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   It is completely possible to use the concept of intertextuality which shows the exchanges between one or more literary texts, with new names in the other forms of art: intertextuality, interpicturality, intermediality, intermusicality, intercinema, intertheatrality, interphotography etc. are used nowadays frequently in other fields of art apart from literature. We can also use the concepts of rewriting, repainting compared to these aforesaid concepts or quote, parody, pastiche, inspire (consciously, of course) etc. for any form of art. We can thus use, by transforming it, the typology suggested by Genette in his Palimpsests, in the field of painting (and in the other forms of art). We can speak, like Liliane Louvel does, about various forms of interpicturality, and thus propose a new typology of the forms of transpicturality, i.e. exchanges between two categories of different system of sign or the same class: iconotextuality, (we propose this concept because it links a text and an icon); transpicturality; archipicturality; interpicturality; métapicturality and hypopicturality.
   Transpicturality shows all that connects a painting, manifest or secret, to other paintings. The interpicturality is one of the forms of relation which one counts among the processes of tranpicturality

    One speaks about interpicturality (which is derived from the concept of intertextuality, a term which was not used before 1960, the work of Herman Braun-Vega would make necessary to invent it) if an image, a figure, a character or any pictorial element is introduced on a painting in a form of quotation, an allusion or if an image takes seat there such as it is. 

    The concept of interpicturality, that materializes the presence of a painting in the other, has a referential function because it functions on a realistic mode. Quotation, allusion and the forms of plagiarizing the work of the other are placed in this part. In all the cases where is quoted a part 

of work of an artist or all his work, we will speak about the interpicturality (or repainting, concept equivalent to the interpicturality).

    Metapicturality refers to the relations of a comment carried out in a system of signs (Painting 1) on another system (Painting 2). One speaks about this relation whenever one introduces comments relating to the techniques used into his work or another quoted work or to which one refers by an author or an artist without using the word (or the image). One speaks about this relation every time where an artist questions the work of the other from the point of view of its color, stylistics, set of themes etc) and made comments on it.

    Parapicturality, which returns to the hypertext and remains at first sight out of it, is in fact the preparatory stage relating to the drafts and the intentions in a picture. In this stage, it consists in questioning the sources of a picture, its genetic trajectory; it is relating to the reception and the interpretation of the picture by the spectator. It directs the reactions of the spectator in front of the painting, and sometimes returns it in the other paintings which it is supposed to know. One thus gives the viewer technical information and sets of themes in connection with works that he can contemplate on.

  One speaks about the archipicturality whenever a painting (for example an impressionist painting) refers to a kind of painting (for example, to a surrealist or cubist painting) or to a school of painting. It is here about a generic transformation, to determine the category which belongs to a pictorial work. It is possible for certain painters not to be satisfied to nourish itself of only one kind, to have thus recourse to work of the other styles, the shapes of the other artists who belong to different schools.

  Mnemopicturality can be defined like a form of allusive reference. For example, we speak about this relation when one refers unconsciously to a painting made with the manner of Rubens, Manet, Picasso or Cézanne.

  We speak about hypopicturality (i.e. reference-painting, model-painting) whenever one finds a common essence with the quoted painting, and where one turns over to a preceding or contemporary image. This relation focused on the other indicates a work which derives from the other.

  One can call hyperpicturality any painting which derives from the other with an operation of simple or indirect transformation. There is here a relation about drift between a painting and another painting. If we start from a definition suggested by Genette for the text; hyperpicturality can be defined as a relation which connects a painting B (i.e. any painting which derives from a preceding painting by a relation of simple or indirect transformation) to a painting by a relation of simple transformation or a relation of imitation. Making a classification according to the nature of the relation (imitation or transformation of the hyperpainting) and the mode of the relation (ludic, satirical, serious etc), we can speak about a parody which is carried out on a mode of imitation and about a pastiche which is carried out on a mode of transformation. It is necessary to question the functions of the various interpictural forms in their context.

  Though the structural differences between the various types of hyperpictural relations are not also tight, it is completely possible to find practices which correspond to the modes of relations from which we come to speak. In the works of certain painters, we meet one of the modes of the relations, at some others, several modes of the relations. Certain artists settle for the simple references to the others, or quote the work of the other; some others make place in their work with simple allusions. In certain artists the quotation can have the shape of a self-interpicturality. In some the quotation can have the shape of a re-painting. Certain artists transform the repainting into a continual repainting or a variation of the same work. The others create polyphonic, polysemous or mixed works by combining the heterogeneous forms and styles, and by increasing the number of the prospects. They thus create a polysemous space.
  As being different from painting known as academic or traditional, one could produce works which are based only on the formal plays, which are however defined in everyday life, in art history. In works which are classified in the art history we see that the interpicturality or the repainting is one of the principal aesthetic features of painting. Many are the artists who support the cogency of this idea.

  We indeed find in art history several artists who nourish themselves, who refer to the works of others, and transform the form and the contents of the work of the other. The simultaneous exposures opened to the names of two artists materialize the existence of these relations: for example, exhibitions Picasso-Matisse (2002), Millet-Van Gogh (1998), Picasso-Manet (2008) etc. One of the best example which correspond to the types of relations from which we come to speak are the Peruvian artist Herman Braun-Vega. (I’ll leave out once again certains parts of my texte).

  Instead of studying in-depth all aspects of possible relations in an interpictural view (what would overflow the limits of this work), we propose to make a typology of the pictural references of Braun-Vega in some of his paintings.

  To do it, instead of analyzing a relation between a work A and B at the level of meaning and of meant in its entirety, we will be particularly satisfied to determine what other works at the origin of the work of the artist are.

  We will not fail to delay on certain works to clarify how the formal and semantic transformations were carried out.

  As it is the case in the intertextual relations, we will avoid making subjective and arbitrary bringings together while reasoning on the conscious relations, carried out according to a given strategy.

  Rather to try to analyze all works in their exhaustiveness, to highlight all the possible forms of relations between works, we wish to give some indices on the interpictural approach of Braun-Vega, to thus use in the field of painting the data of a method which are in particular valid for the study of the literary texts.

In the field of painting, the origins of the methods of repainting, practice of pictorial transformation goes way to back in time. Many are the artists who imitated or plagiarized the work of others with varied aims (to learn how to paint, to sneer at the other, to destroy the canonized techniques of painting, to renovate the language of painting, to express his regards, etc.) For example, Goya learns how to paint while starting by imitating works of Vélasquez; Picasso unceasingly repaints traditional works of the history of art. Ingres’s Turkish Bath, Délacroix’s Women of Algiers, Velasquez’s las Meninas, Manet’s The Luncheon on the Grass are the paintings that Picasso repainted; these works are among works which are appropriate perfectly for the practice of repainting.

The contemporary time undoubtedly developed more than any other the ludico-satirists investments which are the pictorial equivalents of allusion, the quotation, the parody, the pastiche and the travesty. On the other hand, the way in which Braun-Vega revisits the masterpieces of Western painting cannot be reduced for purposes of derision. All occurs as if to see its images help us with better knowing of our history. Indeed, if he challenges the position of engaged painter by preferring witness, the artist practises a “functional” art where the concern “of painting well” implies the refusal quite as demanding to paint “anything to say”.

The contemporary painters transform and repaint works of the other painters with an aim of criticizing them, diverting the spectator or taking as a starting point the formal techniques, adapt their contents according to the processes of pictorial allusion, direct quotation, parody or pastiche. Certain contemporary artists have not failed to have recourse to the process of interpicturality: Erró, Manet, Van Gogh, Gauguin, Bacon are among the artists who practised this technique. One of the most known example is Leonardo’s Mona LISA that underwent several formal transformations. The canonical example is Marcel Duchamps’s L.H.O.O.Q who carried out an alteration on Mona LISA: As it is known, the artist adds the moustache of Dali and a small beard on the face of Mona LISA, thus carries out on painting a parodic operation. It is one of the more iconoclast attempts that one knew until now. (Goya is formed by copying Velasquez; Picasso often paraphrased classical works: Ingres’s Turkish Bath (1907), Delacroix’s Women of Algiers (1933), Velázquez’s las Meninas (1956), and Manet’s the Luncheon on the Grass (1961). 

As a technique of painting, the interpicturality practised by several painters of art history, is a work of interrogation that puts face-to-face a spectator and an object; it is a system which refers temporal and space, and makes possible to highlighted principles and concepts in order to obtain, in such an innovative approach, current and thorough knowledge. The interpicturality is one of the essential aesthetic characteristics of Hermann Braun-Vega’s work since 1950; indeed, works of Braun-Vega are based largely on various paintings of masters in the past. 

As it is said by Roberto Gac, interpicturality is the main technique that Braun-Vega used largely in his work: “But, above all, he loves the luminous canvasses of the great classical painters, from Vermeer to Cézanne, from Vélasquez to Picasso. Impressed by the interpictural ventures of the latter, who annexes Vélasquez’s Las Meninas with the same effontery that he invites himself to Manet’s Déjeuner sur l’herbe (Luncheon on the Grass), Braun-Vega discovered the true path of his painting: interpicturality – a technique that incorporates, both explicitly and dialectically, elements taken from the works of the masters of Western art and that it essentially open to all cultures, all perspectives and all species of intermingling.” 

Braun-Vega mixes in his paintings the characters and the situations: they return on the one hand to the history of Western paintings, and on the other hand to the events which marked deeply the memory of humanity; Braun-Vega also introduces in his paintings the elements relative to his personal life. The historical and social memory is thus juxtaposed with the daily memory.
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Figure 74 H. Braun-Vega, Caramba!, 1983

To say it in short; in this painting, Braun-Vega makes place to his masters; he summarizes all the principal references in his paintings: Ingres, Matisse, Goya, Cézanne, Picasso, Velasquez and Rembrandt
Multiple in its methods, interpicturality is never as inventive as when it consists in raising its specific models. Painted with the request for a traditional exposition on the topic “Such painters, which Masters?”, the painting entitled Caramba! (1983) convenes seven of them.  The image is delectable especially by the subtle play of allusion, quotation and hybridization. Sometimes it is the choice of a detail which allows to identify the reference model: a section of wall covered by a “wallpaper” of Matisse on which is hung the Turkish Bath by Ingres. 
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Figure 75 Ingres, The Turkish Bath, 1863

Two extracts of the Whims (Los caprichos) by Goya, the engraving entitled “Sopla” in which a bearing character on his apron inscription “I love the neutron bomb”, uses like bellows a child to extinguish the candle. With its feet two monsters left engraving “Y a van desplumados” and qualified by the painter “thalidomized” children.     
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Figure 76 Goya, Los Caprichos, ‘Sopla’, 1796

Figure 77 Goya, ‘Y a van desplumados’, 1799

Sometimes the detail emphasizes the portrait of the elected painter, a sign of the importance attached by Braun-Vega to the representation of the faces. Thus the Poplars Trees that one sees by the half-opened door, answers to a self-portrait of Cézanne painted by him. 
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Figure 78 Cézanne, The Poplar Trees, 1879

Figure 79 Cézannne, Apples and Oranges, 1899

Whereas in the center of the painting, the still-life joins together details of Apples and oranges of the same painter and a fragment of Chandelier, pot et casserole émaillée by Picasso, recognizable pan with quasi photographic exactitude of his portrait. 
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Figure 80 Picasso, Chandelier, pot et casserole émaillée, 1945

As for the self-portrait of Rembrandt, it enters in resonance with Cézanne’s work which takes again the technique of obscure light of it. The seventh enigma is solved in the palimpsest which returns under the features of Braun-Vega, the painter of Las Meninas represented by his gesture: holding in the right hand slightly raised, “before grattement of the feather”, the brush from which it comes to soak the point in the red pigment of the held pallet of another hand. Inaugural gesture of the painter “in the act of imaging, inventing, and giving body to an idea” which repeat by varying it the guardian hand of Rembrandt posed on shoulder of his spiritual son, the hand of Cézanne offering to the spectator the forbidden fruit, the hands in the shape of fists held up by Picasso, demiurge (a creative god) not scorning the delights of the rocking flesh! Finally the same principle of reflexivity which governs the painting of Vélazquez disseminates his doubles in the paintings of Braun-Vega: two allusions to Turkish orientalism and oceanian, two references to engravings numbered 69 and 20 of Goya, two quotations of still-life of Cézanne. Then one perceives best the double register of the word “caramba” which is used to entitle the table. The Spanish swearword seldom ever used, though made famous in French with the poem of Victor Hugo to the glory of his father, the word makes heard the admiration of the painter for the Masters selected by himself. Admiration but also anger against what threatens to extinguish the light of art donor of knowing as much as beauty: the dead ends of a science obsessed by domination, able to produce monsters and working on destruction of man by man. It is once again the device (system) of Menines which structure the painting of 1987, Double lighting on Occident (Vélasquez and Picasso).

I’ll not present here an analysis of that painting
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Figure 81 H. Braun-Vega, Double éclairage sur l’Occident, 1987
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Figure 82 Vélasquez, Las Meninas, 1656

Holding with a literal reading, one will recognize an electric bulb of Guernica which lights the portrait of the painter as a travelling acrobat contemplating the beauty of Venus de Milo and the halation which veils the mirror that reflects either the portrait of the Spain sovereigns, but the Pope Jean-Paul II one, holding in his hands a newspaper The Liberation devoted to the Barbie lawsuit, while receiving Kurt Waldheim, ex-Nazi former promoted general secretary of the United Nations. The inversion which consists in projecting a raw light on the icon of beauty makes more intense the obsession of the painting torn between the representation of war and beauty. 
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Figure 83 H. Braun-Vega, Un Charnier de plus, 1984

In this painting, the Oedipus of Ingres questions the Sphinx in the presence of several corpses, while a group of men in bathing costumes play football on a beach, uncorcerned by the headlines in the newspapers lodged between the feet of Jocasta ‘taken’ from Picasso. What characterizes the work of Braun-Vega is a medley of signs, civilisations, myths and classical masters. He reflects, decomposes and recomposes the external reality on the canvas. In this work Braun-Vega stresses the self responsibility of Latin-American during the black period which obscures the Latin America in second half of the XXth century. In Un Charnier de plus, Ingres and Picasso (1984), while Sphinge questions Oedipus at the edge of a beach close to Lima, an anonymous young men in their bathing suit (guerrillas? police officers? simple holiday makers?) play football near Jocaste taken from Picasso committing suicide with a cord tied around his neck, the legs covered with newspapers which denounce the violence and plunderings of Amazonia. “Who are the authors of these crimes?” seems to ask Sphinge to Oedipus in connection with the bones and the human remainders scattered beside the rock which he is leaning on. How to make the difference between the murderers and the innocent ones among men with peaceful and identical appearance! Here is the enigma!
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Figure 84 H. Braun-Vega, Raptos a la chilena (the Chilean-Style)
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Figure 85 Poussin, The Rape of the Sabine Women, 1634-1635
Braun-Vega introduced for the first time political themes into his painting by way of a technique invented by him to transfer new stories onto canvas: the ‘collage” newspaper. Starting in 1965 until 1973, the war in Vietnam reached on extreme pitch of violence; during this period, parallel with the war pursued by the USA in Asia, that a shock occurred that stirred his Latin American roots in the same way that the destruction of Guernica by Nazi warplanes in 1937 had a radical impact on the revolutionary humanism of Pablo Picasso: the military coup against Chilie’s Popular Unity and the death of Salvador Allende in the burning of the Moneda Presidential Palace by the fascist army of Pinochet. This time the artist did not find himself in the presence of a dual reality but had to face a fractured, wounted and ruined reality.

The series of paintings which start from the Rape of the Sabine Women by Poussin take for object this tragedy which has occurred in Chile. Braun-Vega, in his Raptos a la chilena (rape Chilean-Style), carries out an interpictural development of his work. Many other works of Braun-Vega also denounce imperialist policies in Latin America.
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Figure 86 Braun-Vega, la Leçon d'anatomie (the anatomy lesson), 1984
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Figure 87 Rembrandt, The Anatomy Lesson of Dr. Nicolaes Tulp, 1632
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Figure 88 Che Guevara, Avrättad, 1967
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Figure 89 Goscinny - Uderzo, le Devin, ‘la Leçon d’anatomie’, 1972

Figure 90 Francis Moreeuw, la Leçon d’anatomie, 1993

A case in point is la Leçon à la campagne (Lesson in the countryside, 1984), an interpictural creation based on Rembrandt’s Doctor Tulp’s Anatomy Lesson, which recalls the murder of Che Guerra. This painting illustrates the humanist position of Braun-Vega. The corpse on the dissecting table is not that of Che Guerra (as photographed after his death) but of the wretched beggar painted by Rembrandt. And the burgher friends of Doctor Tulp pare partly replaced by working people. As for Doktor Tulp, he is replaced by a Latin American military man of no definite nationality.  These paintings irritate, since they speak to our intellect as much to our emotions, and our conscience.

To conclude, we can easily increase the number of paintings which follow the way of interpicturality. Vega’s entire work can be qualified as “portraits of masters”; so much does he identify with the great European painters. Braun-Vega’s aesthetic is founded in a syncretic embodiment of the styles and subjects of others artists. Innumerable models livened up the painter’s studio throughout his career. A term coined by Roberto Gac, defined as a “technique that incorporates, both explicitly and dialectically, elements taken from the works of the masters of Western art and that is essentially open to all cultures, all perspectives and all species of intermingling”, interpicturality, because of its system of spacio-temporal references and its questioning of the observer and the observed object could be understood as a working method that recalls, by analogy, the most advanced principles and concepts of contemporary knowledge.
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Figure 1 Edouard Manet, Luncheon on the Grass 1862

Figure 2 Marcantonio Raimondi, Judgement of Paris, 1514
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Figure 3 Picasso, Luncheon on the Grass, 1960 (examples of repainting)
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Figure 4 Titian, The Pastoral Concert 1510

Figure 5 Giorgione, The Pastoral Concert 1509
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Figure 6 Jean-Baptiste Siméon Chardin, The Grace (Bénédicité), 1790

(example of self-quotation)
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Figure 7 P. Gauguin, Self-Portrait with Yellow Christ, 1890

Figure 8 V. Van Gogh, The Yellow Christ, 1889
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Figure 9 Ernest Pignon-Ernest, Naples, 1988-1995
Figure 10 Caravaggio, David and Goliath, (or David with the Head of Goliath or David Victorious over Goliath) 1598
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Figure 11 H. Ando, Great Bridge, Sudden Shower at Atake 1857
Figure 12 Van Gogh, The Bridge in the Rain 1888 (example of repainting
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Figure 13 Matisse, Dance, 1900
Figure 14 Matisse, Dance, 1910 (example of self-quotation)
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Figure 15 Matisse, The Dance of the Capucines, 1912

Figure 16 Roy Lichtenstein, Portrait of Snowy, 1923
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Figure 17 Lichtenstein’in Artist’s Studio, “The Dance”1923
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Figure 18 Lichtenstein, Still life with Goldfish, 1972
Figure 19 Matisse, Interior with Red Fish, 1914
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Figure 20 Martial Raysse, Made in Japon, The Great Odalisque, 1964

Figure 21 Ingres, The Great Odalisque, 1814
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Figure 22 F. Bacon, Pope Innocent X, 1953
Figure 23 Velasquez, Portrait of Pope Innocent X, 1649
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Figure 24 L. de Vinci, Mona Lisa, 1503

Figure 25 M.Duchamps, L.H.O.O.Q., 1919
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Figure 26 H. Braun-Vega, La jeune fille au tournesol (Matisse), 2004
Figure 27 Matisse, Dance, 1909
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Figure 28 H. Braun-Vega, Nature fragile (Gauguin), 2004
Figure 29 P. Gauguin, Manao tupapau, 1892
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Figure 30 H. Braun-Vega, Nature des Iles,   (Gauguin, Matisse), 2004

Figure 31 Gauguin, Tehamana Has Many Ancestors, 189
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Figure 32 H. Braun-Vega, le Géographe à Lima, 2004

Figure 33 Frans Hals, Gypys Girl, 1682
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Figure 34 H. Braun-Vega, La brodeuse à N.Y, 2004
Figure 35 Johannes Vermeer, The Lacemaker, (la Dentellière), 1670
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Figure 36 Braun-Vega, Femme fleur (Matisse), 2004
Figure 37 Matisse, Nu bleu, 1952
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Figure 38 Braun-Vega, Sol y sombra” (Matisse et Picasso), 2004
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Figure 39 Picasso, Guernica, 1937
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Figure 40 Picasso, The Crucifixion, 1930
Figure 41 Mathias, The Crucifixion, 1512-1516
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Figure 42 Picasso, David and Bethsabee, 1949
Figure 43 Lucas Cranach, David and Bethsabee, 1526
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Figure 44 Vélasquez, l’Infante Marie-Marguerite, 1653
Figure 45 Picasso, Infanta Margarita, 1957
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Figure 46 Goya, Maja Denuda, 1799
Figure 47 Picasso, Nu Couché, 1964
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Figure 48 Van Gogh, L'Arlesiene, 1888
Figure 49 Picasso, Portrait of Lee Miller as L'Arlesienne,1937
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Figure 50 L. le Nain, Happy Family, 1642
Figure 51 Picasso, le Retour du Baptême, 1917
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Figure 52 El Greco, The Portrait of a Painter, 1603

Figure 53 Picasso, Yo, Picasso, 1901
Figure 54 Picasso, The Portrait of a Painter after El Greco, 1950
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Figure 55 Goya, Nature morte à la tête de mouton, 1808-1812

Figure 56 Picasso, Nature morte au crâne de mouton, 1939
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Figure 57 Goya, The 3 Mai 1808, 1814

Figure 58 Picasso, Massacre in Korea, 1952
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Figure 59 E. Manet, Execution of Emperor Maximilian, 1868
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Figure 60 Picasso, The Rape of the Sabine Women, 1962

Figure 61 Poussin, The Rape of the Sabine Women, 1634-1635
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Figure 62 Picasso, The Rape of the Sabine Women, 1963

Figure 63 David, The Sabine Women, 1799

[image: image50.jpg]



Figure 64 Delacroix, The Women of Algiers (in Their Apartment, 1834)

Figure 65 Picasso, The Algerian Women, 1955
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Figure 66 Picasso, The Algerian Women (detail), 1955

Figure 67 R. Lichtenstein, Algerian Woman, 1963
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Figure 68 Picasso, Ladies on the seine, 1950

Figure 69 Courbet, Young Ladies on the Banks of the Seine, 1856
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Figure 70 Picasso, Weeping Woman, 1937

Figure 71 Erro, Big Tears for Two, 1962
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Figure 72 Francis Bacon, Second version of Triptych, 1944
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Figure 73 Picasso, la femme au stylet, 1931
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