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Summary of Topic
The topic of this dissertation is to analyse the shift of self-portrayal throughout the history of portraiture. The areas that will be covered are Self depiction through Traditionally painted portraiture, the bourgeoisie’s increasing use of the painted portrait and the modern-day manifestation, the selfie. The aim of this research is to find comparisons between each area to find shifts through the researched history for a better understanding how the reasonings behind humanity’s need to be portrayed.


Introduction
This dissertation aims to explore the shift in self-portrayal of the individual throughout history. Although there is a vast number of varied mediums in which humanity has experimented with to create depictions of themselves, the focus will be upon self-depiction through the media of traditional portraiture, with examples in-between and through to the modern day self-representation. This writing will observe examples of self-portrayal in relation to Ernst Kantorowicz’s The King’s Two Bodies (2016), comparing the following topics to his theology of the two selves. The two selves consist of the immortal/ideal self and the physical self. Other aspects that will be compared among the areas include the functions, attitudes and shifts between each era. Topics that will be analysed will be traditional portraiture regarding past monarchy, the use of portraiture among the bourgeoisie and the modern-day manifestation, the selfie.
 The first part will contain traditional portraiture that will be analysing the functions and objectives behind the depictions of past monarchy, via example portraits of Henry VIII and Elizabeth I, to observe their aims behind enhancing their portraits. Following on from monarchic portraiture, the topic will shift towards the use of traditional portraiture by the bourgeoisie. As an example of this use of painting, work presented by John Copley will be analysed to investigate the functions, reasonings and ideals put forward from the middle-class’ infatuation with self-portrayal in wealthy, stylised paintings. The bourgeoisie were also ridiculed by many due to their need to be depicted in portraits just as the monarchy in the past. Exploration into this attitude will be conducted through an example of work that created a satirical perspective on the increase of lower ranks in society for using this reserved method of portrayal. Monarchs are not the only powerful individuals that have been represented through the art of portraiture, as Langland’s and Bell have used influential and wealthy people in their work, conveying these individuals as modern-day visions of monarchic portraits in a contemporary and experimental method of photography. Although selfie culture will be mentioned, as well as the online social media presence, the focus for this observation will be upon the selfie alone. Amalia Ulman’s work will be discussed in relation to the virtual self through selfies. The selfie will be analysed and compared to the use of traditional portraiture and the bourgeoisie portraiture, with the aim of showing how different aspects of the area discussed have shifted, or relatively stayed the same in comparison. 
The investigational aim will be to compare each section of this dissertation with the intention of exploring and creating links between traditional portraiture and its contemporary manifestation, with the bourgeoisie in-between. This dissertation has the intentions of delving into the past, with aims directed towards examining the shifts of self-portrayal through the history of portraiture. An examination conducted using examples, creating comparison links and differences to conclude the investigation in a satisfactory manner.








Monarchical Depiction: Traditional Portraiture 
Portraiture throughout earlier history has taken place within a variety of media. From clay skulls representing humans in approximately 5000 BC to portrait murals that were created in China while the Han Dynasty ruled (206 BC – AD 220), shortly after the Great Wall of China was built in 221 BC – AD 204. Further examples include the portrait of the King of France, Jean le Bon, guessed to be the first portrait to have been painted on wood panel in approximately the 1350s, and the beginning of the Benin bronze statues that portrayed the heads of Nigerian rulers in c.1400 (West, 2004). Although this has been acknowledged as relevant information, the focus will be upon traditionally painted portraiture beginning from the reign of Henry VIII, and evaluating portraits of both Henry VIII and Elizabeth I.
Painted portraiture has represented a vast part of documentation in all respects of power and status for past monarchy. Representation in society was highly regarded as a sign of wealth and nobility, the requirements of such self-portraiture in past times. Traditionally, painted portraiture was dominated by kings, queens and all variations of rulers, due to their place at the top of society. Seen as a rarity among the lower classes, only the higher classes of society would have remained immortalised through the painted image. Royalty used portraiture to convey their selves as an idealistic ruler, all powerful and perfect to the public’s eye. Usually presenting themselves highly or their achievements actively through the scenario of the painting. While trying to present this version of themselves, they do not reveal the actual self behind the imagery. Ernst Kantorowicz deals with the notion of the king having two bodies. Kantorowicz explored the metaphorical versions of the ‘king’ or rulers in general. Focusing upon the physical self and mystical/immortal self, represented through the monarch and the state. Kantorowicz’s theology reflects that of the functions of traditional portraiture, to have two versions of the rulers. The one version the state sees and the actual version of the monarch. The version the state sees is reflected through traditional portraiture. When exploring the portraiture of kings and queens, it has a clear definition of The King’s Two Bodies (Kantorowicz, 2016). An observation of Kanotorwicz’s theology can be found in the portraiture of the Tudor period, especially through Henry VIII. As with all rulers, King Henry VIII was much concerned with his immortalised appearance that was to be forever remembered. So much so, that his appearance to society was of a strong, immortal leader, but he was just as human as everyone else. Most of traditional portraiture of nobility can be a form of propaganda to the societies that they were shown to. As displayed in Henry VIII's portrait by Hans Holbein the Younger (1537), there is a veil concealing the king’s true self from the viewer. According to Wilson (2009), Henry VIII had many insecurities around the time of the portrait's creation. The King was portrayed as an all-powerful leader within Holbein's representation.
[image: ]
Figure 1: Hans Holbein's Henry VIII

From observation of figure 1. (Holbein, 1537), the ruler had a prominent stance with his head facing forward and the body off centre, moving the portrait away from the common frontal symmetry in monarchical portraiture. His luxurious garments draped across his person, garnished in gold and jewels representing his vast wealth. Gripping his fists, he returns a demeanour of strength and resilience towards the viewer. With the added codpiece, this shows the King's confidence in obtaining a son in the future to continue in his place. Wilson (2009) explains of the period before this piece was painted. Henry VIII did not have the greatest of achievements within the department of his military. The ruler also did not have a son at this point during his reign. Without his successor, Henry began to dwell and worry for his future and continuing his legacy. As Wilson mentions, Henry VIII’s portrait may be a piece of propaganda due to the deceit that lies within the portrayal of the king. Henry VIII’s representation follows Kantorowicz’s writing to the point where the propaganda he used was used to make his citizens believe he was the ideal ruler, although his physical version had proven otherwise.
Considering another example of propaganda through traditional portraiture, Marcus Gheeraerts the Younger painted Elizabeth I in her later years but there was not much truth in her appearance from the portrait. Elizabeth I is a logical representation of Kantorowicz’s ideas of the King’s Two Bodies (2016), due to the influence she had provided in the control over her public’s eye. Elizabeth I “attempted to control her image by issuing a proclamation in 1563 that allowed only approved representation” (West, 2004, p.73). She used her power and authority to keep her image in line with her own interests. Due to the control, Elizabeth’s portrayal within portraiture remained similar for years to come. This created the 2 selves of the queen, for which one is the ideal self and the other is the physical self. The ideal self was represented by her propaganda-based portraits and the physical self that was not intended for immortalisation.
[image: ]
Figure 2: Elizabeth I (The 'Ditchley Portrait)

A full-length front facing depiction of Elizabeth I, in figure 2. (Gheeraerts, 1592), there are many signs of control over her image. The painting created by Gheeraerts has depicted Elizabeth I with an image of immortalised sovereignty. The image emphasises the representation of her virginity through the white clothing that was worn. The clothing is highly embellished and decorative to show her wealth and high status. Her figure is over exaggerated with large padded shoulders, petite waist and extremely larger hips creating an oddly shaped body. Her facial features are enhanced, more noticeably the paleness of her skin. The scenario of the painting is depicting Elizabeth I standing over a map, possibly the land she ruled at that time of history. This is evidence of propaganda due to the presentation of her power in such an unrealistic manner. Elizabeth I regarded her ideal image and status as an important factor when being depicted and remembered.
When comparing Henry VIII to his daughter, Elizabeth I, they both provide numerous similarities in their style of self-representation. The two had insecurities in which they tried to conceal from the public. Henry VIII dealt with the dilemma of hiding away his failures and trying to keep his status from being tainted by the truths of his physical self. Elizabeth I worried for her political image and her appearance remaining the same as her pure, young self while she aged and continued to reign. Both display Kantorowicz’s theology through their ideal portraiture. The artists, Holbein and Gheeraerts, crafted the ideal versions of both monarchs’ status and authority, to filter these attributes to their citizens and spread their importance.





The Rise of Bourgeoisie Portraiture
After portraiture was reserved for monarchy or nobility in earlier parts of history, notably the 16th century from the time of Henry VIII through to Elizabeth I, portraiture became accessible to other sectors of society. This newly defined sector gained wealth and moved up from the lower classes to what is known as the middle class. Another name for this class is bourgeoisie. Due to the formally noted idea that only the monarchy and other higher classes could commission a painted portrait, it became apparent that this stereotyping was not true due to the rise of commissions from the middle classes. There is evidence from the centuries between the seventeenth to nineteenth that the frequent use of portraiture to depicts oneself began in this era. Taking on the same intentions and functions as previously painted self-depictions, the bourgeoisie had used portraits to convey a glorified image of themselves to create a sign of wealth and higher status. The display of wealth had stemmed to few aspects of the portraits, as there had been a large demand of creating an informal, more relatable enhanced image of the sitter. The subjects would be portrayed informally through gestures and poses, and a different manner and context to older portraits (West, 2004).
In America at the time of this rise in social status, John Singleton Copley was well known as a portrait artist that worked in the 17th century, known for his painting of middle class subjects. Copley gained the attention of all social classes because of his ability of creating likeness for his commissions, but with the underlying intent to enhance the image of the subject in their preferred way. He had created the image that the sitter wanted to convey to the viewer. Although the subjects were all wealthy and middle classed in society, they still had the intentions and expected the result of being immortalised as a person of higher status, being portrayed by gestures and symbolism as the monarchy did. Using planned layouts and creating a scenario around the sitter, Copley was able to create a fantasized overall depiction of the individual. The use of commissioned portraiture became steadily more popular until it became a common practise (Barrett, 2003).
[image: ]
Figure 3: Paul Revere

An example of Copley’s work is the portrait of Paul Revere. Revere, although a war hero in America, was not depicted as one in the painting, Copley instead depicted Revere as a ma working in his trade. In figure 3. (Copley, 1768), Revere is shown working at his desk where he would practise silversmithing. The evidence of the silversmithing is shown by the teapot he has in his hand and his tools laying on the desk next to him. He is also dressed informally, an indication that he is wearing is work clothing. As an observation from the portrait, Copley had not adopted the full frontal posing and over embellished portraits like those of Henry VIII. Copley’s painting has Revere’s head and body facing away from the viewer’s gaze, but the eyes are concentrated upon the viewers. This seems to resemblance a slight side glance. His hand is precisely placed on his chin, with a replication of a gesture to a thinking mind. Copley paints truthfully to an extent, where he includes Revere’s flaws such as the red in his cheeks. But he also creates an ideal version of the sitter without bending the truths extensively.
The rise of portraiture among the middle classes increased in many regions across the world, that included Europe. The middle class yearned to possess the portrait as a method of depiction that was democratizing, especially in France. Due to the times changing, artists implemented new methods to complete portraits to the satisfaction of their commissioners. Although a preference of the upper classes, miniature portraiture became craved after by the bourgeoisie. Miniaturists had challenges to replicate this traditional style of portrait but as a less expensive and on a smaller scale, an easily mobile memento for the purchaser. The miniature portrait had stayed in between the upper classes and the middle classes for a period. With their common place in society, having a miniature depiction of oneself became frequent. The use of this method continued to convey the ideal portrayal of the merchant classes, in comparison to the aristocracy. The need for self-glorification remained throughout this period of history (Freund, 1980).
Not all followed the idea of needing to immortalise themselves if they were not a part of the monarchy or upper classes. The stereotyping continued that only rulers and those of importance should be captured within traditional portraiture. Often there was retaliation from writers and critics to the rising occurrences of portraiture commissioned amongst the ranks of the middle class, voicing their opinions publicly. Artists such as Honoré Daumier used their works to ridicule the middle class of their need to change the impression of their appearance. Daumier’s work consisted of lithography, which stylised these parodies in the form of caricatures (West, 2004). An example of Daumier’s work is ‘Le Salon de 1857’ (1857).
[image: ]
Figure 4: Le Salon de 1857

In figure 4. (Daumier, 1857), Daumier uses a depiction of a moderately dressed, middle class man standing in front of a portrait that depicts the same man but in a satirical, upper class version of himself. The man seems happy with the painting that is being displayed, as well as his partner observing the painting with a large smile across her face. This scenario creates a reflecting to see the functions of portraiture used by the bourgeoisie, as the image shows that the bourgeoisie took pleasure in emphasising their status and wealth through exaggerated self-depictions. The clothing on the gentleman in the displayed painting are clearly of an aristocratic value, instead of his physical wardrobe. The caricature style of the face creates a mocking representation of the middle-class’ pleasure from being portrayed in an upper class fashion. An important factor to take from this style of parody, is displacement within society of bourgeoisie using portraiture. This disgruntled attitude arose from portraiture becoming a common method of depiction, instead of being reserved for the powerful and higher status people of society.











A Contemporary Portrayal: The Selfie
A modern manifestation of depicting an individual through portraiture and displays of power in modern society brings, forward the work of Langlands and Bell. Langlands and Bell consists of 2 artists, Ben Langlands and Nikki Bell, together work in a variety of media. They have a keen interest in the ever-evolving technological society the world has become. Evidentially their work reflects their interest as shown with the ‘Icon (Series) 2018’. In these pieces, Langlands and Bell depict all-powerful and influential people of now, through the medium of C-type photographic prints in a diptych style. (Bell and Langlands, 2018)
The works were displayed as part of the Ikon Gallery exhibition ‘Internet Giants: Masters of the Universe,’ that ran between 21st March - 10th June 2018. Alongside their sculptural works, these portraits of dominant people in the technological world are a representation of the image or perception that each individual would like to convey. In an interview with Langlands and Bell, in context of the ‘Internet Giants: Master of the Universe’ exhibition, they discussed their intentions behind the series of portraits. They had revealed that they had many incentives to create imagery of these figure heads. One of these incentives was the initial fact that these wealthy and influential people had started from nothing and risen in the technological and business fields in a substantially short amount of time. Langlands and Bell state that “…they often dress down in trainers, and jeans and t-shirts, even though they are billionaires...,” stressing that the reasoning for the under-dressed fashion sense is to communicate on the same level as their audience and to seem more relatable in the eyes of their followers. This can be a form of controlling the self-image. This method can redirect the attention of their audience from their mass wealth and status, to create the needed connections with their audiences and potential customers. Another comparison the duo make is that the gestural posing and set ups of the photographs reflect those of religious figures and images, a modern version of religious icons. Due to the individuals having extremely large follower bases, Langlands and Bell compared them to religious figures or head figures of cults. This may ring true in the metaphorical sense, as they have a lot of influence. There are constant comparisons to the past of powerful figures like monarchy, leaders and popes, meaning the technological leaders of today have an extraordinary influence over the modern world (Ikon Gallery, 2018)
[image: ]
Figure 5:  Icon (Mark Zuckerberg) Diptych 2018

As an example of Langlands and Bell’s work, the piece ‘Icon (Mark Zuckerberg), Diptych. 2018’ shows the relevance of their intentions to depict powerful people. In figure 5. (Bell and Langlands, 2018) there is evidence behind Langlands and Bell’s ideas of gestural posing that results in the imitation of religious figures. With Mark Zuckerberg’s hands being held in position in from f his chest, his hands seem to resemble the notion of praying. Another observation would be from the set up that appears to create the surroundings of the image, with an embracing, angelic halo light placed around Zuckerberg’s head. The pixelated style of the photograph gives an attempt at an ambiguous identity of the subject, the image still provides enough information to the viewer to instantaneously recognise that it is Zuckerberg due to his popularity and status. When in comparison to traditionally painted portraiture of past monarchy that depicted themselves and the powerful, immortal beings, using posing and symbolic items to create a false identity, this image of Zuckerberg has a similar approach to controlling the audiences view but also allows him to connect with them. The image provides the portrayal of Zuckerberg in his entirety, an underdressed billionaire that relates to his audiences. On the other hand, monarchy would dress expensively and use upper class attributes to express to the audience their fortune and importance. In this sense, Zuckerberg did not need to convey his importance, which also explains the concealing of his identity within the photograph. 
Alongside his portrait, there is a quote from Zuckerberg that reads “I’M TRYING TO MAKE THE WORLD A MORE OPEN PLACE” (Bell and Langlands, 2018, http://www.langlandsandbell.com/portfolio-item/icon-series-2018/). This quote is displayed in diptych format, where the quote is shown side by side to the image. Zuckerberg unlike the earlier monarchy, such as Henry VIII who aimed to conveyed power and fortune, has intentions of improving the world using his attributes such as his company and technologies. In the context of the artists behind the portraits, Langlands and Bell portray the role of the painter in comparison to traditional portrait painters. They created a series of portraits to represent the influential people in the world and their aims or thoughts through the added quotes.

As an examination further into contemporary portraiture, a counterpart to the traditionally painted portrait includes the ‘selfie’. The selfie, a modern method of documenting oneself, creating a self-portrait in the form of photography of themselves. This can be used to present the self, the accomplishments a person has achieved or to create a perception of the self to allow others to see (Christoforakos and Diefenbach, 2017). Within selfie culture there is a common occurrence, where a selfie is treated as an unplanned, out of the blue quick photograph, where as in reality the photograph had been planned and posed for selectively. Imagery that is shown on a public scale and be chosen carefully to allow the individual to represent themselves in their own view perspective. The subject/photographer, can deceive the intended audience by creating a scenario or emphasising the existing scenario, pose and show a version is themselves that may not be them. This is a form of self depicting through self-photography. To depict oneself in this way can also indicate that the person would like to create evidence of their life in the best possible view (Carbon, 2017).
Individuals that create selfies reflect the same behaviour as the people who commissioned traditionally painted portraiture. “We all like the idea of being sort of in control of our image and getting attention, being noticed, being part of the culture” (Sanghani, 2014, https://www.telegraph.co.uk/women/10760753/Why-we-really-take-selfies-the-terrifying-reasons-explained.html) stated by Dr Terri Apter, a lecturer of psychology at Cambridge University. The ability to manage others’ perception of oneself has been desired throughout the history of depiction. This desire is reflected in earlier examples of Henry VIII and Elizabeth I, through to the period of the bourgeoisie to society now. People who used traditional portraiture as a form of self depiction had the incentive of using portraits as a method of propaganda. Dr Apter agrees with this as she continues, “In this way people could control the image projected and of course the fact that the image was on display, marked the importance and status of the person represented.” She touches upon the evidence within the modern selfie and the traditionally painted portrait, that clearly shows shifts from the periods of history reveals intent of revealing oneself as important, powerful and the ideal version of the self. Presentation would conclude as power in society, in the literal sense for monarchy in the past and in the metaphorical sense for the selfie, to convey the quality of life the individual wants to show in their photograph.
[bookmark: _Hlk532352834]Negar Mottahedeh speaks in a TED x Durham talk about The selfies as a people’s history (2018).  She speaks as a viewer of those wo take selfie, observing inwards.  Mottahedeh relate the selfies as a part of humanity’s history.  It creates connections between group of people and for the most part it is a mark of the moment the image is taken.  Mottahedeh mentions that the link of connections creating immediacies, intimacies and providing power.  She argues that the selfie is a way of saying that the individual was present in the moment.  This presence of the selfie would be a mark on the forward moving history.  Comparisons were made of the selfie against traditional portraits, mentioning that the powerful were depicted among symbolism.  These depictions had an impact on the past.  The selfie could be a way of refining individuals as a person such as powerful figure heads, making them more powerful.  As an example, Hilary Clinton posts selfies as a way of communicating to the audience that she is also human and an ordinary person. The imagery used in contemporary photographs can be used to convey messages and to make a stand in society, due to the widespread areas that selfies can commandeer. Comparing Mottahedeh’s perspective to other aspects of research, she relates the selfie to traditional portraiture and that depiction correlates with power in some cases.  Whether that may be the power over others or the power in conveying a message.  She mentions that Hilary Clinton using selfies as a way of connecting on an intimate level with others, where as traditional portraiture was used a form of propaganda to create the belief that the monarchy depicted was powerful and of much higher class.  Also, another difference is that selfies are supposedly a spur of the moment occurrence, but in comparison, portraiture was a single moment that took a vast amount of time to paint in most cases (Mottahedeh, 2018).

[image: ]
Figure 6: Phillips, K. (2017) 12 December.

Figure 6. (Phillips, 2017) is an example image of a modern self-portrait through the medium of photography. Within this selfie the photograph was taken in such a way, that enhances the subject’s appearance. The photograph is taken in a flattering manner for the face, where the subject must look upwards into the camera. This creates a slim lined effect on the whole face as well as makes the eyes look larger, as they are fully open to the camera. The subject, Katie-Jane Phillips, has created a modified image of herself by applying makeup, a method to hide imperfections and flaws on the human face. With a layer of foundation, she has evened her skin tone and created the appearance of smooth skin, concealing blemishes and unaccepted aspects of the face. Eyeliner above the eyelid provides an exaggerated lash line, creating an impact around the eye area. A slight pouting gesture and a deep pink lipstick adding fuller lips to the image and emphasizing the natural pink the lips are.
Phillips’ self-depiction through this selfie, shows the link towards Kantorowicz’s theology ‘The King’s Two Bodies,’ showing that even now there are 2 versions of a person. The one that exists online, the virtual self, and the one that is the physical and true self. Comparing Phillips’ selfie to that of traditional portraiture, there are many similarities in the way that she conceals her insecurities. Phillips poses and creates gestures in the face to create a tone for the moment of the photograph. Just as the monarchy and bourgeoisie, the intentions behind the selfie are to deceive the viewer while it is on display online, the virtual self is managed ad selectively controlled by the subject. These intentions are reminiscent of past portraiture. The deception within the modern depiction of oneself is mentioned commonly online, with descriptions of how selfies are used.
The projections of our self that we put on social media blast are more often than not deceptive in the way they skew, ignore or amplify realities that constitute our true identity (McCracken, 2013, Accessed at: https://mereorthodoxy.com/selfie-deception/).
McCracken explains selfies in a way that can also be used to describe portraiture through history. He sees that the online version of a person is not the same as the person who placed the photograph online. The Virtual self is only a representation that has been controlled and allowed to be placed for anyone to see, not a true representation. He emphasises that the modifications to a selfie do not stay true to the subject’s real self. This is a reflection of the 2 selves being portrayed through a modern means. When mentioning the way in which people modify their photographs, this is very similar to the filtering of characteristics and appearance of past portraiture, where one is in control of their outwards image that is being depicted
In context to this essay the ideal self, or the virtual self when referring to an online presence, have been a version of the subject created with no direct intention or consciousness towards the ideal self. While emphasising the subject’s appearance to satisfy the need of self-representation in a flattering manner, the ideal self appears. In comparison to the indirect creation of the ideal self through the previous examples, Amalia Ulman utilises the contemporary selfie to create her virtual self with the intention to deceive the audiences of social media. Ulman created a series of selfies, which came together as a 3-month long performance, Excellences and Perfections performed in 2014. She had set up her role on social media as an individual undergoing many appearance modifications, such as breast augmentation that was faked and helped along with the use of photoshop. She had followed other aspects with the truth, such as following strict diet plans. Ulman continued her performance with mixed opinions on her profile, unknowingly to the audiences that this was a fake character of herself (Connor, 2014). As suggested by Michael Connor that “In an important shift, social media has given far more people than ever before the means to self-publish.” (Connor, 2014, http://rhizome.org/editorial/2014/oct/20/first-look-amalia-ulmanexcellences-perfections/) In response to this quote, Connor provides examination into the ubiquity of the selfie and emphasises the importance behind the ability of the majority being able to portray themselves through the means of social media and new technologies.

Conclusion
Throughout history, Kantorowicz’s theology can be applied to a variety of different situations and matters. The clearest portion of history would be the era of traditional portraiture and the ideology of hiding one’s true self to create a façade hiding insecurities or to portray themselves as a figure of power, where in fact they may have failed at achieving that power. This ideology is reflected through history and in modern days, while comparing all researched segments of history, there are links and similarities present. Kantorowicz’s writings relates heavily towards the self- depiction of the individual. With regards to Henry VIII and Elizabeth I, due to their ways of concealing their true image and intentions behind enhancing their portraits for the public to see. This is seen as propaganda. This propaganda continues throughout the research area such as the bourgeoisie and the selfie. Deception through self-portrayal had lingered in the field of portraiture, so the shift in this regard had not changed except for the fact that the deception is described different in each period of the research history. The monarchical traditional portraiture, the bourgeoisie portraiture and the contemporary selfie can all be described as an approach to self-depiction through the modification and enhancement of appearance in creation of the ideal self. This disposition is evidently shown through the portrayal examples where the subjects are not behaving or portrayed as the natural version of the individual. It is a façade created to feed the individual’s need for self-glorification. 
As an observation of the self-portrayal shift, the use of portraiture became increasingly more frequent over the time of history. The ubiquity of portraiture exists increasingly across the areas researched from traditional portraiture’s rare and reserved use by the higher classes and monarchy. Moving to the bourgeoisie’s rise in the use of portraiture, that in turn had begun to decrease the rarity of the once constrained traditional medium. The prevalent use of the selfie takes a form from the bourgeoisie as it is an accessible method of self-portrayal that when online can be viewed by everyone at any time.  Another finding of the selfie concludes that the selfie can be conveyed in a variety of manners, some of which include linking immediacies and intimacies, within the idea that selfies serve as a method to prove human presence, that humans have marked history.
A clear observational shift within self-portrayal can be found in the attitudes that are held towards self-depiction in portraiture. In traditional portraiture for the monarchy, it was the attitude of the time to stereotype that portraiture was only for the higher classes and monarchy, due to the expense behind creating a painting. This created a stigma that had lasted to the time of the bourgeoisie. Due to this stigma, the bourgeoisie were ridiculed for having themselves depicted within paintings, so much so that opinions of the ridicule were vented publicly against the common use of portraiture among the middle class. The attitudes towards self-depiction in the contemporary society does not reveal the same negativity, to some extent. In a widespread acceptance, most of the population post selfies regularly creating the presence for the selfie everywhere. The attitudes over time have become much less constrained and freer, especially towards allowing individuals to depict themselves how they please. Kantorowicz’s ideology applies to all parts of portraiture with self-consciousness is involved, where the subject being portrayed will resemble his model of the 2 selves, with the traditional version being the immortal and the physical selves compared to the modern versions being the ideal self and the Virtual self. 
Amalia Ulman demonstrated that a consciousness can be applied to the virtual self, in the sense you are knowingly creating this other version, as her social experiment showed. This provides the insight of whether individuals believe they are hiding their true selves while unknowingly creating a virtual self or the virtual self may be their true version of their person. As Michel Foucault suggests that “identity is a discourse like any other. There can be no ‘real’ identity, just a way of talking about the self” (Foucault, 1992). Foucault puts forward the argument that even though there is a strive to improve the ideal self, it is non-existent in the sense that self-portrayal is a form of identity that creates the person. Foucault’s ideas relate to the keen interest of the similarities that have threaded together through this writing. The idea that throughout the researched history, there has been a common denominator of the experimentation of methods to create self-portraits to prove one’s identity that does not necessarily exist, the ideal/virtual self.
In conclusion to the research topic ‘How does self-portrayal shift throughout the history of portraiture, from traditional portraiture to its modern counterpart, the selfie?’ the shift applies to the discovered functions, underlying attitudes, the rarity and ubiquity of the self-portrait. Self-portrayal is revolved around the characteristics of controlling one’s image. The shift of self-portrayal acts as a mark of humanity’s identity on history, where individuals have experimented in different means to document their lives. The role of self-portrayal acts as a quality to a person’s character to create their identity, when even that identity may only be the ideal portrayal of their physical being. It is the methods in which the individual is portrayed that creates the individual’s identity.
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