_vastausta_i
lo_169_sopimuksesta_final.pdf/eaaab8f9-6e29-48a5-94c4-8fe690a0aa81  
(accessed 10.5.2017) 
 
Bull, Sarah & Smart, Heidi, “Not intended for 'seductive effects': Selena Gomez criticised by 
Hindu groups for wearing bindi whilst performing sexy single Come And Get It at MTV Awards”, 
17.4.2013:http://www.dailymail.co.uk/tvshowbiz/article-2310247/Selena-Gomez-criticised-
Hindu-groups-wearing-bindi-whilst-performing-sexy-single-Come-And-Get-It-MTV-
Awards.html (accessed 19.12.2016) 
 
Canas, Tania, “10 things you need to consider if you are an artist – not of the refugee and 
asylum seeker community – looking to work with our community.”, 5.10.2015: 
http://riserefugee.org/10-things-you-need-to-consider-if-you-are-an-artist-not-of-the-
refugee-and-asylum-seeker-community-looking-to-work-with-our-community/  
(accessed 8.6.2018) 
 
Collins Dictionary: paronymy: 
https://www.collinsdictionary.com/dictionary/english/paronymy (accessed 15.5.2017) 
 
Cunningham, John M., ”Ai Weiwei. Chinese Activist and Artist.”, 7.8.2018: 
https://www.britannica.com/biography/Ai-Weiwei (accessed 26.9.2018) 
 
Dickson, Johanna, “Anssi Pulkkisen Street View Göteborgissa”, 16.8.2017: 
https://sverigesradio.se/sida/artikel.aspx?programid=5055&artikel=6757691  
(accessed 8.6.2018) 
 
Dirix, Chantal E. H., Nijhuis, Jan G., Jongsma, Henk W. & Hornstra, Gerard, ”Aspects of Fetal 
Learning and Memory”, 15.7.2009: http://onlinelibrary.wiley.com/doi/10.1111/j.1467-
8624.2009.01329.x/full (accessed 19.12.2016) 
 
Ebert, Roger, “Aladdin”, 25.11.1992: http://www.rogerebert.com/reviews/aladdin-1992 
(accessed 19.12.2016) 
 
EMMA – Espoo Museum of Modern Art: Outi Pieski:  
http://www.emmamuseum.fi/en/outi_pieski (accessed 3.10.2018)  
 
Finnish Cultural Institute for the Benelux, “Street View (Reassembled) – Anssi Pulkkinen”: 
http://www.finncult.be/street-view-reassembled-anssi-pulkkinen/?lang=fi  
(accessed 8.6.2018) 
 
FRAME Contemporary Art Finland: Venice Biennale 2019 
https://frame-finland.fi/en/venice-biennale/venice-biennale-2019/ (accessed 3.10.2018) 
 
Frilander, Aino, ”Kiasman twerkkaajat valesaamenpuvuissa kuumentavat tunteita – ’teoksessa 
ei ole kyse saamelaisuudesta’”, 10.5.2016: http://www.hs.fi/kulttuuri/art-
2000002900460.html (accessed 10.5.2017) 

https://www.syrjinta.fi/documents/10181/10850/51662_99_kysymysta_ja_vastausta_ilo_169_sopimuksesta_final.pdf/eaaab8f9-6e29-48a5-94c4-8fe690a0aa81
https://www.syrjinta.fi/documents/10181/10850/51662_99_kysymysta_ja_vastausta_ilo_169_sopimuksesta_final.pdf/eaaab8f9-6e29-48a5-94c4-8fe690a0aa81
http://www.dailymail.co.uk/tvshowbiz/article-2310247/Selena-Gomez-criticised-Hindu-groups-wearing-bindi-whilst-performing-sexy-single-Come-And-Get-It-MTV-Awards.html
http://www.dailymail.co.uk/tvshowbiz/article-2310247/Selena-Gomez-criticised-Hindu-groups-wearing-bindi-whilst-performing-sexy-single-Come-And-Get-It-MTV-Awards.html
http://www.dailymail.co.uk/tvshowbiz/article-2310247/Selena-Gomez-criticised-Hindu-groups-wearing-bindi-whilst-performing-sexy-single-Come-And-Get-It-MTV-Awards.html
http://riserefugee.org/10-things-you-need-to-consider-if-you-are-an-artist-not-of-the-refugee-and-asylum-seeker-community-looking-to-work-with-our-community/
http://riserefugee.org/10-things-you-need-to-consider-if-you-are-an-artist-not-of-the-refugee-and-asylum-seeker-community-looking-to-work-with-our-community/
https://www.collinsdictionary.com/dictionary/english/paronymy
https://www.britannica.com/biography/Ai-Weiwei
https://sverigesradio.se/sida/artikel.aspx?programid=5055&artikel=6757691
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-8624.2009.01329.x/full
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-8624.2009.01329.x/full
http://www.rogerebert.com/reviews/aladdin-1992
http://www.emmamuseum.fi/en/outi_pieski
http://www.finncult.be/street-view-reassembled-anssi-pulkkinen/?lang=fi
https://frame-finland.fi/en/venice-biennale/venice-biennale-2019/
http://www.hs.fi/kulttuuri/art-2000002900460.html
http://www.hs.fi/kulttuuri/art-2000002900460.html


 94 

 
Guggenheim: Alfredo Jaar:  
https://www.guggenheim.org/artwork/artist/alfredo-jaar (accessed 26.9.2018) 
 
Haapala, Leevi & Miller, Arja, ”Jenni Hiltusen Grind-teoksesta”, 9.5.2016:  
http://blog.kiasma.fi/blog/jenni-hiltusen-grind-teoksesta (accessed 10.5.2017) 
 
Habitare 2017: Mobile Home(less): 
https://habitare.messukeskus.com/messuilla/ohjelma__trashed/mobile-homeless/  
(accessed 8.6.2018) 
 
Helsingin yliopisto: Taide, tekijyyden muutos ja tekijänoikeus: 
https://blogs.helsinki.fi/taidejatekijanoikeus/projektin-esittely-project-abstract/  
(accessed 3.10.2018) 
 
Hubara, Koko, “Othe(i)ron”, 8.2.2016:  
http://www.lily.fi/blogit/ruskeat-tytot/otheiron (accessed 19.12.2016) 
 
Kaitavuori, Kaija, “Onko Anssi Pulkkisen Street View (Reassembled) eksploitaatiota, kritiikkiä 
molempia vai ei kumpaakaan?”, 24.9.2017: 
http://mustekala.info/blogit/onko-anssi-pulkkisen-street-view-reassembled-eksploitaatiota-
kritiikkia-molempia-vai-ei-kumpaakaan/ (accessed 8.6.2018) 
 
Kuumola, Leena, “Konst om kriset på avstånd”, 26.7.2017: 
http://www.leenakuumola.fi/arkiv-pa-svenska/konst-om-kriser-pa-avstand/  
(accessed 8.6.2018) 
 
Lakkala, Aletta & Näkkäläjärvi, Pirita, ”Suomi ei ratifioi alkuperäiskansojen ILO 169 -
sopimusta tällä vaalikaudella”, 13.3.2015: http://yle.fi/uutiset/3-7867389 (accessed 
10.5.2017) 
 
Mehr, Marissa, ”Viisi minuuttia värillisenä”, 13.6.2018: 
http://mustekala.info/teemanumerot/burleski-2-2018-vol-71/viisi-minuuttia-varillisena/ 
(accessed 13.9.2018)  
 
Moderna Museet: Marcel Duchamp, Fountain (1917/1963): 
http://sis.modernamuseet.se/en/view/objects/asitem/search$0040/14/primaryMaker-
asc?t:state:flow=94d82c24-23ca-414c-bceb-cf8e903f8503 (accessed 28.7.2018)   
 
MoMA: Marcel Duchamp: 
https://www.moma.org/collection/works/105050?artist_id=1634&locale=en&page=1&sov_
referrer=artist (accessed 15.7.2018) 
 
MoMA: Robert Rauschenberg: 
https://www.moma.org/artists/4823 (accessed 15.7.2018) 
 
MoMA Learning: Robert Rauschenberg, Bed (1955): 
https://www.moma.org/learn/moma_learning/robert-rauschenberg-bed-1955#  
(accessed 30.7.2018) 

https://www.guggenheim.org/artwork/artist/alfredo-jaar
http://blog.kiasma.fi/blog/jenni-hiltusen-grind-teoksesta
https://habitare.messukeskus.com/messuilla/ohjelma__trashed/mobile-homeless/
https://blogs.helsinki.fi/taidejatekijanoikeus/projektin-esittely-project-abstract/
http://www.lily.fi/blogit/ruskeat-tytot/otheiron
http://www.leenakuumola.fi/arkiv-pa-svenska/konst-om-kriser-pa-avstand/
http://yle.fi/uutiset/3-7867389
http://mustekala.info/teemanumerot/burleski-2-2018-vol-71/viisi-minuuttia-varillisena/
https://www.moma.org/collection/works/105050?artist_id=1634&locale=en&page=1&sov_referrer=artist
https://www.moma.org/collection/works/105050?artist_id=1634&locale=en&page=1&sov_referrer=artist
https://www.moma.org/artists/4823
https://www.moma.org/learn/moma_learning/robert-rauschenberg-bed-1955


 95 

 
Online Etymology Dictonary: paraphrase: 
http://www.etymonline.com/index.php?term=paraphrase (accessed 15.5.2017) 
 
Paijmans, Door Theo, “The Iconic Fountain (1917) Is Not Created by Marcel Duchamp”, June, 
2018,https://seeallthis.com/blog/the-iconic-fountain-1917-is-not-created-by-marcel-
duchamp/ (accessed 28.7.2018) 
 
Paltto, Anni-Saara & Näkkäläjärvi, Pirita, “Grind-videotaiteilija: Korostan että tässä ei ole kyse 
saamelaiskulttuurista”, 10.5.2016: https://yle.fi/uutiset/3-8871486 (accessed 1.10.2018) 
 
Pieski, Outi & Helander, Marja, “Saamenpuvun väärinkäyttö koetaan loukkaavana – Kiasmaa 
tämä ei näytä liikuttavan”, 9.5.2016: http://www.hs.fi/mielipide/art-2000002900149.html 
(accessed 10.5.2017) 
 
Raivio, Petri, “Taiteilija tuotti syyrialaisen raunion Eurooppaan Suomi 100-projektissa: 
‘Meilläkin oli oma pakolaiskriisimme’”, 8.6.2017: https://yle.fi/uutiset/3-9640393 (accessed 
8.6.2018) 
 
Riding, Alan, ”Alas, Poor Art Market: A Multimillion-Dollar Head Case”, 13.6.2007: 
https://www.nytimes.com/2007/06/13/arts/design/13skul.html (accessed 7.8.2018) 
 
Roth, Raili, “Pommitetun syyrialaiskodin rauniot saapuvat Tampereen Keskustorille – Teos 
kiertää lavetilla eri maita”, 26.2.2018: https://www.aamulehti.fi/kulttuuri/pommitetun-
syyrialaiskodin-rauniot-saapuvat-tampereen-keskustorille-teos-kiertaa-lavetilla-eri-maita-
200772919/  (accessed 8.6.2018) 
 
Saamelaiset-info: https://www.samediggi.fi/saamelaiset-info/ (accessed 13.9.2018) 
 
Salonen, Anna, “Pommitetut rauniot esillä Habitaressa”, 15.9.2017: 
http://taiteilijalehti.fi/pommitetut-rauniot-esilla-habitaressa/ (accessed 8.6.2018) 
 

Shriver, Lionel, ”Lionel Shriver's full speech: 'I hope the concept of cultural appropriation is a 
passing fad'”, 13.9.2016:https://www.theguardian.com/commentisfree/2016/sep/13/lionel-
shrivers-full-speech-i-hope-the-concept-of-cultural-appropriation-is-a-passing-fad (accessed 
19.12.2016) 
 
Suohpanterror: https://suohpanterror.com/ (accessed 26.9.2018) 
 
Suominen, Saskia, “Pulkkisen teos on kommentti kodittomuuteen”, 15.9.2017: 
https://frame-finland.fi/2017/09/15/anssi-pulkkisen-teos-kommentti-kodittomuuteen/ 
(accessed 8.6.2018) 
 
Tieteen termipankki 19.12.2018: Kirjallisuudentutkimus: intertekstuaalisuus: 
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:intertekstuaalisuus  
(accessed 19.12.2016) 
 
Tieteen termipankki 13.05.2017: Kirjallisuudentutkimus: sitaatti: 
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:sitaatti (accessed 13.5.2017) 

http://www.etymonline.com/index.php?term=paraphrase
https://seeallthis.com/blog/the-iconic-fountain-1917-is-not-created-by-marcel-duchamp/
https://seeallthis.com/blog/the-iconic-fountain-1917-is-not-created-by-marcel-duchamp/
https://yle.fi/uutiset/3-8871486
http://www.hs.fi/mielipide/art-2000002900149.html
https://yle.fi/uutiset/3-9640393
https://www.nytimes.com/2007/06/13/arts/design/13skul.html
https://www.aamulehti.fi/kulttuuri/pommitetun-syyrialaiskodin-rauniot-saapuvat-tampereen-keskustorille-teos-kiertaa-lavetilla-eri-maita-200772919/
https://www.aamulehti.fi/kulttuuri/pommitetun-syyrialaiskodin-rauniot-saapuvat-tampereen-keskustorille-teos-kiertaa-lavetilla-eri-maita-200772919/
https://www.aamulehti.fi/kulttuuri/pommitetun-syyrialaiskodin-rauniot-saapuvat-tampereen-keskustorille-teos-kiertaa-lavetilla-eri-maita-200772919/
https://www.samediggi.fi/saamelaiset-info/
http://taiteilijalehti.fi/pommitetut-rauniot-esilla-habitaressa/
https://www.theguardian.com/commentisfree/2016/sep/13/lionel-shrivers-full-speech-i-hope-the-concept-of-cultural-appropriation-is-a-passing-fad
https://www.theguardian.com/commentisfree/2016/sep/13/lionel-shrivers-full-speech-i-hope-the-concept-of-cultural-appropriation-is-a-passing-fad
https://suohpanterror.com/
https://frame-finland.fi/2017/09/15/anssi-pulkkisen-teos-kommentti-kodittomuuteen/
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:intertekstuaalisuus
http://www.tieteentermipankki.fi/wiki/Kirjallisuudentutkimus:sitaatti


 96 

 
Toijonen, Siskotuulikki: ”Suohpanterror ampuu tahallaan yli”, 15.5.2016: 
https://www.kansanuutiset.fi/artikkeli/3544759-suohpanterror-ampuu-tahallaan-yli 
(accessed 26.9.2018) 
 
Watson, Peter, ”How forgeries corrupt our top museums”, 25.12.2000: 
https://www.newstatesman.com/node/193827 (accessed 17.9.2018) 
 
Wikipedia: Niqāb: https://en.wikipedia.org/wiki/Niq%C4%81b (accessed 10.5.2017) 
 

 

 

 

 

https://www.kansanuutiset.fi/artikkeli/3544759-suohpanterror-ampuu-tahallaan-yli
https://www.newstatesman.com/node/193827
https://en.wikipedia.org/wiki/Niq%C4%81b

	Kansilehti, gradu 291018
	Tiivistelmä 291018
	Appropriation in the Visual Arts, Paula Korte 291018
	Bibliography 291018

