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HONORE DAUMIER'S 

L'IMAGINATION SERIESl 

Shao-Chien Tseng 

Honore Daumier, one of the most complex and auda­
cious artists in nineteenth-century France, is generally 
considered to be an astute observer and historian of his 
times with an insightful grasp of rapidly changing poli­
tics and society. Although his work is mainly studied in 
relation to contemporaneous events, in this essay I would 
like to discuss a virtually unexamined aspect of his pro­
duction - his sensitive venture into psychology as mani­
fested for the first time in his career in the series 
l'Imagination. Executed during Daumier's eleven-week 
detention at Dr. Casimir Pinel's mental hospital from 

November 1832 to February 1833, this obscure suite of 
sixteen watercolors, only one original of which has been 
located, were lithographed by Charles Ramelet, a novice 
printmaker and emerging painter and watercolorist.? With 
Charles Philipon's witty captions, it was published from 
January 1833 to April 1834 in la Caricature and le 
Charivari, the new daily that Philipon had recently 
launched during his imprisonment after discussions with 
Daumier.' Created in response to the psychiatric setting 
and French society at large, the series explores various 
forms and effects of pathological fixations, revealing the 
meditations of Daumier and Philipon on the relationship 
between mental alienation and historical change. 

L'Imagination's critical oblivion is due largely to its 
triple authorship, seemingly whimsical and playful con-

Oculus, Volume 1, Number 1,1998 

tent, and decorative style. Toge*: 
mine the typical notion of DamBiI: 
provocative satirist capable at .. 
attack on King Louis-Philippe's ~ 

of the people in the print Garg_ 
six-month incarceration.f Schoba 

Ramelet's reproductions weakeoal 
watercolors, which they even pI1JI 

have examined first-hand.> IndeaI 
terious atmosphere of the series. iI 
times demonic figures incama~ 

unsettling wedding of the real ... 
aspects of a visual vocabulary I.-: 

Daumier. While serving the first II 
Sainte-Pelagic, the young carK:aI. 
did he fulfill inmates' demands" 
graced the wall of his cell with a IJ 
Gargantua.v His stay in Dr. Piod's 

to which some other political diaii 
to be transferred from the llJlhypa 
Sainte-Pelagic, was relatively ... 
During this non-punitive and vdII 
internment, the artist turned fr.-. 
mate inquiry into the activity of III 
gering, force, process, and repreIIlI 

The visual and thematic ~ 

require a study in broader psyc::llili=­
aesthetic contexts. Le MedecUJ (D 

only print in the series that refeu • 
de sante, portrays Dr. Casimir Pill 
long nose and sunken eyes), ca.:I 
cloak tensely in his fist, absorbed i 
ness. A grinning Death hovers .... 
tle demons of his imagination. a 
carrying his emaciated pat:ieas :BI 

These hideous and grotesque ..,.. 

and beastly ears and tails far~ 

enact the roles of undertakers... 
authorities; the unending (:0.- ., 
actions is suggested by D - "" 

-':' 



E DAUMIER'S 

TION SERIESl 

__L..AM;;"n Tseng 

t, 

tent, and decorative style. Together these features under­
mine the typical notion of Daumier as an intrepid, 
provocative satirist capable of, for example, the scathing 
attack on King Louis-Philippe's gluttonous exploitation 
of the people in the print Gargantua - the cause of his 
six-month incarceration." Scholars have assumed that 
Ramelet's reproductions weakened Daumier's original 
watercolors, which they even provided no evidence to 
have examined first-hand.> Indeed, the oneiric and mys­
terious atmosphere of the series, its Lilliputian and some­
times demonic figures incarnating imagination, and its 
unsettling wedding of the real and the fantastic are all 
aspects of a visual vocabulary rarely associated with 
Daumier. While serving the first half of his jail term at 
Sainte-Pelagic, the young caricaturist was busy: not only 
did he fulfill inmates' demands for portraits, but he 
graced the wall of his cell with a graffiti drawing of 
Gargantua.? His stay in Dr. Pinel's sanitarium at Chaillot, 
to which some other political dissidents had maneuvered 
to be transferred from the unhygienic and overcrowded 
Sainte-Pelagic, was relatively peaceful and productive." 
During this non-punitive and voluntary psychiatric 
internment, the artist turned from public defiance to inti­
mate inquiry into the activity of the imagination, its trig­
gering, force, process, and representation. 

The visual and thematic complexities of l'Imagination 
require a study in broader psychiatric, sociopolitical, and 
aesthetic contexts. Le Medecin (The Doctor; fig. 1), the 
only print in the series that refers directly to the maison 
de sante, portrays Dr. Casimir Pinel (with his distinctive 
long nose and sunken eyes), clutching the edge of his 
cloak tensely in his fist, absorbed in melancholy pensive­
ness. A grinning Death hovers above him, leading the lit­
tle demons of his imagination in a triumphant procession, 
carrying his emaciated patients away to a nether world. 
These hideous and grotesque hybrids of human torsos 
and beastly ears and tails far outnumber their victims and 
enact the roles of undertakers, quacks, clerics, and police 
authorities; the unending continuity of their macabre 
actions is suggested by Daurnier's skillful use of the infi­
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74 Honore Daumier's I'Imagination 

Fig. 1
 
Charles Ramelet after Honore Daurnier, Le Medecin, lithograph,
 

published in le Charivari, 19 August 1833.
 

nite border. As if forming a kind of marginalia in 
medieval manuscripts, these creatures, rendered with 
writhing serpentine lines, not only illustrate the central 
figure's thoughts, but encroach upon his normal percep­
tion and judgment as demoniacal possession. The doc­
tor's desk is occupied by a gendarme-demon and an 
assistant who are happily preparing a coffin for their next 
victim, while a Hellenistic portrait bust of blind Homer ­
the emblem of grand clairvoyance and epic imagination ­
sits serenely and sadly on the top of the cabinet.8 

Daumier depicted Dr. Pinel as dominated by anxiety 

Honore Daumier, Misanthropie, ~ 

and gouache, 1832-3. Me8IJpIIi 

over the ignorant charlatanism and poi 
upon his patients, an allusion to his dI 
psychiatric treatment and to his ~ 

prisoners remanded to his care (as a ... 
was once fined for his lax survoll;wrr 

detaineesj.? The caption written by fIii 
conveys Pinel's confessional blauuwlIICI_1i 
of his medical knowledge: '-Why•• 
patients all gone? ... No 1113111a""" 
purged them, and drugged the. ---'II 
it!"l0 Although this passage RAIla. 
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Fig. 2 
Honore Dammer, Misanthropie, graphite, pen and ink, wash, 

and gouache, 1832-3, Metropolitan Museum of Art. 

over the ignorant charlatanism and police brutality forced 
upon his patients, an allusion to his efforts at renovating 
psychiatric treatment and to his sympathy for the political 
prisoners remanded to his care (as a political liberal, he 
was once fined for his lax surveillance over his 
detainees)." The caption written by Philipon, however, 
conveys Pinel's confessional lamentation over the limits 
of his medical knowledge: "Why the devil are my 
patients all gone? ... No matter how hard I bled them, 
purged them, and drugged them ... I don't understand 
it!"l0 Although this passage reflects the difficulties of the 

i Dtuunier's l'Imagination 

Fig.] 
I Damnier, Le Medecin, lithograph. 

"'Iid~in le Charivari, 19 August 1833. 
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" 

Honore Daumier's l'Imagination 

nascent profession, it actually contradicts the alienist's 

tenets and practice, for in fact, following his famous 

uncle and pioneer of French psychiatry, Philippe Pinel, 

Casimir Pinel was opposed to the traditional methods of 

bleedings, purgings, and chaining. Rather, he promoted 

"moral treatment" to address imagination and alter its 

course in order to cure insanity.U His private clinic was a 

spacious, comfortable rest home providing individualized 

care for a limited number of mental patients from 

well-to-do families; it served as a model of enlightened 
medical therapeutics for public asylums. 12 An anony­

mous article published in la Caricature in 1833 fondly 

recounted Dr. Pinel as a friend and a father figure for 

people of all political opinions under his care.13 

Philipon's caption thus reflects the lay reader's percep­

tion of conventional physical remedies directly applied to 

the lunatic's body. Although Daumier's portrayal of 

Casimir Pinel is far from the glorification of Philippe 

Pinel as a mythic "chain-breaker" in later large-scale 

paintings.H it nevertheless can be understood as an 

oblique tribute to the physician who is humorously repre­

sented as being just as tormented by a hyperactive imagi­

nation as his patients are. 

Most images in the series do not picture the world of 
the imagination as haunted by supernatural beings or evil 

spirits, but quite significantly, visualize an imagined nar­

rative or scenario in which the limitless extension of the 

self plays a central role. The protagonist is juxtaposed to, 

or even interacts with his or her diminutive effigies 

enacting the desired scenes. This feature is evident in two 

other representations of melancholies in the series ­

Misantropie (Misanthropy) and le Malade Imaginaire 

(The Imaginary Invalid) in which the figures are alienat­

ed from the real world and indulge in their dark and mor­

bid thoughts. Both men suffer from melancholy, an estab­

lished category of mental illness which had been viewed 

as a humoral imbalance since ancient times. It was rede­

fined in the sensationalist psychology of the 

Enlightenment as a disorder of the nervous system caus­

ing the mind to be devoured by a sad idee fixe.1 5 Seated 

in front of a warm glowing firqJba 
misanthrope plots his own death by 
jumping from heights, hanging, diu 
stabbing himself with a dagger ..... 

tells us, settles on the pistol. GiviIIfJ 
irony is the presence of the portr.Iil 
whose belief in pleasure countelpOi 
negativism, yet his beard serves _I 
hanging. A comparison between IbI 
and Daumier's watercolor (fig. 2), i 
nal recently found, shows that in ... 
the sculpted portrait carries a IIIlIC I 
sion of agony, the overall gradarima 
nuanced, and the linear quality 1lIOII 

lithographic translation, Ramelel: .. 

the details and given the image a_ 
tive ambiance. 

Another print that draws on a cb 
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_ 1InalitI) in which the figures are alienat­

wold and indulge in their dark and mor­

..... lIED suffer from melancholy, an estab­

ofnaJtal illness which had been viewed 
.. ' _:e since ancient times. It was rede­

"~"JDaIi:'st psychology of the 
.. a disorder of the nervous system caus­

IDlledevoured by a sad idee fixe. 15 Seated 

in front of a warm glowing fireplace, the skinny, bald 

misanthrope plots his own death by such methods as 
jumping from heights, hanging, drowning, poisoning, 

stabbing himself with a dagger and finally, as the caption 
tells us, settles on the pistol. Giving the picture added 

irony is the presence of the portrait bust of Epicurus 

whose belief in pleasure counterpoints the misanthrope's 

negativism, yet his beard serves as a convenient hook for 

hanging. A comparison between Ramelet's lithograph 
and Daumier's watercolor (fig. 2), the only known origi­

nal recently found, shows that in the original composition 

the sculpted portrait carries a more pronounced expres­
sion of agony, the overall gradation of tones is more 

nuanced, and the linear quality more intricate.I'' In his 
lithographic translation, Ramelet has somewhat obscured 

the details and given the image a more sober, introspec­
tive ambiance. 

Another print that draws on a classic type of 

overindulgence in imagination is le Roman, which repre­

sents the process of a woman's reading a romance novel. 

A young woman, seated in a lush garden, conjures up a 
narrative sequence in which she, as a heroine, faints at 
the sight of a duel that she has caused, then receives a 

marriage proposal from her lover/winner, and finally 

embarks on a journey in a carriage with him. The work 
depends upon a long-established view of the menace of 

novel reading for young women, who were thought to 

have little ability to discern the fictive from the real. This 

had been proposed in such works as Condillac's 1746 
psychological treatise Essai sur l'origine des connais­

sances humaines .n The July Monarchy witnessed both a 
rise in female literacy and a growing number of visual 

representations of modem female readers, including lith­
ographs which closely parallel Daumier's such as 

Frederick Bouchot's Rive d'une pensionnaire and Paul 
Gavami's Distraction. 18 

The novel reader's politicized counterpart is the preg­
nant woman in the print Chimere de l'Imagination 

(Chimera of Imagination; fig. 3) which is an explicit 
self-reference to the opposition journalist's task and a 
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Fig. 3 
CharlesRamelet 

after HonoreDaumier, 
Chimere de l'Imagination, 

publishedin la Caricature, 
7 February 1833, 

McCormickLibrary of 
Special Collections, 

Northwestern 
UniversityLibrary. 

Honore Daumier's l'Imagination 

counterattack on the king and government. To magnify 
its voice of indictment, the lithograph was separately 
published in the more politicalla Caricature, instead of 
the broader-based Ie Charivari, in which all the other 
prints of the series appeared. The work portrays the fear 
of a middle-class pregnant woman that her child might 
resemble the king or any of the ministers, whose 
grotesque portraits-charges frequently covered the third 
page of the satirical joumalla Caricature (she is shown 
holding this page while the remainder of the weekly has 
dropped onto the floor). The caption exposes her inner 
delirium: "Oh my god! What if I have a baby with a pear 
head!"19 This is a clear reference to King Louis­
Philippe, who is represented as a phantom toddler in a 

virtually pear-shaped body, with bony, feeIJII 
ported by his ubiquitous umbrella.o' To efta 
and elicit laughter, Daumier brilliantly usecli 
superstition that a newborn's appearance .... 
ed by what the mother had been often expB 
pregnancy. The apprehension about gi~ .. 
deformed baby alludes to the stark reality of 
repression, implying that the current regime 
its citizens' nightmare (this was the regime. 1 

ber, that had also censored and jailed na..i 
It is abundantly evident that the series ,.,. 

conflates psychiatric observation and sociop 
mentary. Introducing the suite of lithograpllil 
Philipon made it clear that Daumier had iniIi 
of exploring "actions diaboliques, les ~ 

Espagne, les projects, les souhaits, les idees I 
les chimeres de l'Irnagination.v-! The serilsi 
straightforward illustration of Pinel's tbemy. 
nor a study of the physiognomic counreo.a 
insane like the well-known portraits by GcuI: 
Gabriel and Theodore Gericault.Z? because .. 
atric dimension in Daumier is infused willi d 
sociopolitical critique. In other words, for III 
boundary between Pinel's maison de~. 

side world is tenuous and fluid: in the ei~ 

English tradition of satirical prints, such as d 
Hogarth, the hospital stood for a society, ... 

embodied a macro-asylum. The relatiomllip I 
illustrated in Daumier's biting caricature, Ir. 
Ministeriel: Differents monomanies des __ 

politiques, published in la Caricature in'" 
ing the period between his trial and arre.st..BJ 
the king and the sixteen cabinet II1eIIIbcIs_ 
their individual characteristic mo~-~ 
yard of Charenton. The print eloqueady 
of monomania, a disease entity named. ~ 

Esquirol in 1810, as a means of potiIiaI 
accompanying text, Philipon not onlyeII.... 
parallel between lunatics and poIi6-ici=.," 
asylum as a truthful mirror ofCOl8:l.._11111i 
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JdIi:11:loce to King Louis-
as a phantom toddler in a 

virtually pear-shaped body, with bony, feeble legs sup­
ported by his ubiquitous umbrella.Z? To effect his satire 
and elicit laughter, Daumier brilliantly used the prevalent 
superstition that a newborn's appearance would be affect­
ed by what the mother had been often exposed to during 
pregnancy. The apprehension about giving birth to a 
deformed baby alludes to the stark reality of political 
repression, implying that the current regime had became 
its citizens' nightmare (this was the regime, we remem­
ber, that had also censored and jailed Daumier himself). 

It is abundantly evident that the series l'Imagination 
conflates psychiatric observation and sociopolitical com­
mentary. Introducing the suite of lithographic plates, 
Philipon made it clear that Daurnier had initiated the idea 
of exploring "actions diaboliques, les chateaux en 
Espagne, les projects, les souhaits, les idees fixes, toutes 
les chimeres de l'unagination.v-! The series is neither a 
straightforward illustration of Pinel's theory and practice 
nor a study of the physiognomic countenance of the 
insane like the well-known portraits by George-Francois 
Gabriel and Theodore Gericault-? because the psychi­
atric dimension in Daumier is infused with the artist's 
sociopolitical critique. In other words, for Daumier, the 
boundary between Pinel's maison de sante and the out­
side world is tenuous and fluid: in the eighteenth-century 
English tradition of satirical prints, such as those by 
Hogarth, the hospital stood for a society, which in turn 
embodied a macro-asylum. The relationship had been 
illustrated in Daurnier's biting caricature, le Charenton 
Ministeriel: Differents monomanies des alienes 
politiques, published in la Caricature in May 1832 dur­
ing the period between his trial and arrest.23 In the print, 
the king and the sixteen cabinet members are engaged in 
their individual characteristic monomanias in the court­
yard of Charenton. The print eloquently uses the concept 
of monomania, a disease entity named by Jean E.-D. 
Esquirol in 1810, as a means of political satire.24 In the 
accompanying text, Philipon not only elaborated on the 
parallel between lunatics and politicians but upheld the 
asylum as a truthful mirror of contemporary society: 
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Honore Daumier's l'Imagination 

It is at Charenton that with a glance you will sum 
up the spirit, tastes, manners, beliefs, idiosyn­
crasies of your epoch. I have seen Charenton only 
once (it was yesterday), but I would bet my life 
that the Republic, the Empire and the Restoration 
have populated it with men as different as those 
epochs were themselves different.F> 

Continuing in a similar vein, the series l'Imagination 
observes and gauges the relationship between the 
sociopolitical climate and the rate and types of mental 
disturbances. This analogical method is at work in the 
print le Depute ventrigoulu,26 in which a highly decorat­
ed parliament deputy, with one hand supporting his cheek 
and the other placed on his stomach, is plagued by an 
imagined orchestra riotously booing him. The maddening 
band, as the caption reads, represents his discontented 
voters; it also alludes to le Charivari itself, a journal that 
aimed to rattle the nerves of targeted politicians by loud­
ly disclosing their scandals.F Without particular resem­
blance to any actual political figure, the embattled deputy 
here serves as a generic type of politician unable to meet 
the needs of the voters and thus subject to ridicule and 
criticism. 

With his caustic wit, Daumier exposed the illusion 
and dissipation of the clergy in the prints le 

Predicateur (The Preacher) and le Cure (The Priest). 
The preacher, with his eyes and mouth wide open, is 
enraptured by the phantasmagoria in which cardinal's 
insignia are being ceremonially bestowed upon him in 
the honorable presence of the royal family. The caption 
tells the reader that the king, moved to tears by the 
preacher's successful sermons on avarice and perjury in 
the court, cordially shakes hands with him. The print, 
le Cure, depicts a priest, also seated in front of a fire­
place, dreaming of endless devotion and tribute (such 
as food and wine) from the poor population. His pudgy 
face wears a gratified smile and a mole that suggests 
syphillis and his dissolute life. 

Daumier stressed the social and economic j 
ferment and nurture the imagination in Ibn:e, 
series. A grisette envisions a future ofbealily 
personified by a train of well-dressed mi.... 

each woman being her replica, parading in kI 
attic. In another print, an old woman day~ 

deceased husband miraculously informing m 
ning number of the lottery, and a dawn seRBII 

ulates her on her newly gained fortune. 1be II 
features a paranoid miser tensely safe~ 

sessions from imagined robbers intruding .... 
fireplace and window, and as a result of Ibis_ 
battle, he has injured his right wrist and his d 
tom. The leitmotif in these images is a high til 
anxiety over financial well-being. The ~ 

aspire after a quick fix to end their povenj, .. 

ter-off clutches his moneybag. The theme'sd 
vance to the historical moment is notewor6.J,. 
tures a salient mind-set symptomatic of e;dyl 
society, where increased social mobility""_ 
bilities of self-fashioning heightened menI:lIIti 
These individuals' intense and exclusive fiDIi 
material comforts and security were relalal. 
Monarchy government's overt emphasis .... 
ests in an attempt to broaden its social blae..111 

Visualizing the complex workings and dIiI 
ination, the series corresponds to !be ~ 

that to imagine is to conjure up images... III 
quent contemplation, a view held by pbiIuwifi 
Aristotle to Descartes and Locke. 29 It also lEI 
increased body of imagery of imaginaricw -.I 
which was concentrated in the media of.... 
illustrations in the early nineteenth ~ "II 
views of the real and the fantastic. ....... 
fully employed in Fuseli's Nig~", 

English and French cartoonists hei iI 
to satirize the contradiction 01" gulf...... 
realms. 30 

Unlike these sporadic images __­

subconscious, the series l'bacg' C 
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.....k. die Empire and the Restoration 

iI wiIh men as different as those 
• lves different.25 

ill a lIiIIIIibI£ vein, the series l'Imagination 

.III'IS die relationship between the IC-- 3Dd the rate and types of mental 
- .aIogical method is at work in the 

a,; «ovJu,26 in which a highly decorat­

....IIy.. with one hand supporting his cheek 
",_dOIl his stomach, is plagued by an 

JioIously booing him. The maddening 
..... reads, represents his discontented 
~ ID le Charivari itself, a journal that 
_ ~ of targeted politicians by loud­

- a:-dals.27 Without particular resem­
...political figure, the embattled deputy 
a.-:Dc type of politician unable to meet 

......an and thus subject to ridicule and 

- 1rit.. Daumier exposed the illusion _the clergy in the prints le 

rrr.tJcher) and le Cure (The Priest). 

willllIis eyes and mouth wide open, is 
_pllantasmagoria in which cardinal's 

ceremonially bestowed upon him in 
.. eM r of the royal family. The caption 
..die king, moved to tears by the 

lEa:lilIiilll sermons on avarice and perjury in 
....."'_ mates hands with him. The print, 

a p:iest, also seated in front of a fire­
_ eodless devotion and tribute (such 

- ) from the poor population. His pudgy 
PaIifit:d smile and a mole that suggests 
..dismlute life. 

Dammer stressed the social and economic forces that 
ferment and nurture the imagination in three prints of the 
series. A grisette envisions a future of beauty and luxury, 
personified by a train of well-dressed miniature couples, 
each woman being her replica, parading in her shabby 
attic. In another print, an old woman daydreams of her 
deceased husband miraculously informing her of the win­
ning number of the lottery, and a dawn serenade congrat­
ulates her on her newly gained fortune. The print l'Avare 
features a paranoid miser tensely safeguarding his pos­
sessions from imagined robbers intruding through the 
fireplace and window, and as a result of this make-belief 
battle, he has injured his right wrist and his clothing is 
tom. The leitmotif in these images is a high degree of 
anxiety over financial well-being. The socially humble 
aspire after a quick fix to end their poverty, while the bet­
ter-off clutches his moneybag. The theme's close rele­
vance to the historical moment is noteworthy, as it carica­
tures a salient mind-set symptomatic of early bourgeois 
society, where increased social mobility and new possi­
bilities of self-fashioning heightened mental disturbances. 
These individuals' intense and exclusive fixations on 
material comforts and security were related to the July 
Monarchy government's overt emphasis on private inter­
ests in an attempt to broaden its social base. 28 

Visualizing the complex workings and effects of imag­
ination, the series corresponds to the long-standing thesis 
that to imagine is to conjure up images and their subse­
quent contemplation, a view held by philosophers from 
Aristotle to Descartes and Locke.l? It also belongs to the 
increased body of imagery of imagination and dreams 
which was concentrated in the media of prints and book 
illustrations in the early nineteenth century. The double 
views of the real and the fantastic, which had been force­
fully employed in Fuseli's Nightmare, fascinated both 
English and French cartoonists because it enabled them 
to satirize the contradiction or gulf between the two 
realms.t" 

Unlike these sporadic images of the irrational and the 
subconscious, the series l'Imagination represents a sys­
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tematic attempt to explore the human psychological 
intensity and complexity that may be concealed beneath a 
calm, immobile facade. Daumier significantly sought to 
problematize the seemingly innocuous and elusive 
"imagination", grounding it in a contemporary sociopolit­
ical context. The series popularizes and broadens the psy­
chiatric aspect of imagination to encompass a cross-sec­
tion of gender, age, and occupation in Parisian society 
under the July Monarchy. In this sense, the suite is the 
neglected but important harbinger of the typology that 
forms the basis of Daumier's production of social carica­
tures after the 1835 press law prohibited all opposition 
political images.U 

In Daumier's typology of imagination, however, there 
is one conspicuous absence, namely, that of the artist. By 
1780 there was a growing effort to see imagination as 
governing the related activities of perception, experience, 
aesthetic appreciation, and above all, creative faculty. 
The idea of imagination became increasingly identified 
with artistic power, genius, and originality.V In visual 
representations, by the mid-nineteenth century, the imagi­
nation and reveries of writers and artists such as Ossian, 
Michelangelo, Tasso, Goya, and Grandville upstaged 
those of religious and mythological figures.F' Daumier's 
l'Imagination series, however, clearly eschewed aesthetic 
motifs in favor of social types. Imagination manifests 
itself as fanciful projections, as idle, prolonged diver­
sions, and as agents of physical deterioration, but never 
as vitality or creativity for actions capable of improving 
one's status quo. Outside the sphere of aesthetics and 
actualized in the real world, excessive imagination tends 
to be extravagant, chimerical, and pathological. Exempt 
from social critique, imaginative fecundity in the realm 
of aesthetics may be something Daumier permitted. It 
was only in the later series of works, done in fine art 
media such as watercolor and painting, that Daumier 
sought to focus on the figure of the artist and grapple 
with representing the feats and flights of artistic imagina­
tion, and this dimension of his oeuvre will necessitate a 
separate study. 
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