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Abstract. This article presents a comprehensive theoretical examination of parody and 

pastiche, two pivotal concepts in literary and cultural studies. The study traces their historical 

origins, delineates their defining characteristics, and analyzes their functional and rhetorical 

dimensions, with particular attention to their manifestations in modernist and postmodernist 

periods. Drawing on foundational theories by Linda Hutcheon, Gérard Genette, Mikhail 

Bakhtin, Simon Dentith, and Fredric Jameson, parody is framed as a critical, dialogical 

practice, whereas pastiche is interpreted as a mode of aesthetic homage and cultural 

recollection. The findings suggest that in contemporary cultural production, the demarcation 

between parody and pastiche is increasingly fluid, fostering innovative hybrid forms that reflect 

the complexities of postmodern expression. This research contributes to ongoing theoretical 

debates by clarifying key distinctions and proposing a framework for analyzing hybrid textual 

practices in contemporary media. 
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Introduction. Parody, traditionally understood as a form of critical imitation that 

employs irony and satire to comment on a source text or style, has long been recognized as a tool 

for social and ideological critique. In contrast, pastiche is often characterized as a neutral or 

appreciative imitation, devoid of parody’s critical edge, and oriented instead toward homage, 

stylistic exercise, or nostalgic evocation. The postmodern era, with its skepticism toward grand 

narratives, its fascination with surface and style, and its pervasive sense of historical 

discontinuity, has complicated this distinction. Scholars such as Fredric Jameson have argued 

that in postmodern culture, parody has been largely replaced by pastiche - a “blank parody”1 

lacking satirical intent. 

Main body. This study seeks to provide a rigorous theoretical delineation of parody and 

pastiche, tracing their conceptual evolution and examining their contemporary manifestations.  

The research is guided by three primary objectives: first, to clarify the theoretical 

definitions and core characteristics of parody and pastiche through engagement with key 

thinkers, second, to analyze their distinct functional and rhetorical operations and third, to 

investigate the phenomenon of their convergence and hybridization in postmodern and 

contemporary cultural production.  

                                                      
1 Fredric Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism. Durham: Duke University Press, 1991,- P.  17. 
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By addressing these aims, this article aims to contribute to a more nuanced understanding 

of how imitation functions as a creative and critical strategy in today’s intertextual cultural 

economy.  

Parody and pastiche occupy distinct territories within the spectrum of imitation. Parody 

emerges as a fundamentally critical and dialogic practice. Linda Hutcheon’s formulation of 

parody as “repetition with critical distance”2 captures its dual nature: it incorporates a source 

while simultaneously establishing an ironic separation from it. This operation is effectively 

explained by Mikhail Bakhtin’s concept of “double-voiced discourse,”3 where the parodist’s 

voice engages with, contests, and re-accentuates the voice of the original text, creating a space of 

semantic tension and evaluative commentary.  

The function of parody extends beyond literary play into the realm of cultural critique. 

Bakhtin’s carnivalesque theory further frames parody as a socially transformative force, one 

thattemporarily inverts hierarchies and liberates discourse from official seriousness through 

laughter. Historical exemplars, from Cervantes’s Don Quixote to Alexander Pope’s The Rape of 

the Lock, demonstrate parody’s enduring role as an instrument of satire and cultural self-

reflection. 

In contrast, pastiche is defined by aesthetic imitation and stylistic revival rather than 

critique. Gérard Genette’s taxonomy is essential here, classifying pastiche as a hypertextual 

relationship where the connection to the source text (hypotext) is imitative, not transformative.  

The focus is on replicating style-the distinctive manner of a particular author, period, or 

genre-rather than reworking content with a critical aim. The intent is predominantly appreciative 

or archival. Ingeborg Hoesterey’s conceptualization of pastiche as “cultural memory in art”4 

underscores its function: to preserve, commemorate, and reintroduce stylistic idioms into 

contemporary circulation, often driven by nostalgia for a past aesthetic. Successful pastiche thus 

requires significant technical mastery and deep stylistic knowledge, positioning it as a skilled 

craft of recreation.  

The advent of postmodern culture has profoundly complicated the clear-cut distinction 

between parody and pastiche. Fredric Jameson’s seminal diagnosis posits a cultural shift where 

“parody finds itself without a vocation,”5 superseded by pastiche: a blank parody, a neutral 

practice of stylistic mimicry devoid of satirical impulse or a stable, critical subject. He links this 

phenomenon to postmodernism’s waning of affect and a depthless, historyless nostalgia -a 

longing for past styles consumed as images detached from their original historical context. 

However, the contemporary reality appears more dialectical than a simple replacement of 

one mode by another. Theorists such as Linda Hutcheon and Margaret Rose contend that 

postmodern texts often operate in a zone of intentional ambiguity, strategically exploiting the 

tension between parody and pastiche. These works compel the audience into an oscillating 

position between critical distance and appreciative immersion. This is not merely the failure of 

parody but its strategic complication, giving rise to a prevalent third mode-the critical-pastiche or 

the nostalgic-parody-where the evaluative stance is layered, ambiguous, and context-dependent.  

                                                      
2 Linda Hutcheon, A Theory of Parody: The Teachings of Twentieth-Century Art Forms. New York: Methuen, 1985,-P. 32. 
3 Mikhail Bakhtin, Problems of Dostoevsky’s Poetics, trans. Caryl Emerson (Minneapolis: University of Minnesota Press, 

1984,- P. 185. 
4 Ingeborg Hoesterey, Postmodernism and the Claims of History: Museum of Styles - Cambridge: Cambridge University Press, 

1998,- P. 25. 
5 Fredric Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism - Durham: Duke University Press, 1991,- P. 17. 
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The postmodern and contemporary condition is characterized less by the disappearance of 

parody than by its fusion with pastiche, creating complex artifacts that resist singular 

classification. The convergence of parody and pastiche carries significant implications for 

cultural analysis. It challenges critics to move beyond binary classifications and adopt more 

fluid, context-sensitive reading strategies. The intent of a contemporary text may not be stable or 

singular. It may be precisely to problematize intent and engage the audience in active 

interpretation. This dynamic extends from high art to the core of popular and digital culture.  

Social media platforms, with their remix cultures, memetic repetitions, and algorithmic 

nostalgia, are fertile grounds for new, accelerated forms of parody-pastiche hybrids that operate 

with collective authorship. Future scholarly inquiry could fruitfully build upon this analysis in 

several directions. First, applying this refined framework to empirical case studies across diverse 

media-such as video games, television series, and graphic novels-would test and elaborate these 

theoretical models.  

Second, exploring how parody and pastiche function within non-Western cultural 

contexts and in conditions of globalization would reveal important cross-cultural variations and 

exchanges.  Finally, the rise of AI-generated art, which operates fundamentally through 

algorithmic pastiche of vast training datasets, presents an urgent new frontier. Investigating 

whether artificial intelligence can truly engage in parody, or if it is destined for a new, extreme 

form of blank pastiche, will be crucial for understanding the next phase of artistic and cultural 

production. 

Conclusion. Parody and pastiche, while historically distinct, have evolved in response to 

shifting cultural and aesthetic paradigms. Parody remains a dialogic and critical practice, 

leveraging ironic distance to interrogate and reinterpret source materials. Pastiche, conversely, 

operates as a mode of aesthetic reverence, emphasizing stylistic continuity and cultural memory.  

In the postmodern context, the boundary between these forms has become increasingly 

permeable, leading to the emergence of hybrid artistic expressions that defy rigid categorization.  

This fluidity underscores the need for a nuanced, context-sensitive approach when 

analyzing contemporary literary and cultural productions. Future research could further explore 

the manifestations of parody and pastiche in digital media, memetic culture, and transnational 

artistic practices, where imitation, critique, and nostalgia continue to intersect in innovative 

ways. 
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