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In this paper I explore the act of appropriation; the act of copying, the act of imitating, and all the other avenues of practice that becomes the umbrella of appropriation, as something of a genuine form for creative expression.  I tackle the research of the history of appropriation with the context of the arts, fine art, and  art history- Investigating where and how this form is used to express commentative and documentative intent. And I scrutinise, unpocket, and discern the negative connotations surrounding this very controversial mode of creating such contestable work.
I also explore appropriation not only under the light of visual appropriation but also the sonic version. I think it is important to reveal a very important milestone for the sonic artistic form we call music as the principles of appropriation are in duality across both sonic and visual versions of expression.
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Marcel Duchamp’s urinal on a pedestal(Duchamp, 1917, Fountain), Salvador Dali’s lobster on a telephone(Dali, 1936, Lobster Telephone), and Kayne West’s sampling of Can’s ‘Sing Swan Song’(1972) on his track ‘Drunk and Hot Girls’(2007), are all examples of appropriation. Art and all its creative facets is full of appropriation, copying, and imitating of all kinds and degrees. Art has the tendency to borrow, steal, and poach already existing media, physical or otherwise. Some of them iconic, others not. Do these works of visual, sonic, or conceptual art disclose the inadequacy and decline of creativity and originality? Or do they show us new ways to think about both the mundane and the popular that would ordinarily get ignored? This paper aims to explore appropriation as a mode of expression, and the context through the history of appropriation and its place in art today.
There are many definitions that exist for appropriation. Usually when people hear the word appropriation they think one of two things: either cultural appropriation, or the act of taking something for one’s own use, typically without permission in both instances. These definitions give the words ‘appropriation’ and ‘appropriate’ a very negative connotation. This paper will use the words ‘appropriation’ and ‘appropriate’ under the context of art and art history. Appropriation in art and art history refers to the practice of “[using] pre-existing objects or images with little or no transformation applied to them” (Chilvers, 2009, pp. 27-28). This means that artists borrow, copy, and alter images, objects, and other media that already exist. Compositions are usually created via the practice of remixing, sampling, and the rewriting of these already existing media.
Artists have been appropriating and copying since age-old. We know this because the earliest fundamental Western traditions of aesthetic thought define for us art as mimesis, or an imitation of the world around us(Halliwell, 2002). But artists are not only limited to imitating the world, they also imitate each other. This act of copying other artists can be used in order to train their skill and craft, to fully flesh out influence, or just to demonstrate their creative innovation through stylistic imitation. Artists often feed their work with influence of other artworks, sometimes intentional, sometimes not. They can integrate their heritage and culture to perhaps offer memoir of their personal history and belonging. And they have also been present in reworking previously historical, iconic, and stock artistic articles as a subject to make a comment on their own time.  By continued inspection it is unmistakable that the history of art in general is full of visible world citation, influence, and countless imitations.
Artists that explore already existing imagery and media can find different inspiration into new ways of depicting and commenting on the condition of the present day, with a narrative by comparison of our history. As previously mentioned, throughout history artists continued to look at historical artworks as departure points for their own art. Raphael’s Portrait of Pope Julius II(1511) influenced Diego Velasquez’s Portrait of Pope Innocent X(1650), which in turn inspired Francis Bacon to create 45 different versions of his own.
[image: ]
Raphael(1511), Velasquez(1650), Bacon(1953)
These paintings transcend the very act of imitating and appropriating by commenting on the psychological burden that the head of the church is enthroned with.
Edouard Manet also looked at historical artworks as starting points to inform his own work.
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Titian(1538), Manet(1863)
Manet was an artist unafraid of influence and uses strong composition and figurative reference within his work.
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Manet(1863)
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Raimondi(circa 1510-20), Titian(circa 1508)
Manet’s Le Dejeuner Sur L’Herbe owes its composition and subject matter from the works of Raimondi and Titian. Manet borrowed the composition from Raimondi’s engraving of Raphael’s judgement of paris and uses the subject matter of Titian’s Le Concert Chempêtre. Manet was a master of the subtle mimicking, more evidently so in his 1862 piece “The Old Musician”.
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Manet(1862)
Though it looks like an adequately ordinary painting from its genre, The Old Musician is actually a very complex composition of composite references and a seemingly innumerable number of citations, a “painted phrase” as the art historian Carol Armstrong(2002) labelled it. Sourcing figurative influence from previous work by Watteau, Murillo, and even himself.
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Watteau(c. 1718-19), Murillo(1650), Manet(c. 1859)
Manet composed this piece as a representation of his sources, sources that can be sampled endlessly. Visual sampling, remixing, and imitating, are all of the same kind of thing, of appropriation, a unique kind of commentative and documentative expression. 
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Picasso(1912)
Picasso was one of the pioneers in the practice of using items from mass media in his work when the already existing media such as newspapers and documents in his cubist collages.
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Duchamp(1917)
Marcel Duchamp’s infamous 1915 work “Fountain” appropriated a urinal signed “R.MUTT, 1917”. Which further extends to his series of “Readymades” that paved the path for ‘found art’. 
Found art is art made by appropriating already existing, everyday objects. This controversial genre of art sought to challenge the very nature of art and its constitution. Beholders are left to observe an object, a media that is illuminated by artistic intent, highlighting how this gesture of selection could confer value on the most mundane object. In the case of found art, the very act of appropriation is the art itself.
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As the act of appropriation became able to become art itself, artists were then able to look at the reaction towards this form of creative outlet as an insight into how we observe; how we look at the pre-existing world around us, and also indirectly regard how we perceive ourselves and others.
This acknowledgement of a new awareness of ourselves, mass culture, and the world had inspired artists during 1970-1980 to make art that was prominently representational of itself and the source that it references from. This type of art is labelled by many art historians as “Appropriation Art”. Artists such as Barbara Kruger and Silvia Kolbowski were prominent during this genre.
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Kruger(1981), Kolbowski(1983)
In 1977 Douglas Crimp, an art critic and curator, curated a show titled “Pictures” that brought artists together that shared a common understanding and appreciation for the ‘Picture’ itself. Artists such as James Welling, Jack Goldsteing, Dara Birnbaum, and many others later became known as the Pictures Generation. Artists that took from this generation scavenged pre-existing media and critically analysed the culture of media. Taking the form of appropriation to new heights. 
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Goldstein(1975)
Jack Goldstein’s moving image sampled and looped the very famous and familiar Metro Goldwym Mayer(MGM) logo trapped the observer by teasing via anticipated pleasure of quality cinema and the frustration of the declined experience. 
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Birnbaum(c. 1978-79)
Birnbaum’s “Technology/Transformation: Wonder Woman” crops and repeats segmented samples from the Wonder Woman film of 1975. Birnbraum’s piece
captures the dual meaning of appropriation by visually sampling already existing media with the injected subject matter of the appropriation of gendered imagery as seen in mass media and television. Drawing out the relationship between the vast growing culture of mass media and sexual objectification.

Artists Robert Longo and Paul McMahon prefer to isolate, alter, and transform images to create the underlayer of narrative and demonstrate to us how they achieve their subtext meanings or lack thereof. Not via our own personal experience of what the image is depicting, but instead by the portrayal of the condition of what we can recall about what the image is-as its exposed to us through popular mass media and our association with images like them. 
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Longo(1980)
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McMahon(1975), McMahon(1975)
In her series of film stills, Cindy Sherman photographed herself in the poses of generic feminine personas that evoked seemingly ordinary narrative. Each ‘version’ of Sherman’s personas seem purposeful and undoubtedly resolved from the start by our pop culture cultivated expectations for her. As Crimp wrote, 

“We are not in search of sources or origins, but of structures of signification: underneath each picture there is always another picture.”
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Sherman(1977-80)
These artists were definitely not the first, or the last, to use images derived from popular culture and mass media. The aptly named “Pop Art” movement built upon the work of artists including Jasper Johns and Robert Rauschenberg, who appropriated mass produced objects by casting them in bronze or affixing newspaper print and rubbish into their work. Art historian Leo Steinberg described this work as “belonging to the flatbed picture plane”(Steinberg, 1972), borrowing language from the flatbed printing press that had saturated the post-war world with popular culture mass media images and newsprints. Art became no longer limited to being a window into the imaginary but instead they can exist as objects in the real world that activate the contemplation of our personal conditions as observers.
Not incidentally Andy Warhol in advertising. Warhol explained that he chose the subjects of this painting from commercial products to celebrities. Precisely because everybody already liked them. 
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Warhol(1962), Warhol(1962)
The artist’s job, as Warhol claimed, was not to offer up new images of beauty, but to reproduce what society already approved of. This authorised him to appropriate images of mass produced objects, and to churn them out in the studio called the factory. Blurring the distinction between artist and factory worker, and between commodity and the art itself. 
Artist Richard Prince has used appropriation as a form of expression in more recent years and describes his interest in copying as:
“Advertising images aren’t associated with an author. They look like the have no history to them, like the showed up all at once.” 
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Prince(1989)
Prince appropriated and rephotographed already existing advertisement media and photographs. Regarded as “one of the most revered artists of his generation” as written in the New York Times(Kennedy, 2017). He uses the very act of appropriating as his focus and mentioned that the media “look like what art always wants to look like”(Prince, c 1980-90).
These are very few examples of artists that paid contribution to the controversial uproar that appropriation in art created and what it meant to artists using this form and raising unanswered questions about the nature of art, and they certainly did not fade away to unimportance. Quite the opposite, a soup can labelled with the CampBells’ logo is almost synonymous with the name Warhol. Or similarly a single large scale comic book style frame with Roy Lichtenstein.
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Warhol(1962), Lichtenstein(1963)
Pop art held up a mirror to the pervasive growing giant that was mass media, but it was arguably often a weak form of critique. After all, when both the ubiquitous media and the production of commentative pop art “showed up all at once,'' that in itself became the mass produced commodity. Perhaps that is why the art market did not hesitate to embrace the genre of Pop Art as just another luxury product.
Appropriation Art on the other hand had a very different relationship to popular mass media. Appropriation Art sought to understand how images around us inform our psyche and provide a basis for collective life.
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Kruger(1987)
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Rosler(c. 1967-72)
Ma rtha Rosler’s “House Beautiful-Bringing the War Home” used a technique similar to surrealist collage, appropriating photographs and images from the Vietnam war into ordinary scenes of American domestic life. Both sets of images were taken from copies of a magazine called LIFE. Rosler just reassembled, remixed, and replaced what was already bound together in the magazine. 
The Readymades, Appropriation Art, and Pop art all share common ground in that using appropriation, imitation, and copying as a form of expression drew attention to the institutions that depend on ideas of the extraordinary artists and remarkable original content creators, even at the face of total unoriginality.
Other artists that are worth mentioning in the context include Sturtevant and Sherrie Levine that take the very practice of appropriation to the next level.
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Sturtevant(1964), Levine(1991)
Starting in the 60s with Andy Warhol’s Flowers, Sturtevant sought to perfect the practice of reproducing some of her most recent iconic pieces of art. Sturtevant started making perfect copies of artist’s work, and in the case of Warhol actually borrowing his silk screens to complete the work. As well as the work by Sherry Levine that compel observers to contemplate on the value that is added by the input of the artist. 
The umbrella of appropriation had undoubtedly raised important questions about the very notions of originality, authorship, authenticity, and even ownership of not just art, but everything that surrounds us in the visible world. Consequently unearthing curiosity about the value that is added by, say, a signature, or the value that is added or even taken away when something is claimed(Ekholm, 2012).
The act of exploring appropriation is also one of investigation of authority and permission. Theorist Roland Barthes in his essay “The Death of The Author”, argued that writing contains many layers of association. He claims that the author had no particular authority or power, over the meanings and interpretations of a book. Because anything she wrote “existed in a web of connotations and cultural significance”(Fiduccia, 2017). To observe artwork or to read a body of text therefore contained no obligation for the beholder to interpret, to identify, or to translate its definitive meaning, but to demonstrate the significance of how it behaved in the cluttered minds of our population.
Michel Foucault followed with his essay, “What is an Author?”, which argued that an author is actually “just an organizing principle that allows us to group together a certain number of [objects]”(Fiduccia, 2017). The paper offered great importance to acknowledging the non-author, who did not make the work, one who is impedes, rather than helping along, the artistic output of the one who did. Echoing similar principles of previous great minds, as Picasso once said, “Good artists borrow, great artists steal.” This is mostly interpreted to mean that great artists source their influence and transform that which inspires them into their own original and authentic ideas. A meaning that we know has been flipped on its head, and on its side, time and time again through the means of Appropriation Art.  It challenges us as observers, and the institution as catalysts, to recognise this genre of art as an authentic and genuine form of expression because society had already given them the power to be authentic, genuine, and original. The ever prevalent acts of the copy, imitation, and the appropriation in the history of art shows that the idea of the “original originating genius”(Fiduccia, 2017) is a construct, a myth. A myth that is linked to the power that the already existing images, objects, and media themselves hold.  This cloaked power determines the kind of representation, interpretation, and contemplation that are made available to our societies.
Appropriation in art, while often controversial and sometimes confounding, helps us as a society to clear our vision and see that the context of media, of every kind, is absolutely integral to their meaning. It reminds us that media don’t just have histories, they exist in history. A copy, an imitation, is never the same as the original since context will never be the same. Context shifts as time moves on, as we move on. We exist in history, the perspective towards the work exists in history too. History is time, time and our personal experience will always move on and this in turn shifts the interpretations of work.
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As mentioned previously in this paper appropriation is an umbrella term of practices that not only covers the visual field of appropriating but also branches into the arts of the sonic. This type of appropriation takes its form in the practices of fragmenting, sampling, and remixing, already existing works of sonic art, of music. Sampling has been at the forefront of music for 30 years and it has transformed both the production creation and consumption of music.
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Duck Sauce (2010),  Boney M.(1979), Nighttrain(1972)
There is often a long chain of citations and references in music. If you take “Barbra Streisand” from Duck Sauce as a simple example it sampled Boney M’s cover version of the german released “Hallo Bimmelbahn” by Nighttrain, a sample of a cover of the original. There are layers and layers of this in music some casting nets as far back as music has existed in society. A more complicated example of this layered appropriation is taking from the rap group The Legendary K.O’s 2005 record, “George Bush Doesn’t Care About Black People”, which took inspiration from Kanye West’s same year record, “Gold Digger”, which sampled Ray Charles’ “I Got A Woman” from 1954, and Ray Charles’ record was based off of an old gospel track, and that gospel track was based on a traditional low-class, worker’s song. There are long chains of reference and imitation that exist in every facet of music today and this form of appropriation is commonplace among the sonic waves of popular culture. 
“Citation and imitation has always led the way that music evolves, it is not just about sampling being something that came about in the last twenty or thirty years, but all [the] music that’s existed, ever, has always been based on reinterpreting ideas that had come before.” (Read, 2017).
Even though this is commonplace today, a lot of the population are not aware of the big web of interconnected genres in music and how every single genre of music borrows and imitates from another and so on. Citation and imitation have always paved the evolution of music: Jazz influenced by the musics of the immigrant population of the United States, Soul and RNB influenced by both Jazz and Gospel music, Funk influenced by Soul, RNB and Jazz,
Rock influenced by Rhythm and Blues, Disco influenced by Soul and Funk, and Hip Hop influenced by Funk, Rock, Soul, Jazz and eventually all music. The sound field that exists today is a consequence of the cross-pollination of its ancestors, which is within the territory of the same principles as appropriation by form of reinterpretation. The very act of taking something they liked from another genre and adopting into their own creative production is, at its core, appropriation becoming expression. 
The origin of sampling is something just short of an overnight shift of musical mentality. Recordings of all types of sounds and sonic textures appeared in experimental compositions by composers such as John Cage long before ‘sampling’ in its modern context even existed. And even an age before modern music was even conceived a different practice of mimicking existed but with the exact same principles as previously mentioned, going back to the 1800s, composer Diabelli’s “Wolves in Sea”(1819) was physically sampled, for lack of a better phrase, by Beethoven in 1820. He co-opted notes composed by another and reinterpreted them in context to his own. In Beethoven’s “variations” he essentially remixes something that some had played before him but in a manner, in a context, never before seen or heard before. Much before contemporary composers had a lick of sampling and reappropriating segments of iconic tracks that influence them, however long music has existed, imitation exists there also.
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Slick Rick & Doug E. Fresh(1985)
Slick Rick and Doug E. Fresh’s 1985 track titled “La Di Da Di” is the fifth most sampled song in all of all time and has been sampled approximately 550 times. This predated the sampling era, this track had no samples in it but it continues to be sourced and segmented to this day. Slick Rick is the main vocals in this track and because of his stylised sing-songy, foot tapping, and head bang inducing vocals, it provides future artists endless sound bits to scatter, chop, and put back together. Over the next 10 years “La Di Da Di”, is continuously sampled over and over again in numerous records, getting splced into big hits like “Here Comes the Hotstepper”(Kamoze, 1994) and “I Wana Sex You Up”(Color Me Badd, 1991). Hip Hop Legend Snoop Doggy Dogg even covers “La Di Da Di” on his debut album “Doggystyle”(Snoop Dogg, 1993) and calls it “Lodi Dodi”. Fast Forwarding to 1997, the Notorious B.I.G., or Biggie, appropriates “La Di Da Di” on his number one hit titled “Hypnotize”. As mentioned previously, the form of expression that appropriation can shape into is able to span across lengthy years and even generations. Biggie would have been around thirteen years old when the song “La Di Da Di” was released, so as a young boy growing up in Brooklyn it is doubtful to think that that song had no lingering memories for him. 
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Dr. Dre(1992), Massive Attack(1991), Eminem(2013), Kendrick Lamar(2012)
These are more contemporary albums that are predominantly sample based. Straight from the era where technology was making is easier and easier to practice this form of expression and easier to produce more of it. Early sampling machines like the MPC 3000, models of which now sit alongside relics of western music culture, were used to create some of the most revered beats in hip hop history. Technology had just take a huge leap forward and these artists took it in stride. 
These sampling machines conceived the first pure sonic appropriation that had been coined sampling after the fact. American record producer and rapper J Dilla is famously known for his influential work exclusively on the sampling machine modeled MPC. A pioneer for the form of expressive sonic interpretation. With a musical ear and an impressive understanding of the intricacies of percussion, J Dilla is one of the most iconic artists in recent music and art history, period. By co-opting and adopting music that preceded him along with adapting alongside the fast growing power of technology, J Dilla was able to fully explore what it meant to be an artist who practiced the art of appropriation as expression.
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Artists appropriate in renewal of outward observation and internal contemplation. Taking something into one’s own bubble, or taking oneself into the bubble of another, is a yearning to be part of the history of that thing. Appropriation in art, while often controversial and sometimes confounding, helps us as a society to clear our vision and see that the context of media, of every kind, is absolutely integral to their meaning. It reminds us that media do not just have histories, they exist in history. An ‘appropriated copy’ is never the same as the original since context will never be the same. Context shifts as time moves on, as we move on. We exist in history, the perspective towards the work exists in history too. History is time, time and our personal experience will always move on and this in turn shifts the interpretations of work. Media is powerful. When artists choose to create by form of copying, remixing, and sampling we can choose to have the capacity to recognise that they are making fresh meanings through their interactions and commentaries with the media(physical and otherwise) that is already out in the world. Appropriation is powerful. It challenges the nature and definition of art. Striking questions about originality, authorship, and authenticity. Even in the midst of today, where copying, imitating, and remixing images and media is commonplace it continues to rebel over the boundaries of what it means to be an artist. This is the case for appropriation, where appropriating is to copy, to copy is to imitate. Artists observe the world around us, the world is bound to the people in that world, and people will always imitate people, as artists imitate artists.
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