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HOW THE ARTS COUNCIL DESTROYS ART MOVEMENTS

Graham Stevens

Theft by Committee

“Imagine, for example, a Company proposing

commercialisation of an invention with the inventor.

The Company agrees to fund the development and

marketing of the invention. Before it is fully launched

on the market however it is discovered that the

Company has approached ten other Companies, given
them all the ideas, methods and know-how and funded
them to market the product nationwide, and further
had changed the idea slightly and begun to market it

themselves. The inventor would rightly take the
Company to Court and claim all profits, including
those of the competitors.

The Arts Council’s actions with APG are equivalent;
artists develop a new art concept and disclose it to

the Arts Council for funding. The Arts Council, as a

quasi-Agency of Government, allocate public funds to

exploit it themselves and actively support

competitors to infringe the intellectual property rights
of the artists and dissipate the idea. This is the key

practice embodied in Arts Council policy and
organisations which destroys art movements.”

Graham Stevens invented the water-bed in 1966 as one of a series of ‘walking
on water’ environmental sculptures. Sales in the water-bed industry for 1989 in
the U.S. were $2.23 billion and almost one in every five mattresses sold in the
U.S. now contains water. His inflatable play structures, invented at the same

time, and now usually known as ‘Bouncy Castles’ have a similar story of
worldwide application and commercial success. Both artworks were initially
funded and promoted by the Arts Council in the 1960s.

The last art work of Graham Stevens sponsored by the Arts Council was

‘Desert Cloud’ in 1974, filmed on the same location as Operation ‘Desert Storm’
in Kuwait. The film reached over 400 million worldwide in its first year, and the

skills of working in different contexts or environments to which he has been
invited since releasing the film have translated well into an architecture and

planning context. His architectural practice, Stevens Associates, now works in a

variety of geographical, social and cultural environments, from deserts to

rainforests, Science Museums to Merchant Shipping. Working in such varied

conditions develops an eye for assessing organisational structures and the
likelihood of Bureaucracy thwarting Intellectual Property Rights.

Graham Stevens was the first artist to go on an APG industrial visit (to BP
chemicals in 1967). The following article was written after he met up again with
John Latham and Barbara Steveni in 1989 and was asked to help re-launch APG

as 0+l. The article was circulated privately to artists, Arts Ministers, gallery

owners, Art Critics and Arts Council officers. Although it states the reverse in the

article, some saw it as an attack on the legitimate Arts Council, without

differentiating from the Arts Council Bureaucracy; assuming that the two could

not be separated or one attacked without the other - a strong indicator of
embedded Bureaucracy.

Graham Stevens says, ‘| found they (APG) were still dealing with the same
problems we had had in the 60's and early 70's, so it wasn't simply a question of
personalities or individuals, but rules inherent in the organisational structure of
the Arts Council and its Charter; the Arts Officers often being as much victims as
| would say that relations with Arts Officers | have dealt with
personally were excellent...

the artists...

I've had no dealings with the Arts Council since

1976, and in the few meetings | sat in on between 0+l and the Arts Council

everyone was very helpful and constructive, particularly now the issue of artists
intellectual property rights is being addressed within the Arts Council directly.
Itis much easier for someone independent of the Arts Council to criticize what

would not be worth fellow Arts Council officers sacrificing a career for.

Bureaucracy is the universal cancer of organisations, each discipline should
know best how to develop anti-bureaucratic safeguards. The article might help
towards internal reform, but the ultimate responsibility for art, of course, always
remains with the artist and only institutions which understand and respect their
real needs will succeed in supporting the Art and not destroying art movements.”

continued on page 2 column 2 e
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ideological base -

cosmology of art vis a vis that of physics

“A mid-Century confluence between form as art and formulation as
science has brought into view a comprehensive dimensionality of
‘event’. A Time-based framework (T), describing the Universe in terms
of a Reflective Intuitive Organism inclusively of any alleged
phenomena, is represented within a Point/Line/Plane geometry. (T) is
congruent with but complementary to the conventional space-based
(S) frameworks. Common ground between all such approaches to the
‘one’ is reached from a comparison between initial respective

interpretations of the concept of Least.”

'What in particular is it that we have missed out on?

| would say

1: The convergence of sciences and arts
on a numerate dimensional framework that
belongs to all cultures is the first basic. |
can see no room for doubt about this, the
theories of physics on their own are known
to be incomplete. The belief institutions are
pathetic. Philosophy is in a flawed medium.

2: The world is so obviously suffering from

Divided State Disease and so dangerously
near a terminal stage in this that a unified
frame such as has been proposed must at
least be candidate for a prescription in
these circumstances. It has been cynically
plundered by the arts funding bodies and
tossed airily aside by the arts lobby press.

3: No arts education has been enabled
through its administration to look at the way

John Latham

time based theory could up the status of
work as art. Language logic has broken
down. Promoters have had it all their own
way for twenty five years. Then there is this
fear of getting involved across the
academic disciplines, in business and
government. When the barriers were down
everyone found the new working
opportunitues exhilarating. There was no
end to them.

Published since 1983

NASA recently announced its
evidence of the early state
Universe, and there is talk from
scientists about the "Mind of
God". This model from physics
is admitted to be incomplete in
its fundamental premise,
notably with respect to human
action, the relativity and the
sources of. A finite, discrete,
numerate, time-based (T)
account proposes sources of
all action physical and mental,
patent and alleged, across and
thoughout a recurrent
universe. It arises where the
trajectories of art, physics and
philosophy intersect at a point

.. the point where language
‘and sense perception break
down.

4: The state of the world economy again —
what other than cross perspectives drain
energy and promotes suspicion? Does
anyone see how the coherence of society
depends on having a consensus about
nature — and how such a consensus has
been betrayed, when the whole weight of
early twentieth century work led to its

formition...?
John Latham September 1992
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John A. Walker

IN recent months issues concerning posh
and popular culture, the quality of art, and the
cultural standards evident in British arts tele-
vision have been hotly debated by such peo-
ple as John Ellis, David Hare, Michael
Ignatieff, Michael Kustow, Angela McRobbie,
Patrick Wright and Peter York in various mag-
azines and newspapers. York, a style and
marketing expert, claimed that the 1980s had
been an era of ‘posh pop’, thatis, posh talk
about popular culture, and he predicted that
the 1990s would be the era of ‘pop posh’, that.
is, popular accounts of high art. (Kenneth
Clark’s acclaimed series CivILISATION was
clearly a 1960s example of the latter.)

Other commentators argued there had
been a decline in ‘posh pop’ — serious criti-
cism of serious art—that the influence of the
academic discipline of central studies upon
art television had gone too far, that the inter-
est shown in popular culture, design and
youth subcultures had demolished the
boundary between art and pop culture and
thereby obscured the distinction between
goodand bad. They felt it was time to return
to a situation in which art was sharply distin-

guished from advertising, in which it was clear

that Keats' poems were better than Bob
Dylan’s lyrics, that Mozart was a more worth-
while artist than Madonna.

In December 1990 BBC1's Omnisus devot-
ed a whole programme to the American rock
singer and film star Madonna. Andrew Snell,
the editor, and Nadia Hagger, the producer,
obviously considered Madonna an important
artist who merited a full-length profile. The
subject matter of the programme increased
the series’ audience by over 4 million (7.7 mil-
lion watched as against the average audi-
ence of 3.1 million). One outraged viewer was
THEe OsseRVER columnist and LaTe SHow pre-
senter Michael Ignatieff: he claimed that

: Madonna's conception of art was false, that

she was not a serious artist, and that the pro-
gramme was ‘an amazing abdication of edito-
rial integrity’. One point needs to be made
immediately: the Omnibus programme was
not unprecedented. The British singer
Tommy Steele had been profiled in an earlier
edition of Omnibus and other series — Arena,
The South Bank show —had also previously
featured popular culture subjects, Letters and
articles subsequently appearedin the press
both for and against Madonna. The fact that
her work could provoke alively debate was
surely a sign of its cultural significance.
Another criticism levelled against arts tele-
vision, this time by John Ellis writing in
Modern Painters was that in treating popular
culture as art, too many arts programmes
were becoming ‘marketing adjuncts of the
cultural industries’; they were being led by

the market. But was
this any worse than
being led by the art

. : market? He also
claimed that the prior-
ity given to the artist
as creator/genius in
traditional arts pro-
gramming persisted
in the treatment of
popular culture, that
is, it was centred
upon individual pro-
ducers and stars,
with the result that
otherissues were ignored along with popular
culture’s ‘glorious anonymity’. Ellis feared that
serious, critical, evaluative arts documen-

taries were being supplanted by arts journal-
ism. 5

————
|

Review programmes on television are
necessary and valuable but it is true that the
journalistic emphasis of the 1980s and the
attention paid to contextual issues such as
the art market and art institutions, did resultin
a reduction in the number of documentaries
presenting detailed profiles of leading fine
artists and analyses of major works of art. It
was also true that there were some superficial
treatments of important subjects and some
reports about trivial subjects. (One Late Show
item was a report from the USA about paint-
ings executed by chickens belonging to Andy
Warhol's brother.)

However, coverage of current arts events
and popular culture topics ought not to be
abandoned, afterall, aside from the ever-pre-
sent problem of resources, there is no reason
why arts television should not concern itself

with both mass culture and the traditional arts,

and with the manifold interactions between
them.

Much of the debate between elitists and
Populists about cultural standards was mis-
conceived because it mixed up the issue of
high/low quality with the issue of high/low cul-
ture. The fact is qualitative distinctions and
judgements can be made within categories
as well as between categories, thatis, there
are good oil paintings and bad oil paintings ;
exceptional rock bands and dreadful rock
bands. Is a third rate oil painting really superi-
Orto a first rate rock ‘n’ roll record simply
because itis a painting rather than a disc?
More fundamentally, isit
féasonable to compare
two such different forms
of expression? Does it
€ven make sense to
Compare Mozart and
Madonna when their
kinds of music, audi-
ences and social-histori- |
Cal contexts are so dif-
ferent? There are many
types of music perform-
ing a variety of functions.
The same person can
enjoy different kinds of
music at differenttimes.
Even Ignatieff admitted that while he consid-
€red Beethoven a greater musician than
Chuck Berry, he would take records by both
men to a desertisland.

Academics who lecture on the fine arts
and popular culture do not wish to deny that
Qualitative differences exist, or that value

- — Mozari in & Whop winsds

judgements
are constantly
made, but
they seea
need to ask:
‘who is mak-
ing them,
according to
what criteria?
How canwe
account for
the fact that
judgements of
qualityinart
can vary from
person to per-
son, from cul-
ture to culture,
and from peri-
od to period?
Does this
mean there
areno
absolute aes-
thetic values,
that every-
thingis rela-
tive? How do
canons of
great works
and masters
comeinto
being and
how are they
maintained?
How, histori-
cally, did the
hierarchical
distinctions
between high
and low culture come about and what social
function do they perform? What is the fate of
the traditional fine arts in an age dominated
by mass media?’

Those who ‘*know instinctively’ what is
great or good art tend to avoid thinking about
such difficult theoretical questions. Arts televi-
sion could help here by commissioning pro-
grammes that attempt to explore these vexed
questions. After this was written a programme
that went some way to fulfilling this demand
did appear, that is, a film made by Martin
Davidson for The Late Show (BBC 2,
February 25, 1992) which brought the minds
of a range of thinkers to
bear on the problems of
quality in art, the canon,
and the categories of
high, middlebrow and
low culture

Arguably, behind the
debate was a fear or dis-
trust of the mass media,
particularly television.
As Ignatieff expressediit:
‘Everything cultural is
fed into the great maw of
our visual media and
comes out as entertain-
ment'. This huge gener-
alisation ignores the ability of television to
inform and educate as well as to entertain:
witness the arts programmes of the Open
University. A theorist might also wish to
unpack the notion of ‘entertainment’ and
examine the role pleasure plays in the appre-
ciation of both art and advertising.

The positive aspect of the mass media is
their ability to disseminate and democratise
culture (both high and low), but as far as the
fine arts are concerned there are prices to be
paid: the diminishing of the aura of art (identi-
fied by Walter Benjamin); the inevitable trans-
formations in the appearance of art objects
caused by the recording media of photogra-
phy, film and television. Furthermore, as the
debate summarised above testifies, televi-
sion’s mediation of the fine arts is such a fas-
cinating process that it can draw attention
away from the aris themselves.

Another complication arises from the fact
that when the medium of {elevision is situated
in terms of the ‘posh/pop’ divide, theniitis pop
rather than posh. It would seem, therefore,
that there is an inherent contradiction
between the subject of high art and its medi-
um of dissemination. Yet hierarchical distinc-
tions appear even within the discourse about
television, witness the distinction between
‘quality’ programmes and the rest. Television
also has aspirations to become artin its own
right. In the case of arts programmes with
such ambitions, television as art replaces art
on television.

John A.Walker lectures on the history of art,
design and the mass media at Middlesex
University. A third edition of his Glossary of Art
Architecture and Design has recently been
pblished by the Library Association , London and
G.K Hall & Co (Boston ) USA. He is the author of
a book about Arton TV (1o be published by
Manchester University Press)
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Madonna In “Materal Girl” 1985, Photo: Sire Records Wamer Bros & Just Loomis




E D t T 0 R I A L

W earegradually approaching the end of
the yearwhichmarksBritain'sentryinioa
Europeanorder...1akingusintothe 21
Century. Are we goingtowardsthe actionwitha
new dynamic unity orare we goingtostumble
downtheaisleinthe misguidedbluetorchlight.
Whenwe arrive whatwillwefind? Willitbe free
festivals of progressive music orarias per-
formedinfrontofflagwaivingpromenaders?
BetweenWarand Peace whereare ourcul-
turalenvoys? You mayfind them ‘represent-
ingyou'inthe Security Council, butwhendid
youlastsee Britishrepresentationinthe UN
artsand culture division—UNESCO?
Thereisanotherwargoingon—between
the galleries, which remain, tosucceedin
launching ‘theirartist' towards winningthe
Turnerprize. Thistimelastyearthe Turner
prizewinnerwas on hisway tobeinglauded
and applaudedinside the Tate Gallery.
Although he spoke upinfrontoftheinvited
guestsforartandarteducation,andcon-
demnedthelackof supportfortheartsingen-
eral, verylittle haschanged. Thisyear'swinner
is probably moreinthe business ofsavingthe
neckof his/hersponsoringgallery.
Theimposition ofa Ministry of Heritage
headed by aministerwho havingperformed
surgeryonthe national health service
(amongstotherthings) now began lobotomis-
ingthe Artsby declaringthem ‘Fun’and putting
themtobedwith heritage. Atthe otherend of
the tunnel‘other Europeans’ are formulating
dynamic policies whichgenerate energy,
whilstthis country continuestoshiveronthe
sidelines; moth eatenandleakingfrombeing
shutupinsome oldcloset. Instead of acountry
which couldencourage andcelebratethe
exceptional talents withinit, itsubmerges
everythingbeneath towering mountains of pri-
vately subsidised dross. Some artists are now
providing the obligatory artworkto “jolly up”
and justify the pay-roll of ever growing number
ofcurators. Beware, the artindustry is showing
signsofaterminal disease whichinflictsthe re-
structured NHS, top heavy layers of manage-
mentoveratired body of artists whichis sink-
ingfast. Youcallthisfun? Read on—inthis spe-
cialissue of AND you willfind beatinghearts
and purposeful energy which challenges.
AND willcontinue to participate with artists

whoworktowards socialchangeforthebetter. |
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IR eading accounts of art movements of
the past—Impressionism, Cubism, or
Constructivism, it is always amazing how
blind, bigoted and ignorant people were in
those days. Yet looking back over the last
twenty years of British Art a far worse process
has taken place; the wholesale destruction of
art movements that promised to give pleasure
and meaning to living in the twentieth-century
and help overcome some of its problems.

This time around however, the instruments
of destruction are not only individuals but the
central organisation set up to encourage and
promote the Art in Britain, — the Arts Council,
systematically destroying not one or two buta
dozen or more movements. Systematically
since the methods of destruction are embod-
ied in.Arts Council policy and practice, with
full time staff employed to carry them out and
promote similar practice in other institutions,
such as Regional Arts Associations and Local
Government. v

The means by which it has been done cen-
tres on institutional denial of intellectual
property rights of artists. The form which it
takes varies, from theft by Committee and
promoting infringement of copyright, to under-
mining the artist's reputation and persuading
clients to withdraw offers of exhibition or com-
missioned engagement, making it difficult or
impossible to develop, practice, trade or
exhibit as an artist.

This may be hard to believe when the Arts
Council, consisting of such seemingly nice
people, has supported at one time or another
practically every known artist practising
today. The problem is the familiar one of
creeping bureaucracy; when the convenience
and needs of the bureaucracy takes prece-

. dence over its original purpose; in this case
supporting the creative process of making,
developing and experiencing art. When the
Arts Council was administering public support
to artists it worked well; when it extends its

. own brief it stands between artists and public,

. interpreting and filtering artists’ work for public

| consumption and initiating and supporting its
own preferences and ideas of art, ‘support’

+ changes to ‘control’ of art and thereby of

. artists and the public experience of art.

© Without knowing anything of the inne?ﬁvork—
I ings of the Arts Council one only has to look at
'\ the derisory budget of 2% which the Arts

Council allocates to the Visual Arts to see the
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1 level of activity and importance it attaches to

| the contribution artists can make to public
sector social and economic life of the country.
What per cent of 2% reaches living artists we
© don't know. This poverty funding also charac-
L terises the artist's career as a job option sec-

. ond bestto the dole, with the Arts Council

| insisting that artists spend months applying

. forthe minute sums of grant money endlessly
| discussed in committee by salaried staff and
| volunteer artists. What hope is there for the
. fine arts when the organisation to which all
| central government public funds are chan-

l | nelled cannot even imagine any art activity

. worth funding, or how small sums of ‘seed

l' money’ can yield large profit, growth and

!T- export activity as it does in the private sector.

|| Perhaps art would be better served through

E: the Department of Trade & Industry.

r .

| The art movement

| The artmovementisthe accepted model of

how artists associate, judge their art, and

| progress. The Arts Council grew from the

Council for the Encouragement of Music and

| the Arts (CEMA) during World War Il, for the

| first time making public money available for

| the promotion of the Art, which enabled the

- government to put artists in the service of the

. State. By the Sixties it seemed to have found

| its mode of operation: supporting artists and

‘I art movements in a committed and enthusias-

| ticway;

';: “Its policy was to respond to artists’ needs”
(Sir Hugh Willatt, founder member, CEMA).

If the Arts are to realise their full public

‘ potential it is essential to understand how

| such positive starts lose out to creeping

bureaucracy.

Probably the best example to reveal the
nature of the problem is one which starts as
the most promising movement of the Sixties

and gradually sinks into what must be the Aris
| Council's worst case of sustained misman-
| agement.
.I Understandably it has become a curiously
1 taboo subject within the Arts Council itself,
Il

stimulating pained dismissive groans or
* heavy silences. Clearly both sides of the story
are deeply scarred.

The Context of Art

i One of the initiatives the Council supported

‘ was a group of artists who had begun touse a

context of art beyond the special conditions of
studios and galleries, and had formulated a
way in which the artist could be associated
with institutions and industries without com-
promising the freedom of action essential to
art.

This had developed after the Happenings,
Pop, Kinetic and Op-art movements, and
included artists such as Barbara Steveni,
Joan Hills, Jeff Shaw, Barry Flanagan, Keith

e ———

Arnatt, David Hall, Stuart Brisley, Carlyle
Reedy, lan MacDonald-Munro, Graham
Stevens, John Latham, Maurice Agis and oth-
ers. This might have been called
Contextualism, since it is founded on the
recognition that an art work changes funda-
mentally in where, who with, and how itis
made. Making an art work with staff, in their
factory, and with their materials and equip-
ment, is a different form of art to painting a
picture of staff working in a factory and greatly
expands the possible role and work options of
the artist.

Cve

AN OLI

Initially, in 1965, the Group collaborated in the
production of an introductory booklet called
‘Art Placement’ which examined relations
between artists and industry, the Artist
Placement Group (APG) was organised, first
as a trust, and then as a company with two of
its directors coming from Esso Petroleum and
GEC. Over the next few years it was fundec
by the Arts Council and grew to make major
contributions to the thinking and orientation of
art movements of the Sixties and Seventies:
Environmental, Light works, Air Art,
Conceptual, Participation, Performance,
Process Art, Community Art, Artin
Architecture, Artists’ film and Video, Energy,
Phenomenalism. and Time-Based Arts.
About 40 artists, mostly themselves innova-
tive in one way or another associated with the
group. (If you haven't heard of these move-
ments is it the fault of the artists or of the cen-
tral Body with a budget allocation of around
£100m a year ‘to promote knowledge and
understanding of the arts”.

The major successes of the Artist Placement
Group include a new Museum builtin
Peterlee directly resulting from Stuart
Brisley’s ‘Placement’ work with Peterlee
Development Corporation; lan Breakwell's
contribution during his first year’'s Placement
at the DHSS was valued by the Department
of Health at £3.5million. This work led to a
standard treatment for patients under Age
Concern. Thirdly the conservation of two
monumental industrial sites in central
Scotland.

The DoE published “You Me Here We
Are”, on the Birmingham Inner Area Study
with APG, which went into a second edition
and stimulated wide expansion of the princi-
ple amongst government departments and
then fully applied by art funding bodies.

APG made a successful approach to the
Civil Service Department in Whitehall, which
made a study of its own. The Civil Service
approved the form of association put forward
by APG and issued a Mema to all government
Departments indicating how to engage APG
artists.

There was also great interest in Europe
and the USA in the concept of Artist
Placement; the Economic ministry of North
Rhine Westphalia set up a joint British and
German Placement in 1984 on traffic safety.
(Stemming directly from this Placement the
Central Government of Germany have now
instituted a directive: ‘.. for the utilisation of
artists expertise in the solving of governmental
problems.”)

Usurping the
artists’ initiative
The Arts Council however, after supporting
APG under the aegis of Sir William
Coldstream to the point where it held a full
Hayward Gallery exhibition of Industrial
Placements (1971), under a new Art Panel
Chairperson, Sir John Pope Henessey, with-
drew their support— and the problems began.
In 1973, when APG was close to estab-
lishing a relationship with the Department of
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Trade & Industry, the Arts Council intervened,

claiming sole government right by convention
to fund artists, thus cutting off a major source
of funds and working contexts. Christopher
Chataway, then a minister at the DTI, invited
APG to help extend the arts beyond Barnet.
The Arts Council intervention meant that
negotiations were broken off. Regional Arts
Associations were set up shortly after. The
bureaucratic principle of appropriation and
destruction of good ideas had begun. In 1974
the Council made a 2-year-only grantto APG,
directing it to become self-financing by the
time the grant expired. In 1975 and unknown
to the Council, Barbara Steveni set up the 4
seminal government department Placements
that could have resulted in self-sufficiency,
given appropriate organisational support.

The Arts Council then began to make its own
response to the ideas of contextin art,
rivalling that of APG. £100,000 was allocated
and in 1977 a position for an Art Placement
Officer was advertised in the national press.
Taking a commercial analogy the effect of this
may be seen in a clearer perspective.
Imagine, for example, a Company proposing
commercialisation of an invention with the
inventor. The Company agrees to fund the
development and marketing of the invention.
Before it is fully launched on the market how-
everitis discovered that the Company has
approached ten other Companies, given
them all the ideas, methods and know how
and funded them to market the product
nationwide, and further had changed the idea
slightly and begun to market it themselves.
The inventor would rightly take the Company
to Court and claim all profits, including those
of the competitors.

The Arts Council’s actions with APG are
equivalent; artists develop a new art concept
and disclose it to the Arts Council for funding.
The Arts Council as a quasi-Agency of
Government allocate public funds to exploit it
themselves and actively support competitors
to infringe the intellectual property rights of
the artists and dissipate the idea. This is the
key practice embodied in Arts Council policy
and organisations which destroys art move-
ments.

Legal Rights

Looking back over 20'years itcan be seen
how the original ideas of work in context have
proved to be correct; the practice of art has
changed, artists deal in concepts and sys-
tems and in many different working environ-
ments: In the private sector, artist Richard
Hamilton helped design a minicomputer with
OHIO Scientific Inc., and Harold Cohen emi-
grated to the US and developed an “intelli-
gent” drawing machine. Artists now work with
engineers and architects, and “Placement” is
astandard part of art education. We can only
speculate on the reasons for the Arts
Council's incomprehensible response, but far
from supporting these movements the Arts
Council, through ignorance, arrogance, lack
of the necessary skills, or, what would be
more malicious — deliberate intent, have been
very effective in wiping out artists organisa-
tions and dissipating the intellectual property
of the artist. The function of the Council must
surely be the opposite; to protect all legal
rights — copyright, confidentiality, patent, con-
tractual and commercial rights, and not to pur-
sue policies which encourage their infringe-
ment.

Persecute the
Artist

The Arts Council, by now learning the rules of
Bureaucracy, began an extraordinary person-
alised attack on two founder members of the
group, John Latham and Barbara Steveni

(and by implication on anyone who associat-
ed with them). Allegations of persecutions are
easy to make, but in this case are fully docu-
mented by letters, witnessed accounts, unso-
licited information and the Arts Council’s own
archive record of dealings with John Latham
and APG over 20 years.

The attack took the form of interveningin
departments where Placement operations
were going on, (in the Scottish Office, for
example, when John Latham was there),
avoiding co-operation with overseas curators
wanting to mount one-man shows of John
Latham’s work, and, in 1977, refusing an
application for funds to develop the success-
ful government department work on grounds
of too few results. At the same time turning
down the applications from the Arts Council's
Artists in Residence in Cambridge for a com-
parative show of APG's government place-
ments with those of the Arts Council, on the
grounds that there was insufficient time for
the Arts Council’'s scheme to have produced
results. The Arts Council Secretary General
later wrote a letter to Andrew Faulds MP (then
shadow arts minister) which completely
undermined APG and John Latham as an
artist. Dealings with APG and John Latham
then degraded into a continuing mess of
tacky disinformation and character assassi-
nation.

paucracy

John Latham himself, after taking legal advice
and seeing the principles behind the issues,
responded as an artist; by making a work
which could be called ‘Battle with
Bureaucracy”. This continuing work in time
has so farlasted 13 years. The David's stone
which will eventually hit Bureaucratic Goliath
is the truth of John Latham and Barbara
Steveni's personal position; representing an
idea and the artists' Group which embodies
thatidea. The Group itself still represents
about 40 artists, including some of the best
artists working in Britain. The idea of the artist
placed in varied working environments is still
growing in application and acceptance.

Action One: of John Latham’s
“Bureaucracy” piece was to respond
(1977) in terms all bureaucracy under-
stand —to send in bills for Services
Rendered; One bill for £1million on behalf
of APG and another of £.5million for his
own services — a bill of £1.5million for cre-
ating one successful 20th Century art
movement.

These sums were based on current art mar-
ket prices and estimated value of work
completed, plus his own ranking in Europe
and the USA, where his work had twice
been purchased by the NY Museum of
Modemn Art and hung alongside the market
leaders (Rauschenberg and Johns: cur-
rent valuation of $17.7million for the latest
sale). How many other British artists were
in such collections and how did the Arts
Council capitalise on this export success?
It hid the twin work: virtually the same
piece, in its store, from which it has never
emerged.

Action two: Refuse payment of Inland
Revenue tax demands fo one agency of
the Crown whilst another agency of the
Crown persisted in making it impossible for
the artist to earn anything. John Latham
has paid no income tax since 1977 —a
major Bureaucratic Work in itself, extend-
ing the boundary of art into the heart of the
Government Purse.

Action Three: When the Law offered
no way of obtaining a hearing in England,
to apply to the European Court of Human
Rights. The ECHR ruled (1981) that the
Courtis unable to hear a case brought

against the Arts Council of Great Britain on

the grounds that the ACGB is a Private

Body, not a department of Government.
The Arts Council of Great Britain has
acknowledged in writing that it has itself
become part of an Art Work; part Drama, part
Bureaucracy, part Sculpture. It can now
choose its role in completing the art work;
maintain its fight against John Latham and
the Artist Placement Group (APG) dissociate
itself from past actions and recognise John
Latham, Barbara Steveni and APG and their
role in 20th Century art.

More difficult, will be to recognise the issues
of principle and organisation that have led the
Arts Council up the path of bureaucratic
destruction and repression, and take action to
protect the intellectual property right of artists
in line with other arts and commerce.

This is not an attack on the Arts Council per
se, it's an attack on creeping bureaucracy
and structural faults in the Arts Council. It's
the bureaucracy which makes the bureau-
crat, and | assume the present Arts Council
agrees. All the misconceived aims, policies,
funding structure, organisation, promotional
policies, management and career structure,
which, when put together and made accepted
practice, override and distort all the well con-
ceived intentions and policies. This can only
be changed from the top and in consultation
with good artists. Conditions are now
favourable fora change in Arts Council policy.

§ = E EE S Al e

.'.'-\ |

The recent Wilding Report was commis-
sioned partly through the recognition of
creeping bureaucracy in the Arts and has
reported back to the Minister for Arts. It
remains to be seen whether its recommenda-
tions tend to redistribute, while still reinforc-
ing, bureaucratic power at the continuing
expense of the artist, or, will central govern-
ment, in acting on its recommendations, listen
to artists and ensure the Arts Council can no
longer destroy art movements?

The Arts Council 3-year plan 89-92 is
interesting in its omission of the role of the
artist as the creator of art and their views on
how it is best made public, thus continuing the
nearly complete disenfranchisement and iso-
lation of the artists while expanding its own
budget for management, training, research,
quality assessment, all of which, when notin
partnership with the artist, serves only to
increase their power and resources to take
over the artists' role in initiating policy and
deciding the best way to relate to the public.
The declared Arts Council aim of ‘speaking
for the arts' comes to mean ‘denying the
artists their voice'. Artists do need all the help
they can get but they also need an organisa-
tion to fight for them and not against them.

b S LU o
If it fails to recognise and correct the prob-
lems, and continues to ignore, belittle and
deny artists, whilst hiding behind committee
procedures and unaccountability it will rein-
force the solution of disbanding the Arts
Council in line with Government policy
against Bureaucracies “.. | for one remain
concerned that our procedures are still too
bureaucratic” Margaret Thatcher told the
Parliamentary and Scientific Committee on
science funding in December '89.

It's not too difficult to imagine how much
better art would have thrived over the last fif-
teen years without the Arts Council.
Commercial Art Galleries and Auction houses
have done very well in promoting demand
and commercial value of art, prices for living
artists’ work now reaching $27million for one
painting. The Arts Council, having taken the
funding and central position in promoting the
arts, have denied the chance for artists to pro-
vide their own traditional form of organisation,
and destroyed art movements as they began.

fthe public's money had gone directly into
artists’ organisations instead of extending
bureaucratic power, there could by now have
been a fully fledged, self-financing and prof-
itable art movement identifying and express-
ing new art forms. Now that central govern-
ment purports to be for arts in the environ-
ment, for fundamental research in science
and against bureaucracy, it could transfer
those funds from a bureaucratic and destruc-
tive function into supporting visual artists’
organisations in line with national music and
drama budgets. By paying up it could see
how artists, when properly funded, can pro-
duce the art, can manage their own affairs
and can contribute to Britain's social and eco-
nomic life. ®

Graham Stevens ©
Photo: GRAHAM STEVENS' work ‘Transmobile’

©(1967) from his ‘Walking on Water' Series.
Photo: Stuart Kington.



“Broadcasting andthe Arts aretwinpillars
ofourculture. Indiverseandsurprising
waystheyinform, reflectandinfluence
eachother... therelationshipis creative—at
times competitive—butis clearthat broad-
casting andthearts needtosupporteach
otherifthechallenges of the nineties areto
bemet...” (PeterPalumbo, Chair, ACGB)

An Arts Council confer-
ence withthe apttitle
‘The Odd Couple’istobe
heldatthe Domein
Brighton27-29 October—
Thetheme ofthe confer-
enceistheinteraction
between (orlackof) the
Artsinthe media (primar-
ilythatof TV):
‘Againstthe background
ofanewschedule at
Radio Three, fears about
thesurvivalofarts broad-
castingunderthenewITV
franchise holders and
continuing debate about
the relevance of existing
arts programming to
mainstreamissues, the conference will
presentan opportunityforlively discussion...’
(extractsfroman Arts Council pressrelease
issuedJuly 1992).

My responsetothis pressreleasewas:
Who organisedthis conference —forwhat
purpose andwhere are theartistsamongst
theseeminentpersonswhohave already,
(accordingtothe pressrelease and accom-
panyingpamphletofschedule/bookingform)
decidedthe frameworkof speakers, partici-
pants, location, fee, subjectmatters ofwork-
shopsandsoon?

Whenlask: Wheredidthisdecisionto
have aconference come from—howwasthis
ideaformulated—whoinfluencedits structure
—whatisitsupposedtoachieve—andwhy?|
amleftwiththefeelingthatthe heirarchy had
onceagainsetthe conditions of playandit's
leiutenants werealready in place. The ‘foot-
soldiers’ inthis scenario were being drip fed
with orders of who should attend, where the
troops should gather, andthe rules ofthe
gametobeplayed. Allclockwork orange
smoothasinthechoice of Hotel sheetsbut...
Where werethe artists?

Undoubtedlytimes are ‘competitive’;
rememberthe animosity which boiled up from
the TV Franchise fiasco, the continuing
attemptstotransformthe BBCinline withthe
‘leanmeanmolls’ of capitalistpig TV compa-
nies, the struggle of ‘settled’ TV companiesto
survivethe onslaughtofdishedup ‘alien’ TV
suckingthroughtothe cavity of ourcollective
mind? Yesitistime forusalltotake control of
the objectwhich seekstocontrolus—No, |
don'twanttosee Palumbo, Yentob, Bragg,
Isaacsetaldecidingwhatintrudesintomy
‘wallpaper’.

The pamphlet, issued by the arts Council,
setsoutthe Sessions: The Culture Debate—
statesthat ‘apanelofdiverse andinfluential
speakers ask: Where and Whatis the culture?
Isnowmoreimprtantthanthen? Andwhose
cultureisitanyway?’

Itgoesontosaythat: *...ifyouare onthe
outside broadcastingcan seemlikean

impenetrable world. And hereis an opportu-
nityforthe arts community toaskthe commis-
sioning editors of arts programmes howand
whythey maketheirdecisions."
Itwouldseemformthisthatpresent
Broadcastingdarlings are not muchdifferent
tothe mandarins of the Arts Council wheniit
comestomaintaining ‘exclusivity’:are we
againwitnessing privatisation of the democ-
raticprocess? Coulditbethatthe mandarins
atthe ACGBarebeingboxedintoacorner by
aMinisterwhocan ‘doanything'? Are they
partisanto presentgovernmentpolicies of
defining culture through the implemtation of
uncreative Governmentlegislationsuchas
the censorshiplaws? (Remember—The free-
domofinformation Act? Sections4,10,9and
28 )—attemptstosilencethe pressand TV
(broadcastingban of 1988) and more quietly
extreme selectivity inwhich artistsand art
forms receive promotionandfinancial
support). Of course, the Arts Council (asa
publicly fundedbody) should encourage and
supportart'sinterventionintothe ‘impenetra-
ble’ world of ‘privatised’ broadcasting: and
artists should prepare themselvestochal-
lengethe TV bosseswhocloakthe factoftheir
purely businessinterests with afantasy of
cultural gestures. Itwould be more advanta-
geoustoeveryoneif, forexample, the
‘Twenty-seven Pointprogramme’ prepared
bythelAAin 1984 was put
intoactionalongwiththe
APG conceptof Artist

' Placement. Whereisthe
creativity inapolicy which
refusestototake
artistsseriously?

Wherearetheartists?

Howmany of you out

| therecanspare£332.52
(inc VAT 0f£49.52) +
either2days of midweek
commutingto Brightonor
hotelaccommodation
withprices ranging from
...E20pernight..." ?

Thetwo days midweek

conference, |daresay, a
lotofuscansparethetime

(afterallconventional unemploymentis

always highamongstartists). As forthefinan-

cialcost?

Well, attheeleventhhour: “... the ACGB (is
awardinga) majorbursaryfund, inassocia-
tionwith Carlton TVandthe LAB, ... making
available more than 70fulland partial burs-
eries toenable individual artists, programme
makers andrepresentatives of smallarts and
broadcasting organisations, toattend The
Odd Couple conference, free ofcharge orata
reducedrate.’ (!)

Doesthisgesturedisplayatinge of
conscience? Isdissentintheair? Havethe
vibes hitthe wavelengths? Did our thought
messages getthrough? Orhave the organis-
erschickenedoutonan ‘artistfree’ confer-
ence?—orfearful ofanembarrasingly small
attendance?

Sadly, this ‘offer’ appearstobe a late after-
thought—withthis pressreleasedated 18
September—(3months afterthefirstpress
release).

‘... Thoseinterestedinapplyingfora
bursaryshouldsenda letter of application to:
The Odd Couple Bursary Fund, ACGB, 14
GreatPeter Street, London, SW1P3NQ, fax
no.0719736590."

ButHurry, Hurry, Hurry placesare Ltdand
thedeadline forapplications (was) October1!

Artists attending the conference—'officially
orunofficially’—maybe advisedtoreadupon
allthelegislation which currently controls
broadcastingandthe media, (andofcourse
theart(s).

JenniBoswell-Jones

The Campaignfor Press and Broadcasting
Freedompublishes ‘Free Press'and other
documents: The Broadcastingand Media
Unions, BECTU andthe NUJ areinvaluable
sources ofinformation: 'Towards a National
Arts & Media Strategy' (a consultative docu-
ment) available fromthe ACGB—-andmaybe
are-viewingofthe C4 ‘Banned’series—ifit
hasn'tbeenbanned?

Photo: Spitting Image Last Supper Installation depicting David Mellor at The Cutting Edge 1992

I or this project | made a conscious
decision not to provide an image, plan,
map that would provide coherence of the
various parts that made up the work, or the
areas the work covered. However, a print
produced for the exhibition did intentionally
focus on the general attitude assumed
throughout the project. Here is an image of
a device that is used to detect the incoming
signals of surveillance equipment -
(microwaves - sublimated, intangible
information) - to uncover secret in-
formation. Yet it appears, from close
scrutiny that its antenna, still showing
traces of bodily fluid, has recently been
withdrawn from one or more apertures of a
body.

A: The present work develops themes from the last four
exhibited works I've produced since 1990,
continuing to foreground the external structure of
support in which the mythic construction of artist and
art work participates: a mechanism that contributes
and establishes its own meaning. It is difficult to
establish where one set of ideas begins and ends
and the other begins and ends; or whether it is
possible to differentiate what is contributing to this
structure of support itself.

This structure belongs to a specific historical context,
whose set of ideas it is in business to develop and
distribute. In coming to terms with this context,
definable as Technological Modernism, one has out
of necessity to confront both of these aspects — the
“Question of technology” and the intentions of the
“external structure of support”.

By opening out the question of technology (i.e. as the
latest development of European Metaphysics,
whose essential nature according to Heidegger and
Virilio is unknown — referenced here by Cling/Film,
linking photography with rational thinking, all
objects we know are indistinguishable from their
photograph!). It is then possible to begin to think
through, and establish a ground for comprehending
what it is to participate in a contemporary art
practice-which belongs, contributes and participates
in a Global European Technological Culture — on the
one hand; and on the other, it is then necessary to
determine what occurs when a cultural product is
displayed in one location rather another i.e. the
occupation of one specific location/territory, rather
than another? In short, an examination of territorial

occupation by European culture.

MICROWAVE
FREEZER

Instaliation at the Museum OF INSTALLATION June — August 3892
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David
Goldenberg

Taking stock: Materialising and dismantling the art ritual

culture — although how it is mapped out or can be
mapped out through a visual practice is at issue;
while it is those very elements which need to be
brought together to carry this out that occupies the
core of the project.

Therefore what we have are fragments (STILLS) of an
enquiry into MICROWAVE/ FREEZER/ STILLS -
suggesting a picture of our present life world and
mental space-which is not declared explicitly but
required to be sifted from the parts that constituted
the arrangement.

Each element fulfilled multiple functions, as a conscious
fragmentation serving to check limited rationality,
while the oscillation of each element prevented the
work slipping into the trap of a Positivist declaration.

The instability of the arrangement as a whole, through
dismantling the perimeter where a work is seen to
begin and end, defines arts sphere of influence.

C: Since information is conveyed as fragments, where it
can be located, presented and read
can only be considered a problem.

(Provided that is what you want to do-or
would you prefer to watch TV, look at
the film or use the telephone?)

However, what we are confronted by within
the installation, is a case of mistaken
identity (A SKINNED WORK). The
work is not what it appears to be. A
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B: The piece therefore sought to operate from within a
realistic presentation of a contemporary art practice
(condition), embedded within a technological and
consumer environment.

Two models of a Gallery were constructed within the
central space of the MOI; Opened up and closed
down by a sequence of lights. When closed down
the visitor could use a payphone to travel out of that
location and listen to statements left on answer
machines at other locations.

This set out to highlight the art work displayed in a
gallery, closing down the gallery, and the work
relocated outside the gallery — to raise the question
what happens in the movement from inside to
outside, from the gallery into the public/urban
space? And then how the art work or effect joins the
gallery space and the urban space?

The installation therefore established a sequence of
scenarios. Each scenario facilitating thinking
through the area opened up by each scenario.

So providing excerpts (STILLS) from a larger panorama
(a forced interruption of the flow) whose character is
nol provided (fixed) i.e. how we mentally apprehend
and define social space through a contemporary

Photos: Edward woom_-nan

The Museum of Installation was found-
edin 1990asaself-financed, non-
profit-making venture byits present
directors. Itexpandsonideasand
works produced from 1986 atthe Unit
7 Gallery. SinceitsinceptionM.O.l has
concerneditselfwith the promotion of
artwithinacontext. Allworks have
consistedininstallations andinterven-
tionsinthe specificlocation. Inaddition to activ-
itiesatits basesite (1), M.O.I. hasstagedsolo,
aswellasgroup-basedinstallationata variety
oftemporary locations (sites2-7). These have
ranged fromlarge warehousesandsponsored

John Coleman

artfairlocationstoshop fronts and buildings of
historicinterest.

Theseparatesitesaretargetedbythe
needs ofthe specificartist, and are designedto
reachfurthersections ofanaudience, as well
asre-addressthe conceptofartoutsidethe
gallerysituation.

Recentexamples have shownthatmost
institutions are not readily suited toinstallation.
Thetighttime scheduleandthe restrictionson
spaceand personnel make many such pro-
jectsunworkable. Eachworkhasdifferent
demands and problems, often unsuitedtothe
institution’s object-based way ofthinking.

S Theprogrammeat
M.O.l.onthe otherhand,
consistsentirely of pro-
jectsdevisedand made on
site. Each newworkcom-
pletely rearrangesand
restructurestheactual
Museum location. Wefeel
. ittobeimportantthatthe

- artistactually‘occupies’
. thespace, withtimeto

" experiment, ratherthan
SR being coercedtoprovidea

ready-made formula. The working period on
siteis, afterall, thefirsttime anartistsis actively
addressingthe physical nature of the piece.
EachinstallationstagedbyM.O.|.isaccom-
paniedbyan edition of artist's books, a limited

Rob Kesseler

text, rather than presented on the wall,
appears as statements, contained not
in a telephone as an object, butas a
functioning phone (A HOLE IN THE
FILM) — Statements at locations,
merging their space with numerous other spaces.
Imagery, as clues to how the work may be read

does not appear within the installation, but collapsed

to the information — ‘saturated’ gaudy package from
which the film is unrolled.

Within the material
installation

On entering through the door to the MO,
the link between the connecting and the
interior space remains ambiguous, the

Numberofwhichincludeanetching. Allthese
areclose collaborationsbetweenthe artist, the
Museumandthe masterprinter, areseenas
Partofanextended discourse onthe activities
inthe gallery.

Mark Currah

visitor is very quickly brought up short by
the confining walls of a small, but
compressed, stark room — in reality the
reconstruction of a Model of a gallery, in
semi to virtual darkness (A NIGHT
SCENE).A barrier preventing the visitor
from advancing further into the gallery to
view art works. Trapped within the myriad
mercurial liquid reflections of the cling film,
which surrounded three quarters of the first
model-the cling film could be seen to be a
full size photo of the model , a
work packaged and ready to
take away.

Looking out through a
perspex wall (solidified cling
film) the viewer looked into
what at first sight appeared to
be an extension or duplicated
room. Whereas, what we have
is '@ mirrored view of the room
the viewer occupied, now
reduced to an image, together
bisecting the larger architectural
shell, revealing the exposed
enclosure plus the
reconstructed rooms located
within it.

(Architecture, sculpture,
artwork, photography,
packaging was therefore
integrated into a single unit — with the effect
of refusing to allow any one of these
vehicles to predominate in conveying
information.)

Similarly, the physical position of the
room, as a strategically inserted barrier,
defines the mechanics of the gallery as a
complete business — display area + office +
storage room etc by rendering them
inaccessible, by closing off and shutting
down these functions, in short making the
gallery as an entity unworkable, but only as
one idea of displaying culture, so proposing
a definition of the mechanics of the gallery
institution without duplicating an
institutional Modernist methodology.

In effect, replacing symbolic or token
gestures and actions with actual actions.

Payphone and statements
for answer machines.

In the corner of the room a payphone
mounted on a shelf could be used by the
viewer to phone out of the space and listen
to statements left on answer machines at
numerous galleries in England and abroad.

M.O.l.shows only newworks, initiated by
the organisation, and works are made specifi-
callyforthelocations.

Acloserecordoftheinstallationsiskeptby
M.O.Linlarge formatarchive quality slides,
and especially commissionedvideos. Acom-
pilationtape of all exhibits to date is available
enablingwidely distributable accesstoinstal-
lationsand the Museumitself.

Giventhe time-based nature ofthe work,
the documentationis of greatimport. Afterthe
eventthere remains only photographs, film
andtext. These are notmadeinorderthata
workmay be restaged, butwith the purpose of
continuingthediscourse T s
initiated by the installation.
Theworkisseen, notasa
finite object, butasaform
ofaccess, akind of door-
way. Inmakingarecord,
theworkis extendedby
means of aseries of simu-
lated versions orfictions,
whichrelate, notthe actual
work orits experience, but
aseriesofsections. Incol-
lectingthese, attimescon-

Max Couper

Once the gallery was closed down, other
spaces could be opened up within the
space of the answer machine itself.

Visual information of the installation, in its
next treatment was then reduced to an
electrical mental space, located outside the
gallery, which the viewer did not need to
travel to or spatially occupy. Further
statements examined the closing down of
an area for Cultural display and its
instantaneous invisible passage by phone

across an unseen urban landscape, to
overlay, stack upon, other art and non-art
locations. The physical location of each
statement Inadvertently spatially described
the extent of a Modernist world culture.
This movement and circulation of culture
links up with an examination of technology
and its shaping of socio-geographical
terrain.

Video

A video, recording visitors entering to view
the installation, that is the ritual of visiting of
a gallery to view works of art was taken out
of the gallery and replayed at another
gallery as an architectural unit stacked on
top of another display site. In effect
disengaged from the physical installation,
stretching the work between these two
points. The viewer, locked within the same
ritual, arrives at an exhibition to view a
video of people arriving to view art.

David Goldenberg

tradictory stories, the Museum createsan
archive ofideas. Ratherthanaccumulatingthe
rightstoworks, the Museumis seentobethe
working repository forthe concept.

Inaddition, the firstmajorbookoninstalla-
tion, conceived by the directors of M.O.1and
published by Thames & Hudson, willappearin
February '93. The researchconducted forthis
overanumberofyearsbytheauthorsisdirect-
lyrelatedtothe practiseof M.O.1. =
Forfurtherinformation abour MOl contact:
Nicholas de Oliveira, Nicola Oxley, Michael Peiry
3Gt Sutton St, London EC1V0ODX
Tel: 0712530802/582 1588/ Fax: 071582 7022
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1WAS somewhatsurprisedand puzzled
whenlwasinvited to presentapaper atthis
conferenceasthereiscertainlynoshortage of
eminentartists, theoristsandacademics,
both hereinCanadaandovertheborderinthe
States, whocould have beenasked.

However, when | readthe texts ofthe previ-
ousconference, especially the address by
Thomas HartBenton, |Ibegantoseewhatthe
organisers hadinmind. And gradually my
puzzlementfaded and was replacedby grati-
tude. Gratitudefirstlytogetmore of aglimpse
intototheideas of Thomas Hart Benton,
aboutwhom | previously knew verylittle - just
the usualbriefreferencesto “regionalism”in
the History books. |didn’tagree withevery
thinghe hadtosayatthatconferencein 1941-
andcertainlythere wasamale/Angloethos
thatpervadedallthe proceedings, notto
mentionan extraordinary enthusiasm for
artists tocontribute tothe WarEffortwhich, in
the wake of recenteventsinthe Gulf, may
seemratheralientoustodaytosaytheleast.
Nevertheless he did raise someimportant
issuesatthatconference which, farfrom
decreasingtheirrelevance today, are becom-
ingevenmorevital. Secondly, Iwouldliketo
thankthe organisers formakingthe connec-
tionbetweenthose debatesandthe onesthat
I, my partnerLoraine Leeson,andourco-
exhibitorsinthe Digital Highways exhibition-
Carole Condeand Karl Beverage -have been
involvedinforanumberofyears, bothinour
words and, more pertinently, through our
practice. Asindeed have many otherselse-
where, and here as participantsinthis confer-
ence.

The connection I'mreferringtoconcerns
theimportance of“localnarratives” inthe
practice ofartandinlife. “Local narratives”, as
opposedtothe “Grand narrative” claims of
International Modernisminart, Multinational
Economicsandits Corporate Culture. “Local
narratives”- notjustdefined by geography
butasthe specificity of whatitisliketobe
workingclassinthis society, tobeawoman, to
beblack, apersonofcolour, tobegay,tobe
differently labled. “Local Narratives”, in other
words, asthe voices of allthose suppressed
and marginalised-definedas ‘other’-bythe
arrogantclaims and practices of the greatest
and most pernicious culturalimperialismthe
worldhaseverseen. Andit'snotjustThe
Westwhichis responsible forthis-thoughit
hasalottoanswerfor-weare nowwitnessing
the results of decades of suppressed “Local
Narratives”inthe SovietUnion, andinmany
otherparts ofthe world. Whetherornotweare
comfortable withwhatthey havetosay, we
ignorethematourperil. Unlessthisarro-
ganceisatthe veryleastblunted, thenitwill
notjustbethe manyrichanddiversecultural
narrativesthatwillbecomeextinctbutthe
countlessbiological narrativesthat sustain
lifeonourplanet. Inshort, oppositiontothe
“Grand Mono-Narrative” mentality isnot
simply abouttheideological differences orthe
opposingaesthetics of elite art movements, it
couldwellturn outtobe the crucialfactorina
life and death struggle forthe future of our
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planet.

Butbeforelgetcarriedawayonagrand
dooms-day narrative of myown, I'dlike to
come down to earthwith something Thomas
HartBentonsaidatthelastconference herein
1941, inthe midstofthe second ‘Warto End
AllWars'. Hetermed himselfan “environmen-
talist”, longbefore thatterm became popu-
larised by the ecology movement. Andthisis
howhecharacterisedthatapproach.

“| think thatif you are goingto have any kind
oflivingartof genuine cultural expression
yourself, thatyoucannotbuyitandyou
cannotborrowit. Ithinkyouhavetomakeit

yourself, andthatthe onlyway youcanmakeit
isoutofyourownexperiences......within
those environmentsorlocales orregions
whicharefamiliarandonthe go. Thatis, inlife.
Alltheartofthe pasthasbeen madeinthat
way. Ithas been conditionedbythe pressures
towhichtheartist, asalivingindividual, was
submittedinthe environmentwithinwhich he
livedandatthetime whenhelived”.

Apartfromthereferencetotheartistas
“he”, Iwould agree wholeheartedly with that
statement. Andasforhisview oftheinterna-
tionalartmarket, he alsohas my fullendorse-
ment:

“Inthis curious and preciousfield, discon-
nectedfromthe runofcontemporarylife,
everykind of commercialandintellectual
fraudis practised. Symbols of culture, i.e.
objects ofart, become greataccordingtothe
pricethatgetsattachedtothem. A great
collectoris apersonwhomthe dealers skinfor
themostmoney. His cultureincreasedbythe
numberoftimes hisnoseispulled”.

Neverthelessthingshavechangedin
somefundamentalwayssince 1941. Mass
mediawasinitsinfancy, T.V.didn'texist, and
computerswere ittle more than crude count-
ingmachines. Communicationhaschanged
radically, andifyou willallow me abrief diver-
sion, lwouldliketo say somethingaboutthe
relations of communicationandcultural
exchangeinhistoricterms.I'mgoingtousea
broadbrushherejusttosketchinsome
general points, and some fairly obvious ones,

although I'mawareit'smuch more complex.
However, Ithinkitmightbe usefultolay things
outsimply and schematically atthis pointto
prepare the groundforwhat|wanttosaylater.
The flow ofinformationandcultural
exchange hasalwaysbeenassociatedwith
trade routes. Butinthe West, the infrastruc-
ture, the means, ofcommunicationhas
undergone asseries of ‘epistemological
breaks’ or'paradigm shifts’ whichnowhave
have globalimplications.
Forexampleinancienttimescultural
exchange happenedalongthecaravan
routesand seaways, onfoot, horse, camel, by

oarandsail. Ittookalongtimeforinfluencesto
spread. The Romans, through the necessi-
tiesofafarflungempire createdtheirfamous
roadsinordertospeed uptheprocess. During
the period of European expansionism, from
the Renaissance andthe so-called ‘Voyages
of Discovery” onwards, these communica-
tions routes and systems were continuously
refinedandimproved. However, withthe
Industrial Revolution, the developmentofthe
railways and steam powered ships, theinfra-
structure ofcommunicationsunderwenta
profound shift. This was rapidly followed by
theinvention ofthe internal combustion
engine, thetelegraph, telephone, and air
travel; sothatshortly afterthe middle of this
century termslike “Global Village" were being
used.

Now, I believe, weareenteringawhole
new era, the era of “Digital Highways" where
satellite, microwave andlasertechnology
have createdthe means of avirtually instanta-
neous information exchange which will set
the groundforthe newmillenium. So, what
arethese “Digital Highways”and whatarethe
implications forourculture, othercultures,
andforourpractice asartists?

Digital Highwaysarethe Corporatelines of
communicationthatcrisscrossthe globe,
spanningtime zones, national boundaries
and cultures. They link the financial centres of
theworld, dealingin electronicmoney trans-
fer, carryingtheinformationandvalue
systems of multinational culture. Alongthese

nodes of powercome thetechnological hard-
ware, the “Fordist” business practices (now
updatedasthe AJ - After Japan-strategy) and
the steelandconcreteinfrastructuresthat
supportthem. Inshort, they have a profound
impactuponthe communitiesandwork -
placesthatimmediately surroundtheirnexus
pointsandhave aripple effectinterms ofthe
developmentorunderdevelopmentupon
wholeregionsofthe globe.

The perspectives ofthe Digital Highway
arethose of aminority, butavery powerful
andincreasinglyinternationalised one. They
areundemocraticintheiroperationsyetexert
amajorinfluence uponthe democraticinstitu-
tionsand “free markets” ofmanynations.
Thereisnoplacefortheneedsandconcerns
oflocalidentities, disenfranchised minorities
(ormajorities forthatmatter), fornon-western
thinking, fordifference of any kind. lts whole
ethosisthatofthe “Grand Narrative” of
Western Modernism. Andfarfrombeing
“dead”as some Post-Modernists claim, itis
currently engagedinmajor projects of
Regenerationincities aroundthe world (of
whichwe have haddirectexperiencein
London’s Docklands). Toparaphrase
Habermas, Modernism may be dead but,
behindthe facades of post-modernistarchi-
tecture, itis certainly dominant.

Fromthe perspective ofthe “Digital
Highways'itisthelotof othercultures, and
“Local Narratives” within the dominant
culture, tovie forattention. Thatwhichdoes
gainattentionis ‘packaged’ forconsumption,
usuallyintwobasic categories: as “threat”, or
asthatcapable of assimilation. And, apart
fromthe mostobvious one of commercial
exploitation, there appearstobenosimple
rule ofthumb forwhatis capable of assimila-
tion. Itsvery arbitrariness maintainsits
promise; like alottery. The musicbusiness,
withits ‘star’ system, shows this processvery
clearly. ltthrives onthe exploitation of “Local
Narratives”-whetheritbe fromethnic
sourcesorfromurbanstreetlife-these
provide thedrivingforce and constantrevitali-
sation. The exotic, the outrageousandthe
oppositional, can withthe right packagingbe
boughtandsold. If we are nothypocritical
aboutit, that's what makesitinteresting, that'’s
whatprovidesthe pleasure. Thisisthe casein
otherspheres of culture too, though perhaps
notsoobviously. Ifwe arecritical, weare criti-
calconsumers; ifwearediscerning, weare
discerning consumers; if we are revolution-
ary, wearerevolutionary consumers. From
the perspective ofthe “Digital Highways”,
those who seek attentionare “attention seek-
ers”;inthis narcissistic viewitis the “oxygen of
publicity” thatsustains acts ofterror.
Therefore the voices atthe extremes mustbe
silenced. Butif we acceptthis, thenwe are
acceptingthatwe, inourturn, maybe silenced
too. Afterall, ifyouare ‘other' thenyouare
accepted undersufferance. This maysound
rathermelodramatic, butitisataculture’s
extremeswhereits values become most
sharplydefined. Ifthe material possibility for
oppressionexists, ithas subjective reality; the
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factofdiscrimination affects allthose who
may bediscriminatedagainst.

Now apartfromthe obvious socialand
economicimplications of allthis, the world of
“Digital Highways” presents us withaNew
Visibility. Automatic cameras and monitors
surveyusinsupermarkets, onthe streets,
aroundthe walls of factories, inapartment
blocks, and aroundthe security-gated
YUPPY ghettos onthe gentrified waterfronts
thathave mushroomedatthe centre of our
ravagedinner-cities. These are justby-prod-
ucts ofthe even more sophisticated military
andpolicesurveillance systems. We are
rapidly developing countless mini“Strategic
Defence Initiatives”inall of ourcommercial,
socialand domesticspaces. This
omnipresentgaze, does notcommunicate
anythingtous, excepttotelluswearebeing
watched. Itisaone wayrelationship. Likea
spot-lightitilluminatesusasform- the one
dimensional shadow of potential threat-butin
contentitrefusestoilluminate. ltdoes not
communicate, itcontaminates. Paul Virilio
hasdescribedthis “blindgaze” or“gazeless
vision”asviralimages, asalogical extension
ofthe Western Gaze, orthe “Vivisecting
Gaze”Michael Foucaultanalysedsowellin
the Birth ofthe Clinic-“the medical gazeisin
realitythe scientific gaze ofthe West. Andit
canonlyleadtothevisionmachine. Aclosed
circuit”.

Andwhere dowefitintothis closed circuit?
Apartfromthose who controlit-and maybe
eventhemtoo-humanityis being pushed out
ofthe system. Ourdelay responseistoolong.
Computers dothese systemisedtasks much
quicker, andthey are gettingfasterallthe
time. We getreplacedand wearereplace-
able. Thathasalwaysbeenthe object of
Fordism-as the maximisation of productive
profitwiththe minimisation oflabour costs -
butnowweare, ashumanbeings, enclosedin
aregime oftemporality thatis rapidly being
superseded. However, itisimportantto
rememberthatthisisonly -forthetime being
atleast-withincertain systemisedtasksthat
thisisthecase. Neitherdolagree withthe
“saturation despair” of Baudrillard; we still
have roomformanoeuvre. Andthereare
waysthatwe canturn some of these develop-
mentstoouradvantage. Butl willcomeback
tothatlater. Sufficeitto say—puttingaside for
the momentthe prospectofmajorecological
disasterorthe collapse of Capitalism—that
Digital Imaging willhave atleastas profound
animpactupon ourcultureinthe coming
centuryasopticalimaging has hadinthis. And
ifwe aretoremain visible withinthis ‘New
Visibility'then, like itor not, thatis afuture we
havetoengage.

Anotherareaofvisualexperiencethathas
changed radically since Thomas Hart Benton
spoke hereatKingstonisthatofvisual
memoryandimage association. Inhistime, it
wasmuchmore possibletohave one’sown
visualmemories. Relatively unmediated. If
youwereanartistof course, there was always
the problem of “seeing throughthe eyes of
others”-andhetalkedaboutthat, andthe
needtousethelessonsandconventions of
receivedand understoodvisuallanguagesin
ordertocommunicate effectively-buthealso
spoke ofthe necessitytofindandrefresh
one'sownvision. Butthatwas beforethe
“image explosion” of mass media. Today, of
the countlessimagesthatdangle onourasso-
ciationchains, many (perhaps even most)
belongtosomeone else-fromtelevision, film,
advertisingbill-boards, magazines etc. When
we lookatsomething, wecannothelpbutsee
itthroughthis “memory screen”, coloured-
some would say polluted-bythese ‘borrowed
images’. We have witnessedin thosefifty

yearsan Invasion of the Memory Snatchers.
Ashiftfromthe corporeal memorytothe '
Corporate. Andthat, Ibelieve, hasmadea
profounddifference betweenusandallthose
whohave gone before.

Now Thomas HartBentontalked aboutthe
necessityto ‘deconstruct’ the formsofthe
past —although he didn’'tactually use that
expression of course— inorderto understand
how formworks whenitcommunicates effec-
tively. Atthe sametime he saidthatitisimpor-
tantto go beyondthis phase of ‘deconstruc-
tion'inordertofindone’'sown, individualand
environmentally specificforms ofthe here
andnow. | believe thatstillholds true. But
now, we needalsototakeintoaccountthe

‘memory screen’ of Corporate Images | talked
about. We needto be able todeconstructthat,

critically, inordertosee howitoperates. Anda
lotofartistsinthe 70sandearly 80swere
engagedinjustthat. Butagain ‘deconstruc-
tion' onits ownisnotenough, itso oftenleads
toanotheracademic pursuitwhich-although
itmay be groundedin popularculture - never-
theless ends upasjustanothergenre within
eliteartcircles. We needtomove beyondthat.

Asartists, studentartists, practitioners,
how dowe beginthatmove? Clearly, we must
startfromwhere we are. We existand operate
inavariety of communities. Inourdailylives
we engage withinterconnected and overlap-
pingspheres of discourse; aweb of different
communicationformsandchannels. Itis
withinthiswebthattheissues of powerand
privilege, oppression anddispossessionare
playedout. Thisisnotjusta ‘microcosm’ ofthe
largerforces atworkelsewhere, itisthe point
ofimpact —the cuttingedge —wherethe
abstractions ofthe “Digital Highways” and
“GrandNarratives” arerealisedin theirmater-
ialand subjective effects upon ourdaily lives.
Thegreatuniversaldramas of human exis-
tenceareallenacted uponlocalstages — |
thinkitwas Brechtwhosaidthat, orsomething
likeit. Ifhedidn’the should have.

Havingindicated whatlmeanby “Local
Narratives”, and- | hope -theimportance of
them, Ithinkit's nowtimetoaddressthe
Processofengagement.

RaymondWilliamsin “Culture and
Society”puthisfingeronaveryimportantpart
ofthis process whenhe said:

“Since ourway of seeingthingsisliterally
ourway ofliving, the process of communica-
tionisinfactthe process of community: the
sharing of common meaningsandthence
common activities and purposes; the offering,
reception and comparison of new meanings,
leadingtothetensionsandachievements of
growthandchange”.

Firstly, by statingthat“the process of
communicationisthe process of community”,
heismakingitclearthat“community”isnota
geographicthinglike aneighbourhood,
although of course itcan occurinneighbour-
hoods. Itisa“communion of interest”; a
discourse. Hethengoes ontodescribethis
processintwopartsthatareinterrelated. The
firstoftheseisthe recognition ofcommon
ground-“the sharing of commonmeanings
andthence commonactivitiesand purposes”.
Thisisthe sustaining elementthatnourishes
and maintains socialmeaningsand
resources. Itis bothinclusive and exclusive; it
welcomesfellowtravellersandrespondsto
externalthreats. The secondelementisthe
Transformative -"the offering, receptionand
comparisonofnewmeanings, leadingtothe
tensionsand achievements of growth and
change”. Whatisclearisthatitisthe relation-
shipbetweenthesetwowhichproducesthe
dynamic. However, ifthe sustaining
elements aretoomuchinthe ascendant,
advocating conservative values aboveall



&€= anada is a small exit on the Digital Highway. Just north of New York, but the
local effects are devastating from the dismantling of social services to the rapid
de-industrialisation taking place as a result of Free Trade. From October through
December 1990, alone, 100,000 manufacturing jobs were lost. Some of the
plants are being relocated to the southern US or to the Maquiladora zanes in
northern Mexico where pay averages $.68 an hour.

With the proposed inclusion of Mexico into the North American Free Trade
agreement it becomes clear that Canada'’s role will be that of a readily available
resource supplier. Mexico, in turn, will provide the cheap labor. Both will work to
sustain the US corporate nightmare of a free market dictatorship.

The social cost of these economic lesions is cynically dismissed as the
necessary conditions of economic health. The conservative government
dismantles social programs in the name of corporate accountability. Corporations
donate to overrun food banks in the enlightened spirit of Mac'welfare.

The flip side of plant closures is the introduction of new management systems,
more commonly called ‘Team Concept’. Success in the competitive global
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marketplace depends on convincing workers that corporate interests are their
own. The two must join forces to ensure competitive efficiency. The problem is,
however, that the competitive spiral works downwards. In the end how can a
Canadian worker compete against $.68 an hour?

Team concept draws together the threads of Taylorism (controlled work
processes). Fordism (assembly line modules), industrial psychology (‘friendly’
supervision), public relations (corporate citizenship), company-union partnership
(Japanese inspired company unions) and computer-based new technology.

At the core of team concept, however, is the attempt to introduce corporate
culture onto the shop floor. The Toyota management manual is quite explicit. The
greatest obstacle to corporate efficiency is shop floor resistance. The cultural
codes of not ratting on a fellow worker, of speaking up against unjust treatment,
of ways to ‘beat the system’ to make monotonous work bearable and humane go
against the grain of corporate authority.

In the current, conservative climate, the Orwellian aspect of Team Concept is
seldom noted. The rhetoric of global competition and individual entrepreneurship
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disguise the underlying messages of corporate loyalty and control. The Digital
Highway is much more than the electric transfer of money and information. It
envisions a universalizing culture to ensure corporate domination.

It's no accident that the language of Team Concept parallels that of the fine
arts. Quality and excellence slip from the minds of CEO’s as éasily as from the

lips of art connoisseurs. It's not what's said but how it is said. It's not the use that

something has, but its value in the market place.

‘Digital Highway — Canadian Terminal’ looks at the human cost of plant
closures. We have been too easily convinced that jobs are the abstract
components of corporate bottom lines. There is little sense that jobs not only
provide basic living needs but are the means by which people maintain a social
sense of self and community. «

Carol Conde - Karl Beverage

Extracts from Exhibition catalogue — Agnes Etherington Gallery, Kingston, Canada.

else, thenthe Transformative elements
cannotfunctionastheyshould, they are
regardedastoomuchofathreatandare
excluded, marginalised orattacked. And

- thereare obvious variations onthisinterplay
offorcesthat may resultininertia, instability or
schism. This|, believe, canbe seenatworkon
themicro —level — I'msurewe'veall
witnessedthisamongartists orpolitical
groupingsatsometime orother —aswellas
the macrolevel.

Thereforeinasociety ascomplexasours,
itisclearwe cannotaddress all “‘communities”
-evenifwewantedto-andexpectthemto
share ourmeanings andgoals. We haveto
makechoices. | supposethisisjustanother
way of saying - wefirsthave torecognise what
“communities” we actually belongto;
secondly, those we wanttobelongto, have
connections withorwishtoally ourselvesto;
thenwork outwards fromtheretomake
contactwith others who may be interestedin
dialogueandexchange. Itis obviously more
complexthanalinearone, two, three; these
levels happen simultaneously andcross
refer. Butputtingthis way helpstoclarify what
ourrole mightbe atvariousmomentsinthe
process. Ascommunicators, to help ‘the shar-
ing of commonmeanings’, tobuildthe bonds
ofsolidarity — that's oursustaining role, at
timesevenadefensiverole. Andit'sanimpor-
tantone, wherethereisavaluein“speakingto
the converted”,and an opportunity forcele-
bration whichisvital. The otherrole —the
Transformative — isin“the offering, reception
and comparison of newmeanings”. Andthis-
the pointofintervention — is obviously where
we are mostlikelytoengenderconflict. Here
againwe havetomake choices. Withthose
whomwe choosetoally ourselves, we haveto
be aware of, and sensitive to, the new direc-
tionsthatcommunity wishestotake;tobe part
ofitsbecoming. Againstthose whomwe
oppose —thosewhooppress —|believeitis
importantto make ourcritique hard hitting, not
toconvince them becausethey are notinter-
estedingenuinedialogue orexchange. It
wouldbe againsttheirinterests both materi-
allyandsubjectively. (Thereisaposterforthe
latest Godfathermovie thatsays, “Real power
cannotbe given, itmustbetaken”; thereis
sometruthinthatstatement.) Butthereare
many people whodonotdeliberately ally
themselves with the minority interests ofthe
powerful, who are nevertheless caughtup —
atvaryinglevels —inthe momentum of power.
Andifanyrealchangeistobe effected, they
havetobereached. Wealsohavetobeaware
that, incertaininstances, the they inquestion
mightwellbe ourselves.

Thismay sound obvious — andinthis
contextpossibly “preachingtothe converted”
—butnevertheless|thinkitneedstobe stated.
Thevalue of oppositional cultureisinitsabil-
ity, firstly, tosignalthatthereis adebate
aroundwhatmaybe seenasaccepted
values, normsandgoals —toputthemonthe
agenda. Secondly, tomapoutsome ofthe
terrain ofthe debate. ltscreativity liesinits
ability toinventforms andstructuresto
engage usinthisunfamiliarterrain-oritmay
evenbe all —to—familiar; the pointistomake
usthink, feeland respond. Thatresponse
may be angeroroutrage, orthe joy of recogni-
tion. Itsapproachis notalways thatofthe seri-
ousandovertlycampaigning — thoughthisis
clearlyneededattimes — humourandcele-
bration, as| said earlier, isimportanttothe
sustaining role, butitcanbe equally damning
ofthedominantculture, and oftenis, espe-
ciallywherethereis contradictionand
hypocrisy, where thosein positions of author-
ity are pompous, arrogantand without
humour. Forexample,inLondon's

Docklands, eventslikethe “People’s Armada
to Parliament”, whichinvolved thousands of
peopletakingtotheriverinboats, with music,
theatre, awhole range of cultural activities,
provedthatapolitical actioncanalsobeafun
dayforall; forkidsandelderly people, notjust
the usualactivists. ltchangedthe whole mood
of campaigning, stimulatingconfidence and
imagination. Also, the lastadministration of
the Greater London Council — aswellasits
radical socialandcultural programmes-
turned County Hallintoa“People’s Palace”. It
becameaccessible forthefirsttime and host
tomany festivalsand culturalevents. Asthe
Thatcher's Tory governmentandthe
Whitehallbureaucratstriedtocloseitall
down, thesetook onthe force of majorrallying
points. The governmentand rightwingpress
triedto portray thisas ‘Loony Left"money —
wastingfrivolity. Nevertheless, apollonthe
eve ofabolitionshowedthat, hadtherebeen
anelection, the GLC wouldhavebeen
returned with avastlyincreased majority —
highlighting thatthe abolition was notabout
reforminglocal democracy butattackingit.
Andthatthe reasonitwas attackedwas
becauseitwasnotonly successful butpopu-
lar, Whatis evidentfrom these examples —
andthere are many more — isthatculture
playedaleadingroleinbroadeningthe range
of peopleinvolved, stimulatingimagination
andthe vitality of expression. Farfromdiluting
the power ofintervention, itwas greatly
enhanced.

We needtobecreativeinourstrategies
becauseifwearetryingcreate the building
blocksforanew culture,itsurelyneedstobe
onethatisrich, diverse, andfulfilling; itneeds
toofferthe prospectof greaterpleasurethan
thatwhich exists now, otherwise itwill failto
capture theimagination of the majority
neededtomakeithappen.

Ifwe acceptwhat Raymond Williams said
inthe quote | usedearlier: “Since ourway of
seeingthingsisliterally ourway of living, the
processof communicationisinfactthe
process of community”. Then|believe that
cultureisthe site wherethe struggletocreate
anew society willbe wonorlost.

I have chosentousetheterm“Local narra-
tives” (borrowedfrom Lyotard) because some
ofthe work thathas previously attemptedto
addresstheseissueshasbeenlumpedunder
variousumbrellas suchas “Community Art”,
“Political Art”, “Women’s Art”, “Black Art”,
EthnicArt”andsoon. Theseterms-usually
created by fundingbodies orcritics | haveto
say-areconvenientlabelsforbureaucrats
andhave, attimes hadshorttermstrategic
usesforpractitionerstooincreatingaprofile
forapreviously marginalised activity. Let's
faceit,themarginalisedand dispossessed
havetobe opportunistic. Nevertheless, inthe
longterm, such phrases are both counter-
productive and divisive. Itdivides the work
falsely intoghettos orfashions-I'msure many
ofus have heard galleries say “Women's Art
(orany ofthe other ofthe above categories),
we'vedonethat, nowwe'reintosoandso”. It
alsolimits the reading ofthe workto one level,
the singleissue, whenclearly the mostvital
workinthese areas —byitsvery nature —inter-
connectsacrossmanyissuesandaddresses
anumberofspheresofdiscourse. Andasthe
chosenmeans of communicationand expres-
sion, the visualis primary inthis. Imakethis
pointbecausethereis atendencyforthose
stillconditioned by modernistthinkingto
“screen-out”the visualand formal aspects of
thiskind ofwork because they think “that's not
whatit'sabout”. Evenwhentheyagreewith
the politics of thework and areimpressed by
its visual power, they still say “ltmay be good
propagandabutl'mnotsureifit'sart”. Well 'm

notgoingtogetdrawnintothatold chestnut
aboutwhat'sartandwhatisn't, butsimplyto
say thatthe Medicis madenosuchdistinction.

Whatlbelieveis interestingaboutthisfrag-
mentation of discoursesthatusedtobefairly
unitary “disciplines” — suchasthatof Fine Art -
isthatweare beginningtosee newalign-
ments, whatEdward Saidhas describedas
“interference” across what have become “fief-
doms”fortheinitiated, andthe creation of new
agendas. Forexample myownworkhas
drawnmeintothe areaofUrban
Regenerationand Planning. Italkmoreto,
and probably have moreincommonwith,
members of tenants and action groups, radi-
cal planners and cultural geographers, than|
dowithalotofartists. Similarly, many feminist
artists mighthave strongercontacts with
women’s groups - notnecessarily artists -
blackartists may have moreinterestinthe
issues of racismandothermatters affecting
theircommunitiesthanthey haveinthe
discourses of otherwhite artists. Andsoon.
This, ifyoulike, isafragmentation ofthe Art
discourse. Butinmyopinionitisavery healthy
one. Onethatisfanning out, movingaway
fromthe dusty museums ofacademiaandthe
sterileintroversion of modernism, andis
remakingnetworks andrealigningnarratives
tomake contactwith the pulse of widersocial
andculturalchange; notjustformalinnova-
tion. Andyetthis work has to make formal
innovationstoo. ltsdifferentcontextsdemand
that.

Sotosumupwhatlhave beensayingso
far; |believeitisvitalthat, in ourdifferentways
anddifferentforms, we opposethe Grand
Narrative's mono-vision, its materialimposi-
tions, andits subjective and cultural hege-
mony -fromthe physical pollution of ourenvi-
ronmenttothe pervasive “Memory Screen”
which stains ourperceptions. And Rather
thancreatingan equal and opposite mono-
vison, | believe we need more thanever
beforetoengage and extend our“Localnarra-
tives"toachieveanewconsensuswhereitis
needed-inmatters suchas globalwarming
forexample -butone whichis capable of
embracingdifference. As artists, we needto
developvisual languages appropriateto
these new contexts; the kind oflanguage, to
quote Thomas HartBentonagain-“ifitistobe
effective, itmustsomehowtouchtheinterests
of plain people”. Butthis requires the develop-
mentof new networks, sothatwe cancreate
channels of cross-fertilisation and strands of
solidarity.

Putthiswayitsoundslike atallorder. Anda
contradictory one. ltsoundsasthoughone
hastothrowone'sselfintoalotofbothintel-
lectual and practical ferment. Butto quote
Thomas HartBenton one lasttime —“Any
fermentthatthrowsthe artistout of the studio,
outofanivorytowerworld, is goingtobenefit
art”. And, wedon'thavetotackleall ofthese
issues atonce, inevery piece of work. We
don’thavetobe, indeeditisnolongerpossible
ordesirabletobe, the “Renaissance
Man"(sic). There areagrowing numberofus
workingontheseissues, andtacklingthem
fromdifferentperspectives. Notjustart
perspectives; these questions are beingtack-
led acrossanumberoffieldsanddisciplines,
sowedon'tneedtotakeonthe wholelot
ourselves. Whatwe doneedthough are effec-
tive networks. Networksthat cross-fertilise
“Local Narratives” across geographic bound-
aries, acrossissuedivides-class, race,
genderetc-andacrossdisciplines andfields
ofendeavour, andthatis atallorder. Butonce
again,wedon'thavedoitallatonce, hereand
now. Weneedtomake connections, cumula-
tively. Maybe conferenceslike this could
begintotackletheseissues, and | hope some

ofourlaterdiscussionswilladdressthem
moreconcretely. Amagazine, aninterna-
tionalinterdisciplinary magazine whichacts
asavehiclefor“Local Narratives”, mightbe
anotherbeginning. Maybe we couldfind ways
ofusingsome ofthe newtechnology, notjust
the remarkableimagingtechniques now
available (though expensively) butalsothe
faxesandcomputermodems, tomake
connections outside ofthe mainstreamand-
asyet — beyondthe control of state authori-
ties. “FaxestoChina” duringthe recent
repressionis an example of this. This of
course limits the networkto those whohave
theresources. Butwedon'tneedtothinkonly
interms of one network.

Thereare otherthings goingontoo,
specificthings, likethe factthatthe new
Ontariogovernmenthere seemstobetalking
aboutembarking on cultural policies similarto
thosethe GreaterLondon Councilimple-
mentedin London. In otherwords, prioritising
the culture of those previously marginalised.
Therearevaluable practicallessons that
couldbe exchangedthere. Ofcoursethereis
aspecificity herethatis differentto that of
London. Neverthelesssome ofthe contradic-
tionsare likelytobe similarwhenalarge politi-
calinstitution of this nature, with allits bureau-
craticentropy, triestoembrace what, upto
now, hasbeenitsopposition. Forexample,
whathappenswhenthosewhohavebeen
marginalisedforsolongaregivenavoice-
theywanttouseit. Andthe waythey useitmay
notbe whateitherthe politicians orthe
Bureaucracy expectorlike. Inevitablylarge
institutions finditdifficultto respond quickly to
change, butoncethe promiseofchangeis
thereitcreates expectations whichare bound
toleadtofrustrations, andthe newly found
Vvoices will articulate that. Againasource of
conflict. Politicians may feelundersiege from
both sides; from the oppositionandthose they
believetheyaretryingtohelp. Anotherdanger
isthe creation ofadependency cultureamong
the newly prioritised groups. Ifthereisnoclear
strategyto help suchgroups use theirnewly
acquiredresourcestocreatetheirownmeans
of self-sufficiency andtostrategically develop
Supportnetworks, theneverythingfalls apart
ifthe administrationis votedoutor, as

Exchange ofthese nitty gritty practical things
areimportant; wedon’'thavetoreinventthe
wheel eachtime we have the opportunity to
gainaccesstotheagencies of power. And
there are many othermeans of networking
thatlhaven'ttalked about, and I'msure there
areothers|haven'teventhoughtabout.

Thereisatendency, apressureeven,
whenyouare critical of the status quo, that
peopleexpectyoulayoutanalternative
‘visionforthe future’, ablue-printfor The Way
Forward. Eveniflwascapable ofdoingthat,
orarrogantenough totry-mywhole pointis
thattoo many have already attemptedthat
with disastrous consequences. What|have
triedtodohereisto make avery simple point,
butinlookingatitfromanumberoidifferent
angles|hopelhavealsoconveyedsome-
thing ofitscomplexity. Inordertoembrace
thatcomplexity creatively, weneedto
become moreresponsive tothe specificity of
context, find ways of acceptingandrespect-
ingdifference. And | believe we needtodo
this, notby simply becoming more tolerant,
butby refining ourcritical faculties; sothatwe
canunderstand more aboutthe nature of
difference-whereitcomesfromandhowit
comesabout. Uncritical toleranceis so often
justanotherway of being patronising. And
thatisnogoodtoanyone, leastofalltothose
whoarebeingpatronised. ltalsoleadstoa
paralysingrelativism. Soperhaps afirststep
mightbe aratherpainful one, of puttingour
differencesonthetable, honestly. Perhaps
the ArtVoicesfor2000willbe those which
recognise the creative value of Fragmented
Power. Startingwithourown. »

Peter Dunn

Digital Highways Installation
Theinstallation ranthewhole length of a 60ft x
40ft gallery, usingthe rtwo endwallstorepresent
‘terminals’in Londonand Toronto (previous
works by Beveridge, Conde, Dunn & Leeson
where shownalong the sidewalls). The ‘termi-
nals'werejoined by alaserbeamflanked by live
TV monitors showing current stockmarketinfor-
mationandapixelmoving message board spelling
out “EXCHANGE”. Counterpointing this onthe

floor, likethe SLOW signsonaroad, wherethe

words “USE" and reversed outof white dashes
acrossithe floor where, alternately, “resist”
“transform”, “transform” “resist".

- . G
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Digital Highway - London Terminal; ‘The
confusionofTongues’ (Peter Dunn & Loraine
Leeson 1991 ) This workborrowsitsmetaphor
fromBruegel's “TowerofBabel™ , and as Bruegel
placedhistowerwithin his own contemporary
setting, soourtowerisplaced onthe site of Canary
Wharf. Today, the ‘confusion of tongues’ are the
meta-languages ofinformation technology, the
social and economic stratification whichmeans
thatdifferent social groups have torally different
terms of reference-theydon’t ‘speakthe same
language’-and of course the continuous erasure
of one partially graspedimpressionby anotheras
themediarolls ontoanother *current affair’. The
thrustisnotanti-technological, onthe contrary -
inkeeping with the theme, the majorpartofthis
installation utilises computertechnologyand
representsan experimentinnew Digital
Photographytechniques - ratherit raises ques-
tionsaboutits use. The Gulf Warbeganwhenwe
wereinthe processofproducing thiswork. As the
differing practices of imperialism - the early 20th
century model of military annexation, andthe late
20th Centuryone of economic domination - faced
eachotherinthedesert, wewere remindedthatthe
original Tower of Babel was sited onthe banks of
the Euphrates, yetits ‘story’ is communicated tous
throughthe ‘Westerntradition'. And whensome
Torypoliticiansdescribedthe BBCas the
Baghdad Broadcasting Corporation because they
believedwe, the Britishpublic, were getting too
muchinformationaboutwhatwas happeningin
Irag, thenthis obviously became animportant
elementofthework.

The representational tradirion of the Towerof
Babelsites the toweritselfinthe background,
emphasising its scale againstadwarfedlandscape
withitsuppermostreaches rising above the
clouds. liswinding structure usually contains
narratives ofwork. Inthe foregroundyouseethe
rulersandtask-masters, andthe ‘confusion of
tongues’ isdramatised here byarhetoric of
gesturesamong those surrounding them. Inour
interpretation, we splitforeground and back-
groundinto two sections. The backdrop contains
thetower, foregrounded by acolumnof
microwavedishes beaming theirmessagesinall
directions. Infront of this stands afreestanding
console ofmonitors and computers showinga
selection ofimages fromnews broadcasts during
the secondweekin February - the Gulf,
Palestinians, Advertisements for London’s
Docklands,the Birmingham Six, the bombing of
Londonrail stations, the UN, and an array of
prominentleaders currentlyonthe ‘worldstage’.
The soundthat goeswiththisinvolvedthe weaving
inand out offour simultaneous tracks, a *babble’,
takenfromthesenews broadcastswith the music of

‘Mars” from Holst’s Planet Suite anchoring the
whole. Reclining underthe tables of these
‘consoles’areimages ofhomelesspeople from
CardboardCity. »
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John Heartfiald. ‘'On the Crisis Party of the SPD’ 15 Junae 1931, Akademie dor Kinst zu Berfin/VG Bildkunst 1892

John Hearthald from Biographical Chronology compiled by Patra AlbrechtMichael Krejsa in 'John Heartfield' published by Abrama

Heartf
eld....

and
After

On the finished photomontage the text reads: ‘Social Democracy does not want the collapse of capitalism, Like a
doctor it wants to heal and improve it' (Fritz Tarnow, Chairman of the Woodworkers Federation) ‘It goes without
sauying that we shall knock out the teeth of the tiger, but first of all we must feed him and nurse him back to health.’

=W he mostcomprehensive Heartfield retro-
spective everopened lastyearatthe Altes
Museum, Berlin. Itiscurrently showingatthe
Barbican ArtGallery, Londonandwillsoon
travelto prestigious venuesin Dublin,
Edinburgh, New York, San FranciscoandLos
Angeles. A ‘jointventure’, co-organisedinare-
unified Germany by Peter Pachnicke (East)
and Klaus Honnef (West), itaimsto presentto
the worlda Heartfield whose arthas outlived
the Communistpoliticsitaimedtoservice.
The novelty oftheirapproachcanbeappre-

ciated by comparingthe currentshowwith the
two previous exhibitionsin England whichthe
artisthelped organize.

Thefirst, called One Man’s War Against
Hitlerwas held atthe Arcade Gallery, London
1939. Therewas nocatalogue, butatyped
handoutreveals thatthe exhibitionincluded
photomontages from 1933to 1939. Nospecific
workismentioned. However.thedatesandthe
title of the show suggestthat most of the exhibi-
tions musthave been adaptationsforan
Englishaudience ofthe satirical, anti-Nazi

John Heartfield at the exhibition ‘Revolutionary Art of the West’ at the Museum for New Western Art (Pushkin
Museum), before his work ‘The Hand has 5 Fingers." Moscow 1932.
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montagesthathe published between 1933
and 1938in Prague. There, Heartfieldhad
worked almsotexclusively forthe Communist
magazine Arbeiter lllustrierte Zeitung
(Workers' lllustrated Newspaper, often
referredtoas AlZ) re-named Volks lllustrierte
(People’s lllustrated, VI)in 1936, registering
Moscow’s switchfroma ‘Class AgainstClass’
toa'Popular Front' strategy the previous year.
Heartfield hadbeenaregularcontributorto AlZ
from 1930, whenitwas publishedin Berlin.
With the establishimentofthe Third Reichin
1933, both Heartfieldandthe magazine
switchedto Prague—amajorcentre foranti-
Nazi opoosition until Hitler'sinvasion of
Czeckoslovakiain 1938. Themagazine sur-
vivedbrieflyin France, butHeartfield escaped
toEnglandin December 1938.

Between Heartfield's arrivalin England and
his exhibition one yearlater, Britain had
declaredwaron Germany (3 September,
1939). This put Germanrefugees, eventhose
with Heartfield's anti-Nazicredentials, ina deli-
cate situation. The exhibition was conceived
asacontributionto Britain's wareffort, with part
ofthe sixpence admissionfee goingtothe Lord
Mayor's Fundforthe War Wounded. However,
the hand-outemphasizesthedistinction
betweenthe Nazistate and the German peo-
ple, notwishing Heartfield's specific opposition
tothe Third Reichtofuelageneralized
Germanophobia.

Heartfield’'s Communism posed further
problems, forthe exhibition occurred afterthe
Nazi-Soviet Pact (23 August 1939), butbefore
‘Operation Barbarossa’, the Germaninvasion
ofthe USSR (beginning 22 June 1941), which
resultedinthe SovietUnion and Britainbecom-
ingwar-time allies.Heartfield was initially
bewilderedbythe Pact, butthensawitwasa
cleverployby Stalinto outmanoeuvre Hitler,
accordingtoreminiscences of hislandlord, the
German painterand writer Fred Uhimann.
However. the Pactwas neverthe subjectofa
montage, andal,ostcertainly the pro-Soviet
frameworkthat gives his work of the thirtiesits
political coherence would have been down-
playedin One Man's War AgainstHitler.

Heartlfieldleft Englandin 1950and settled
inthe newly founded German Democratic
Republic. The official ideology of this now non-
existent Communiststate is bestevokedby the
Treptow ParkMemorial, still standingin East
Berlin. Constructed by Sovietarchitectsand
sculptors fromthe rubble ofthe Reich
Chancellery, and dedicatedtothe Soviettri-
umphoverFascism., italsoencapsulates
Heartfield's political values. Afterinitial difficul-
ties, Heartfield was acceptedintothefold, and
duringhislateryearshe becameanimportant
culturalambassadorforthe Communiststate.

With official backing, he returnedto
Englandin 1967 to prepare a new exhibition.
AnopeningatCamden Arts Centrein 1968
was cancelled because of political protest—
demonstrators objectedtothe Arts Centre
hostinganartistwhose governmenthad
helped suppressthe ‘Prague Spring.’
Heartfield had died before the exhibtion went
aheadattheICAin 1969.

The showwasmoreinclusivethanOne
Man'swar, coveringwork produced between
1917 andthe sixties, butwasnotaconvention-
alretrospective. There wereafeworiginals,
and mostexhibtions were new photographic
enlargements of pre-warimages. Theempha-
siswasstillonthe anti-Fascistwork of the thir-
ties, aswellas Cold Warupdatings ofold
images. Heartfield's continuinginstrumental
ambitions were clear—he wantedhisartto
demonstrate that Fascismwas the terroristic
lastresortofcapitalismin crisis; the contintua-
tion of capitalismleaves openthereal possibili-
ty of Fascism's re-emergence especially in
dangerousstateslike West Germanyandthe
USA; the SovietUnionandits alies offerthe
onlyviablealternative.

Thecurrentexhibition claims to have more
ofthe political agendas, explicitorveiled, that
informedthe shows of 1939and 1969.
Heartfield's dadaismand his Productivist
experiments of the twenties, especially his
book dust-jackets, are presentedas achieve-
mentsintheirownright, and notas mere pre-
cursorsto his political satires. Agood selection
ofthe original AIZand VI pages are displayed
nextto Heartfield's preparatory artwork, per-
mittingan appreciation oftechnique aswellas
avoidingthe confusion between pastandpre-
sentasevidentinthe ICAshow. Adisplay of
workproducedin England andthe GDR con-
firms hisloss of creative momentum afterleav-
ingPraguein 1938.

the problemis notthe material, usually
drawn fromtherich holdings of the Heartfield's
ArchiveinBerlin, buthowthisisinterpreted. In
theircatalogueintroduction, Pachnickeand
Honnefboth professaninterestin Heartfieldas
anartistwhose qualities only emergewhenhe
is ‘released from the concrete historical situa-
tion".

Howdotheytrytodothisintheir respective
essays?

Klaus Honnefwantsto open up discussion
of Heartfield by situating himin a wide-ranging
survey of montage. Montage—the ‘simultane-
ity of the unsimultaneous'—is a distinctive fea-
ture of Modernismand Postmodernism,
Honnefargues, asymbolic formanda view of
the worldas revolutionary as Renaissance
persective. Suchanapproach hasadvan-
tages, shiftingattentionaway fromthe mani-
festcontentof Heartfield’s work and from pho-
tomontage as merelyascissor-and-pasttech-
nique. Heartfieldis potentially rescued from
the margins of Communistpropagandaandart
history. Unfortunately, the authoratnopoint
specifies whatwas Heartfield's distinctive con-
tribution tothe developmentof Modernist (and
Postmodernist) montage.

Peter Pachnickeis specific. He concen-
trates onthe extensive re-touchingandsir-

brushing whichis particularly evidentifone
studiesthe preparatory artwork forthe AlZ/VI
magazine pages. Henotes, forexample, the
creation of an ‘imaginary pictorial space’ that
transcends Heartfield'simmediate agitational
purposesandconfirms hisgreatnessasan
artist. (A comparisonwith Picassoconcludes
the essay.) Heartfield's ‘pictorialism’ is undeni-
able—butwhyinthethirties did he strive for
painterly effects thatwere soatodds with the
anti-painting motivesthatlay atthe root of
Dadaistand Productivistphotomontage? An
answertothisquestion necessitatesan
engagementwiththe Communistcultural poli-
ticsthatboth organisers wishto avoid.

Huburtus Gassneris notsoevasive. His
modestly titted essay 'Heartfield's Moscow
Apprenticeship, 1931-1932'is, infact, awell
researched reconstruction of degeneration of
photomontagein Stalin’s Russia. He shows
how the triumph of Socialist Realismin the thir-
ties resultedinthe suppression of images
composed of discontinuities and opposites’.
Instead the political establishment demanded
‘painterly polished delusion, welded into uni-
formity of areality inspired by one single will
andstrivingtowardacommongoal.’

When former Constructivists continuedto
use photomontage itwas assimilatedto paint-
ing, ‘sometimes with adistortion beyond
recognition of itstechnicalmethods and
processesinordertodecorate reality in detail
with harmonious forms and luminouscolours.’
Thedeclineis conveyedinamid-thirties photo-
graph of Gustav Klutsis. The pioneerofanart
of ruptureisreducedtoaretoucher, addingthe
finishingtouches toa monumental photomon-
tage panel, dominated by Stalin.

-directness — d design
and the nght to remain
silent...

As aGerman Communist, Heartfield had
more roomto maneouvre than his Sovietcoun-
terparts. Nevertheless, the ‘painterliness’ of
histhirties workis bestreviewedasanattempt
toadapt photomontage tothe exigencies of
SocialistRealism.

One notable absence fromthe exhibition
catalogueis anessayonHeartfieldinthe GDR.
Theorganisersregretthe accusations of for-
malism’thathis work provokedinthe early
fifties, butdo notexplain how Heartfield even-
tually became legitimized. His officialaccep-
tance was notmerely because of his subject
matterwhich could be used by the State, but
alsobecause of his ‘pictorialism’ which permit-
ted easy assimilationinto expansively defined
Socialist Realist tradition. Professor
Pachnickeis perhaps more markedby
Communist Cultural politicsthan helets on.

David Evans isthe authorof the recently pub-

lished catalogue raisonné *John Heartfield:
AIZ/NVI1930-38' (Kent Fine Art, New York).

John Heartfield—AIZ/VI 1930-38 Catalogue
Raisonne of the photomontages publishedin
Arbeiterlllustrierte Zeitung and Volks lllustrierte,
withtext, translations andnotes by David Evans.
524 pages, 247 colourplates, Publishedin the UK
at £59byArt Data Distribution.

John Heartfield Edited by Peter Pachnicke and
Klaus Honnef, withcontributions from Huburtus
Gassner, Klaus Honnef, Michael Krejsa, Heiner
Muller, Peter Pachnicke and Nancy Roth.
352pages, 313 illustrations, 83 infull colour.
Publishedinthe UK at£65 (Hardback) by
Abrams..

“W hecollaborative exhibition Ersatzcame
aboutthrough a dual necessity —firstly the
need ofthe individual to make and show work
and secondly the desire forthatindividualto
gainsome degree ofautonomy withinanart-
climate thatis seemingly unable, orunwilling,
todiscernits own function.

Thethree artists used astheirforum for
experiment anddiscussionthebasementofa
‘Space’studiobuildingin Hackney. The base-
ment, consisting oftworooms and a series of
adjoining, reclaimedstorage spaces, wasfar
from neutralbutthe parameters setby its
specificity were well defined —thatis the
contextwas established by the space rather
thanthe space being contextualisedby an
‘art-event’.

Similarly, itwas the environment's accent
on particular aspects of three hitherto
disparate, artpracticesthatgavethe showits
coherence asopposedtoacurator's ‘theme’.
Each piece of work courted aninevitable
contradiction, and hence dissonance by
addressing self-sufficiency throughthe
constructs of co-dependence—thusthe unify-
ing factor of ‘place’ was always countered by
its dissolutionintothreefoci.

Curiously enough, itwasthe greatest
degree of architecturalinterceptionthat
produced the most subtle physical sense of
change. John Swarbrick ‘re-skinned’ the four

A New Interpretation of History
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The 20th
century has
corrected itself.
We should start
again from
Nothing.

TS &l

damp, bowedwalls of one room, installing
daylightstrips, creatingaringing white cell.
Onceithad received Swarbrick's series of
colourfieldsand solidlinesoncanvas
however, the treatmentoftheroombecame
deceptively utilitarian. The reconstitution or
‘making good' of history-worn walls has now
become avirtual prerequisite tothe office, the
apartment, andthe gallery—Swarbrick’s
room set up an expectation forthe fulfilment of
thismodernidiom; whatitactually delivered
wasanill-definedunease as one crossed
fromthe catacomb-like anti-rooms usedby
John Franklandinto Swarbrick's flat-walled
light.

Theformerly derelict, storage spaces had
been ‘excavated' by John Frankland until
they had become almostpristineintheir
revealedemptiness. Hethenproceededto
cladthe wallof eachroomthatcorresponded
tothe wall alongside or behind thatofthe next
roomwith panels of heated andstretched
black polythene. The expansecreatedan
imaginary wholethattouchedits surrounding
sointimately, soexpertly, thatitbecame
simultaneouslyatodds andinseparable from
itsownsenseofplace. The deftexecutionand
consequentdisguise ofthe process was such
thatthe polythene wasinvariably takenas
being steel— whatwere readasrivetsin
realitythe ‘mark’ leftby the prodding of

preta
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IN 1915 Albert Einstein in his General
Relativity equations came across a result
that according to his student John Wheeler,
he “couldn’t believe".

the Universe could contract to nothing....
Not to an infinitely hot particle, but to zero
space zero time.

Also in 1915 Ludmig ensteir

1951 however' Moisie e S
posthumous lnvasﬁgaﬁansj that he must

could be stated. So language mmt;eau%
‘Again in 1951, the Art Trajectory led
fmmheﬂp_parentwoddofobimtoﬂw
exhibit of a blank unmarker
wommestatsmntbrwghtdma

Fiona Crisp

Frankland'sforefingerinto warmplastic. The
desiretotouchthe surface oneselfwasirre-
sistibleand ondiscoveringthe material'strue
natureandacknowledging (consciously or
otherwise)itsinherentsexuality, thecommon
response wastouse one'sown forefingerto
invertthe ‘nipple’.

Theprocessofrevealinginordertogaina
groundforconcealmentandtransformation
inboth Swarbrick’s ‘daylight'chamberand
Frankland's ‘steel' facades facilitated a shift-
ingbetweenspacelostandspace gained—
andbackagain. The same sense of oscilla-
tion existedin CarlvonWeiler's workbuthere
itwas established withinthe psychological
arenaof personalmemory.

‘Z'one’' wastwoopen-topped, apparently
impenetrable, adjoining cubicles. Theinitial
cubicle was the manifestation ofaspace
remembered from childhood. Furbished with
abedandachairthe space became the site of
vonWeiller's self-internmentforthree days

The origin of a mark is instinctive
— that being a stimulus for drawing.

that. again ‘was assigned to the zero-
possibility drawer.

- These uncomfortable oonuus'aana have
an obvlous aommon feature, on the basis
of its curfantpremsstrmughonly viz.
breakdown of common sense and

law and order on the basis that
Euerythfng Na“ihlng- The Weat to stability

and nightsinwhichtime he builta periscope.
Crushedupagainstthe basementceiling, the
periscope gave vantage overare-created
landscape andbeyondtothe edges ofthe
roomthatvonWeiler's own roomexisted
within. Subsequenttothistime, the actual
spacethathadbeenremembered, andyears
lateris stillinexistence, was revisited,
measuredand reconstructedinitstrue
dimensionsalongside the original cubicle.

Inits huge, unyielding displacement of
space ‘Z'one' appearedtomake the greatest
physicaldemand, yetforallits authoritarian-
ism ittookawallandaceilingforits support. A
ubiquitous, unnamable sense of ‘Institution’
settled overboth cubicles, yetwith footsteps,
the raised floorrangwith its own admission of
constructedtheatricality.

Throughoutthe showtherewasan
ambivalenceintherelationshipbetweenthe
work and the viewer, whowas simultaneously
extraneousto, andacatalystfor, something

The series of works uses an unconscious skill to produce an intuitive single line.
Positioned next to a coloured canvas painted with a broader stroke covering the area, seeing this as a background and

foreground.
Two statements about painting.

Two paintings about one painting.
Using this dichotomy to enlarge a statement on human instinctive behaviour through mark-making, the viewer sees a
pertaining to a past experience. Shifting between recognition and non- recognition, this mark is recorded then transferred (by a
partially unconscious reflection on the back of the viewer's retina) to its background of colour mood, environment, sound,
asking the question:

Is this two dimensional space?

establish concerning language logic was
systematically thrown overboard by James
Joyce among others, and with the
publication of FINNEGAN'S WAKE a new
syntactic device introduced a dimensional
framework in consonance for the first time
with nature - a language of event structure.
The difficulty for society with such an
approach is that no-one uses this
framework except as art. For practical
affairs it is useless. In these circumstances
history since 1951 has been misreported,
manipulated, denied, and its proponents
put under financial if not bodily constraint.
As this cannot be done overtly it has been
by covert action. In Britain the constitution
allows for that. It has led to arrested
development on a huge scale and incipient

‘economic dissolution.

What is the proposition then...?

The dimensionality of person (mind) is
the dimensionality of Event as set out in
some detail - (the JL Stuttgart/Oxford
exhibition). It may also be read as the
dimensionality of matter.

That is unfortunately just what the
writers overlook. To start with, if Most is to
be discerned from Least, if atomism and
Occan's razor are relevant at all , then the
properly atomic will be least with respect to

‘time , and be an event rather than an

object. The language of space-time , mass-
energy and the world of the senses is
anchored to the matter and mind double
system and insists on it. It has no concept
of the dynamics of impulse, which is where
“event” proceeds from.

A flawed assumption in the verbalising
distorts the dynamics. It is that “energy” is
somehow also “mass”. With “event” we are
looking at a trio of time-related components
that everyone can easily find in music,
which by-passes the problem. As Karl
Birjukov has pointed out in papers and
articles in the ‘AND' no: 26, Einstein's
“space-time” could better be rephrased
“mass-time". The impulsive energy we
experience does not come from mass in
the spatial sense at all, but rather from the
inherent Insistently Recurrent Event that is
where the idea of history may now begin.
And then there is the zero state. A least
event starts with the Nothing and returns
there woewragam. It only looks like a
(persisting) object because there is no time

totake place. Infrontof Swarbrik's canvases
the viewercompletedthe optical circuitwhere
the subliminal symbols were lifted fromtheir
surfaceandtransposedontoarelating
colour-field. Frankland's seductive polythene
absorbedanddoubled outpresenceaswe
tracedthefragmented sectioninanattemptto
complete asense ofthe whole. confronted by
von Weiler'sclosed walls, the viewer
perceivedthe possibility offinding doors—
andtherefore the possibility of finding doors—
andthereforethe possibility of entry. Thus, as
in Tarkovsky's “Stalker”, theinexorable ques-
tionwasposed:

“Doesonereallywantto knowwhatone
wantstoknow.”

Ersatzwasonshowat Martello Street Studios.

FionaCrisp isanartistliving and working at
Martello Street, London.

a meaning

and no space between those quanta that
everyone now understands to be the basic
units of extended action. The point here is
that quantum mechanics, so marvellously

‘adaptable and explanatory, is unable to

make sense of the dimensionality in which
purpose, intention, end-orientation su¢h as
we humanoid observers know to inform us,
oscillates.

To round up: A spectrum line of time-
based sources runs across the universal
Event. Along it one can identify, as
scientists identify the primitive elements of
matter, the source lines of what goes to

‘make up our humanoid behaviour and its

tenuous relation to the “one”. Mind is end-

orientated, where matter is (erroneously in

this view) determined ab initio. Science has

no construct with which to make this link.
Here is evidence for the step down

advocated:

1: Physics uses the two theories mentioned
above but they are incompatible one
with another.

2: Relativity has proposed that gravity is
transmitted by wave/particle.

- None have been found; event structure
says they wont because gravity is the
Discharge of initial Impulse, not a force.

Do mind and matter share a common
principle...? According to science, no.The
universe holds its secret. The observer may
or may not be determining the action. On
the time-based (event structured) premiss
all events mental and physical are
homogeneous within a single framework,
and this framework for the sake of a
rational understanding is represented as
emanating from the zero state referred to.
This order was represented in the MoMA
(Oxford) exhibition.

The consequences for society ; should
we react or respond...?

Society is governed by its bodies and
committees, which are obliged to be
rationally accountable. They are bound to
the dualistic, space-based rationale. The
time horizons of that rationale contract, its

PAGE

idea of the economic squeezes them.
There seems no choicé for a “rational”
market economy to differ, to choose what
will be more desirable as an ideal. if it be
drowned out of circulation by financial tides.

What it needs is an image-making
representative who will show, in context,
what the logical incumbents are equipped
to imagine, and so to want. It needs,
according to the artist group | respect, an
incidental Person, an event-perspective. If
its future health is part of an accountant’s
business the society has no altenative. It
cannot afford otherwise. The awful
misfortune is, that art's incumbent funding
authorities are appointed by, and are
servants of, yet wider incumbent
authorities. e

John Latham

Photo: ‘The Niddrie Woman' West Lothian Scotland, 1947,

John Frankland ¢ John Swarbrick ¢ Carl von Weiler

Carl von Weiler lives and works in Hackney, London and is currently showing work at Islington Arts Factary

In the Room. In the School In the Zone

Oh this fuck fuck exam. fuck off and leave
me alone. there is no energy to deal with
this other virus in my head, winding like a
“dead creeper, in, around, under. Gulf,
azyield flat landscape, fires, fires, many
.ﬁus. Arias - Yellow. Peanur butrer.
Golden peanut butter, spread over the
land-
scape; curly hair: MOZART - come on.
and tease me, chimney - no, tall pipe, grey
mild steel, set against grey thick air, no
cloud, no air - red earth - red sorghum,
green fields moving like hair - wind
through hair - small windmill in the
distance. &mmmm Maka, Jala.
Mum ring, buried ring underground, no
air: mum has no air; maybe she is air?
 flawers on the grave, same backdrop, grey
church, grey sky, thick air - no, red earth -
grey air, stone on stone - - cold 1o touch;
window ledges with flowers; backs of
paoples heads singing to where? door
- cold; napt:ﬂfmhﬁhm-*

Square glasm?wp!e myptopk-
only?lsads-—almdsmpeqfnoma&_
nabadyb{aekg!ms with a ring and
veir - veins: orange sun blind 1o
ange against grey — Dutch

The room was now half its original area.

The corridor had been carpeted.

Electricity fed each part — a double plug socket
per cubicle.

Heavy beams anchored the partition walls to the
floor.

Careful reinforcements secured weakenings
through age.

Sun bled through long curtains on the right.

A wing shaped paper stuck to a door

on the left, stated ‘knock before you enter, Carl'.
Highly polished surfaces throughout.

Each boy flooded space with colour.

Bed blankets of orange and blue.

distant voices.
vacuum cleaner.
bell ringing.
door click.
camera click.

polished smell.
food.
carpet.

a dry atmosphere.

slippery splinter-free wood.
softness under foot.

cold window-sill.

reduced air movement.
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The Profitable Play of Human Faculties

SStudentshavebeenmaltreatedbyaseries
of British governments, buttheselastsixor
sevenyears have seenasystematicattackon
students'living conditions and the conditions
andfunding of education. The Conservative
governmentis notonly hostile tostudents, itis
hostileto education. Infactthis government
seemstobe completelyignorant of whatedu-
cationis.

The Tory obsession with book-keepingand
profithas a pernicious effecton education not
because educationis havingtoaccountforits
spending, butbecause educationisbeingsac-
rificedforcommerce. Thatistosay, requiring
educationtoanswertothe samecriteriaas
industry (roughly, the production of products
foramarketatcompetitively efficient costs)
doesnotmerely streamlineit, butcauses edu-
cationtobe runfor ulteriorpurposes. The
streamlining metaphorpresumesthateduca-
tionusedtobe flabby, wheninfactwhatis hap-
peningisthateducationis being completely re-
defined-asasubalternofindustry.

Inthe service of these expectations educa-
tionis beingbetrayedinavandalousdebase-
ment. Bydemandingeducationtothink of itself
inthe terms of asmall shopkeeper, education-
alstandards andthe more fundamental ques-
tions of educational purposes areforced
underground. Itisnosurprise, underthese
conditions, thatitisthe humanities, philosophy
andtheartswhichtake the biggestbeating.
Duringagreatupsurgeinvocational training,
andanincreasedactivityinindustrialand com-
mercialinvestmentinschools andcolleges,
the governmenthas abandonedits responsi-
bility forthe living standards of studentsincru-
cialareas. Thisagainissymptomatic.

Itis a policy of this governmentthatstudents
shouldnolongerreceiveincome supportover
the summervacation, anditremains a policy of
this governmentthatstudentsare noteligible
forhousingbenefit. Grants, of course, contin-
uetobeblatantlyinadequate. Studenthard-
shipisincreasing. Loans, overdraftsand other
debts have become common procedure for

InJuly 1991 Kenneth Clarke sentaletterto
his ‘colleagues’warning themthatthey could
be receiving representations from students
alleging financial hardship during the summer
vacation (myemphasis, of course). The point
oftheletterwastoprovide the bureaucratic
lackey withthe correct political line. While stu-
dents suffered humiliatingand dreadful hard-
ship overthe summer, Mr. Clarke had more
sympathy forhis staff havingto deal with alle-
gations offinancial hardship. Butaswellasthe
predictable bullshit, deception and self-pro-
motion, thereis asectionof Mr. Clarke’s letter
whichis particularly insulting. Assumingakind
of paternalistic benevolent/disciplinarian
demeanourtypical ofanagentofanauthoritar-
ianculture, he writes:

Irecognise, of course, that some studentsare]... |
worried about their financial position this sum-
mer. TothemIwouldsay: - haveyouexplored
everypossibility ofavacationjob? Students
shouldactively lookfortemporaryworkandnot
relysolelyonjobcentreswhichonlyfillabout
onethird ofpermanent jobs and handle very little
temporaryemploymentatall.
-ifyouareinoneofthe special groups mentioned
earlier, have youappliedforsupplementary
grantallowances or(whereappropriate) bene-
fits forwhichvoumaybeeligible?
-haveyouappliedforhelp fromyourcollege's
Access Fund, orits own hardship fundifany, or
othersources suchas educational trusts?
Thiswasaninsulttostudents sufferingthe dis-
entitlementfromthe helpwhichisnormally -
giventopeople whofallbelowthe povertyline.
The Minister contemptuously shiftedthe
blame and responsibility forstudenthardship
away fromthe government's septiclegislation
tothevictims ofitsnegligence. The govern-
mentdeniedstudent'sbasicrights and entitle-
ments, singlingthem out, abandoningits
responsibility of preventingandalleviating
extremepoverty. Andthen, this bureaucrat
hadthe galltoaskus ifwehaddoneenoughto
ensure oursurvival over the vacation!
Itis patently obvious thatMr. Clarke'sdreamis
infactafantasy. Thereasonshegavefordoing
whathedidare eitherfalse orplainly inade-
quate-theseare the symptoms of psychicdis-
turbances. When, forinstance, hetalked
aboutending students’eligibility forincome
support, unemploymentbenefitand housing
benefithe explained himself by saying many
studentsdidnotclaimthesebenefitswhen
they wereavailable andthatforthem,andwe
know he means only them, thenewgrant
packageoffersabiggain. Quite! butfortherest
of uswhodependedonincome supportand
housing benefit, thisactof bureaucratically
sanctionedtheftoffersaverybigloss.
Butmorethanthis, heinsistedthat...the
Govemment's highereducation policy is suc-
ceedinginits aimofexpanding studentnum-
bers andwidening opportunities forhigher
educationtoyoungpeople. Andpresumably
ourpoverty mustbefictional, ordowntoour
own mis-handlingofcash, ifwe canbelieve the
honourable gentlemanthat, the introduction of
loans has given students more money fortheir
living costs. Andwhatdoes hethinkisthe point
oftellingusthat, institutions will be alfowedto
anticipate upto 10% of nextacademicyear's
Access Fundallocations, if... theyneedto
respondto urgentapplications from students
forhelpinthe vacation? Is he sufferingfrom
the delusionthatthis generosity ends the stu-
dents'need overthe summervacation?
Theirnewlegislation, itis notdifficultto see,
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ElevenBlackpeopleandatokenWhite.
WAAF e allcameto Cultural Partnerships
Limited fora variety of reasons: we are motivat-
edby self-interest, aquestforconfidence, a
lustforpower, the needtowork with otherblack
people, the needto saveus fromourselves, the
desireto explore ourcapabilities, selfishness,
toprove ourgenius, creative urges, the money,
having nothingbettertodoandthe needto
showthe world we exist. Twelve differentrea-
sonsfortwelve differentpeople.

{(1—r) Otis Durant, Catherine Gitlens, Emmanuel Paul

Weareallshadesandvaryingages
between 18and25.

We heardaboutthe course fromvarious
sources, word of mouth, youth clubs, the
Hackney Show, Kiss FM andthe local papers.
We hadtomake written applications, attenda
selection workshop andsitaformalinterview.
Out of 200 written applications we were cho-
sen. Andnobody hasdroppedout. The course
staredinthe heatof Augustandendedinthe
austerity of December.

Theorganisation, CPL, thatrunsthe course
ismade up ofallwhite people barone black
man. We stilldon'tknowthe make up of their
Management Committee because onthe

occasionsthatwe askedfortheinformation

they become particularly defensive and
wouldn'tinformus. I stillthinkitan unusual
reaction.

Theyemployedthree peopleon5month
contractstotrainand administerus. Henry

. Thomas, Rosemary Sladdenand Virginia

Haworth—they are active practitionersinthe
musicand televisionindustries, respectively
and Virginiahas done anexcellentjobofactu-
allyadministering ourcourseandchasing
placementsforus. Theirworkandcontacts

. thattheybringwiththemhavebeeninvaluable

tousthroughoutthe course. Theirvalueisthat
they helpedustolookatourtrainingwithan

I X

thatourviews were nottakenseriously and
valid pointshave notbeen heard. We are notall
18andnaive, 3ofushave children, mostofus
hadexperiencedthe world of work before we
gottothecourseandone ofishasaneduca-
tionaldegree. The average 18 yearoldblack
personfromtheinnercity canshowafew
things tothe middle-aged white professional.
One positive suggestion thatwe’dliketomake
isthatthe organisation needs to employ more
blackpeople...

Emmanuel
Paul and
Deliroy
McClean
answer
some _
questions
Q.Howdidyoucometo
CPLandtheAccessto
MediaProduction
course?

Delroy: IwasatHackney
Downsfestival per-
formingwiththe
Amashie Dance
Company, afterthe
performance | was
wanderingaroundand
happenedupon
Cultural Partnerships
display. Theyshowed
meavideo“Livingon
the Welfare Estate”
andtold me aboutthe
course andthe com-
pany.|signeduptoget
moreinformationand
anapplicationform
aboutthecourse.

Q:Whatwascomingto
thiscoursegoingtodo
foryourdevelopmentasaperson?

Delroy: AsaBlackman|wantedtoachieve
somethingandnotbe afraid of steppinginto
somethingthatwasalientome orwas sup-
posedtobealientome.lwasgoingtogoin
theretolearnabout TV and utilisethose new
skillsformyown goals whichis the Black
thing, an African thing. This course would
enable me todosomethingfor Black people
interms of communication.

Emmanuel:cameto CPL through contacts
through alocal community youthclub. lwas
thinkingto myselfitwas abouttime that ! did
somethingaboutmylackofconfidence. |
couldn’tcommunicate withotherpeople, sol
thoughtwhy don'tItry this, itmighthelpmein
thelongrun. Whenthe applicationform
camelrangupand putthe phone down-—
because lwassonervous|couldn'tspeakto
any one—thenltriedagain. Afterspeaking
with CPL Ithought—maybe I'minwitha
chance, butfeltbecause oftheage range
thatlwas disadvantaged. However, | was
accepted—whichwasgreat—asitmeant|
couldmeetupwith otherblack people who
wereintothesamethingsas|was.

Q:Whatdoyouthinkyou’veachievedonthis
coursetodate?

Delroy: 1think I've provedto myselfthat| cando
anything | wanttodo. The otherthing I think

~ Photo: Tulip Tuitt

Emmanuel: | say theindustry shouldlook
sharp and wise up and come with adifferent
style. Awhite company can’ttellus howto
make Black television or music.

Q.Howhaveyoufoundtheplacementsinthe
Industry?

Delroy: I'vebeenonaplacementatthe BBC for
nearlytwoweeks and| haven'tbeenasked
todoanythingthatl caneven pretendischal-
lenging. Imettwo brotherswhogoaround
deliveringletters, clearupandgenerally run

around forBBC production offices. Those
twobrothers are gettingto do more work
thanme...sotherelaminthe production
office with aspirationstodirect, and after7
days ofthis placement|wasfinally givea
task—togodowntosome cupboardandcol-
lectafewHi-bandvideotapes... Howis
someone supposedtofeel?

Withme | feelalone—dread- asthe onlyblack
maninthis production office - knowthose
womenonly relatetome onasexuallevel-
theyflitand wanttogoonlikethe Wild
Womenof Wongaonmeonedarknight. |
playthatgamewiththembecauseit'sthe
biggestpowerlhaveoverthem.

Becausetheywon'trecognise my ability, all
they canrecogniseis my sexuality. Because
ofthatasablackman|'mnotconsidered
seriously—morelike asexaid.

Iknowthatthese peopleare notforturningor
changing—I'mthe one whohastochange,
whichis why I think Afrocentricity willsweep
acrosstheseshores. @

Rollonthe Revolution...
LauraA jetunmobi

“W herewillneverbearevolution... he said.

Fromthenon|knewwe couldonly getstronger
andstronger. He was referringtoblack people

inthe mediaindustries, orshould | say black
peopletryingtogetintothe industries. He knew
fromthelookin oureyes he wouldbe choking
onhiswordsoneday.

Callme an ultra optimist, but| dobelieve
there’sawhole newwave of black talentburst-
ingtogo. I'vefeltitonthe edgefromalongtime
ago. Before John Singleton, before Robert

Townsend, before Spike Lee, these were just
privileged enoughto be atthe forefrontofit.
Havingsaidthat, the utmostrespectgoestoall
ofthemformakingitpublicthatblackfilmdirec-
tors deserve recognition.

Totellthetruth, itis notdirectors we're short
of (untilthe fashion dies outoftelling howitis) |
think we need alotmore blacktechnicalstaffin
the mediaindustries. Asfarasmusicgoeswe
don'tseemtobe doingtoobadly (tho'we're not
doingtoogoodly either!) butinareas suchas

CPL students at BBC TV Centra » Photo: Tulip Tuitt

filmandtv, and especiallyin radio, where are
we?

My onlyanswercanbethatthereisnot
enoughtrainingavailableinthesefieldsfor
blackpeopleandnotenough are being
encouragedtogoandgettrainingandbeatthe
systematthesametime. It'seasiersaidthan
donebutitonlytakesthose fewblackpeople
who have madeittorecognise the problem,
unite togetherand startthings happening
instead ofthinking the sun shines outoftheir
arsesassoonastheymakeitanythingabovea
runneronashoot!

I may be missingthe pointhere butdowe
really have towaitfor black technical staffto
become fashionable before we can showthat
we arejustasworthyasany oneelse.
Somewherealongtheline someone willsay
thathavingallblack peopleinthese work situa-
tionsisjustasracistas havinganall white work
situation...

Ithink Britainisaboutto experiencethe
biggestblackrevolutiontodate, inallmedia
andnotjustthe obvious. | forone will be part of
thisand | knowthatthere are otherblacks who
arealsoreadytobreakthe mould.

My lastcomments would be, thatifl, asa
twenty-one yearold motheroftwochildren (six
yearsoldandthreeyearsold), canbreakthe

barrierandstillgoonand be blackand proud,
thenshit, whatare we waitingfor...

Rollonthe Revolution...

CULTURALPARTNERSHIPS
Weare... Anarts, media and communication group which organises,
campaigns and commi with people* Regional Arts

Associations= Training *Health Community profiles = People with dis-
abilities»Local Authorities» Communications.

you areinterestedtoknowaboutthese activities contact:

Cultural Partnerships

90 DeBeauvoirRoad, LondonN14EN «Tel: 0712548217
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People divided by the same language.

considered dead black —

dr

studentsmerelytosurvive forthe duration of
theircourse. Theideaof educationasaright,
notaprivilege seemsvery remote. Theidea of
freeeducation seems patently utopian.

ratherthan giving us more moneyandencour- |
agingpeopletobecomestudents, hasleftusin |
more poverty and failed to provide grants for
approximately 4000 prospective students at

industrial head onratherthanasolelyacadem-
icone. Peoplewho have attended previous
AMP courses arerightly aggrievedthatthey
didnotenjoy the same level ofdirectaccessto

The Black Balance and the White Balance.

People in film and television forget you
have to do both before you can,
confidently, start filming.

I'veachievedis workingwith otherblack

people—African people, allfrom such differ-
entculturesandbackgrounds andlearning
tounderstandtheir points of view. Nowlcan

it is preferable to set the “reference black”
that corresponds to dead black in the
picture to a level between 5 and 10 units
above the blanking level.

L

In

Certainlythecrisisineducationisduetoan
unrelentingdreamwhichthe Torieshadquitea
whileago. The Thatcherperiod wasawanton
andvicioustime of systematicabuse. Every
aspectofourliveswastoberefashionedinthe
image of athrustingyoung enterprise (secretly
forthe benefitofolderenterprises). Anything
else would be consideredto be both sloppy
andold-fashioned. ltwasaperiod of emphatic
cleansing by fire. We wereallintendedtosuf-
fer, butforthe eventual greatergood of effi-
ciencyandcostliness. Puritanideology dis-
guises abuseasdisciplinebecauseitstems
fromasado-masochistic outlooklinkedtoan
authoritarian culture. Simply, Thatcherism
was aculture of controland repression, flatten-
ingallinits path -anditcontinues undernewish
leadershiptofellmoreandmore, nowinclud-
ingeducation.

Kenneth Clarke'sdreamforeducation
includedtheintentionthatthe Governmentwill
nolongerbefinancially responsible forstu-
dents. Thishadthe dualadvantage forthemof
cutting theircostsandreducingthe
Unemploymentfigures overthe summer. lts
effectistoland moreand more studentsin
deeperanddeeperhardshipanddebt. Mr.
Clarke'sdream, thatstudentincome willasfar
asthestateisconcernedcome fromone
source, namely, educationinstitutions, contin-

- uesthroughthe maintenance of his policyin

the currentgovernment. Any otherfundingwill
come from parents, banks, business sponsor-
shipandsoon. Itisinthe service ofthistidyaim
thatthis governmenthastakenaway all of the
supportstowhichwe wouldbe entitledifwe
were notstudents.

Butthe disentittementto governmentbene-
fitsdoesn'tevenmake sense. Studentsare
expectédto findjobs overthe summer, andyet,
this governmenthas createdrecord levels of
unemployment. Youcan'tbaseasystemof
students’fundingon the expectationthatthey
willgetjobs overthe summerwhenitisapolicy
of governmentto controlinflation with the cre-
ationofunemployment! Surely, such patent
sillinesscannothaveslippedthe govern-
ment'sattention. It'sdifficultto believe the pre-
sentgovernmentis notalsoaware ofthe likely
outcome.
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FElevel. Weareinmore poverty because we
arenolongerallowedtoclaimHousing Benefit
(andin London, shifting the burden of paying
rent fromthe Departmentof Social Security to
individual students makes a painfulmarkon
studentslivingcosts),and because the period
forwhichthe grantisintendedtosupportthe
student has effectively (owingtothe level of
unemployment) beenstretched by the disenti-
tlementtoincome supportoverthe summerto
coverthe wholeyear. Plainlythe Access Fund
needstobeincreased, notreducedby 10%
because of hardship caused by the Govern-
ment’s hostilityand miserliness. The ‘addition-
al' resource of bankloans does notreduce stu-
denthardshipanddebtitincreasesitasan
extraburdenoveralongerperiod oftime.

Forcing studentsinto povertyisdamaging
totheireducationaswellastheirlives.
Students are beingcompelledtospend more
andmoretimein part-time employment, taking
timeaway fromtheirstudies. Studentsare not
demandingaluxuriouslifestyle, only the
income necessary to permitthemto conduct
theirstudies. Full-time students should study
full-time. Anditis appallingly short-sighted of
any governmentto expectstudentstosupport
themselves, orforeducationtoberunona
commercial basis.

Thecrisis ofeducationandthe hardship
andabuse of students will remain with us until
thereisacomplete and manifestreversalofthe
ideathateducationisaservantofindustry. Itis
onlyonthe basis ofindustry, surplus value, effi-
ciencyandallthatthatmightentail, beingaser-
vantofeducationandthe free-play ofall
human faculties thatwe could begintothink
aboutwhateducationis, andwhatits purpose
is. Thatistosay, itisonlywheneducationis
allowedtoflourishinaspace radicallyits own,
freefromthe abuse ofindustry, authority,
administrationandcapital, thateducationcan
begintofosterthe free-play of humanfaculties.
Inthemeantime we stillhave ‘Ken Clarke’s
dream'andthe collision ofinterests which
resultsinthe deterioration of educationandthe
painfulimpoverishmentof students. &

Dave Beech was presidentofthe Students Union,
RCA 1991-2. Heis now completing his MA studies
intheFaculty of Humanities.

the mediaindustries thatwe have enjoyedthis
year.

Cultural Partnerships. Whatdoesthat
namemean? Intheory, itmeansthatthe
organisation gets togetherwith various ‘cultur-
al' groupsduringthe course ofitsworkand
helpsthose people realise media-oriented,
communication-wise projects. [ thinkthe name
ofthecompany is problematic. Surely apart-
nershipisarelationshipwhereby the parties
share equally the risks and profits of theirasso-
ciation. Whatis so equalaboutsixwhite
employeesandoneblackemployee?

Mostofusfeelthatparticipatinginthis
course, has opened oureyestomostthings.
We've learntalotaboutcommunication, or
people'sinabilitytocommunicate. We feelthat
ithasbeenagoodtraininggroundforlaunch-
ingourselvesintothe industry, because within
this set-up regardless of how difficult relations
withthe company have been, atleastthe
motives ofthe people are the rightones—this
willnotbe the case whenwe gooutintothe
world of work.

Duringourtime, we have notfeltlike equal
partners—Ifyourunacoursethatisdirectedat
blackpeople then surely there mustbe more
consultationwiththatgroup of people. There
have beenmany occasions wherewe havefelt

——
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Diane Gayle in CPL sou

communicate better with other African broth-
ersandsisters—thathashelpedmeto
become abetterindividual within black soci-
etyinEngland.

Anotherthing | have observed onthis courseis
thatasblack people we don’teven know our
ownselves. Beingonthiscourse I've gotto
knoweleven otherblack people, andman-
agedtostickitoutwiththem. |haven'tgone
mad, | haven'thad afightwithany ofthem,
we'vearguedbutatthe endofthe daywecan
allsitdowntogether.

| don'tconsiderthatgoingontoworkatthe BBC
isabiggerachievement—maybebecause
I'mnotaspiringto‘theirheights”—as|see
achievementintermsofmyselfandmyown
people. Withthe information | have,asan
African, | couldlistplenty of reasons why |
could have failedbut I'm proudtosaythat|
feell've crackedit. I've takenshitfromthem
butlcan stillsmile with them, because
there’snotime forbickering.

Emmanuel; |cansaythat!'ve achievedquitea
bitandthat|'m hopingformore. Forme lwas
steppinginthe darkness where | couldn't
seethelight. 1didn’thave any confidence, |
wasinmyownworld, butgradually youhave
tobuilditupbecausethat'sthe waylifeis—
they're goingtochewusupandtakeoutthe
bitsthey like and spitthe restout.

Q.Whatdoyoufeelthefutureholdsforblack
peopleinthemediaindustry?

Delroy: The futureis bright. Icangetsofar, butl
knowtheyouth—themthatiscomingup
behind. Asblack people, | knowwe're going
todosowell. Ithinkthe outlookis good, but
thingsarealsogoingtobe hard. Interms of
black people exploitingblack people still.
Therearealotofblack people whohave had
todenyapartoftheirblacknesstoenable
themtogetoninbroadcasting. | say, let'sgo
throughandopen upthe marketandcreate
thatgap—It'saboutevolutionand progres-
sion.

Wehavetherighttobeintellectual, tobe edu-
cated, tobe philosophers andscientists.
Whatevertheism orwordis we have aright
tobe smart. We have arightto showourcul-
ture.

Although we can learn and understand
your words and vision, it appears there
is no room in the iconography for us. So
we learn the language and take on
another imposed role — the iconoclast.

We are the dark angels,

the ‘bringers of balanced vision'.

In the "90s it appears all kinds of people
can be black.

In television,

it means,

white people make ‘black’ programmes.

Where is our space behind the box telling
you

what only we can know?

The waveform monitor

There is a portion of the waveform that is
‘blacker than black’ and there are
negative values on the scale.

That's me — with the wrong colour, the
wrong sex,

the wrong accent and

knowledge of you at your worst.

Zero on the scale represents the blanking
level.

The port of entry. Entry into the industry.

Although the blanking level could be

"

| draw an analogy with the film and
television industries

Setting a standard of 'blackness’ for black
people to enter the industry — you can't
be too black.

This ‘reference black’ ensures that retrace
lines created as the beam returns
across the image to begin a new scan
will not show up in the image across the
image to begin a new scan in the

broadcasting system.

Those imperfections are the things you
won't show on the screen

the guilt and sex in your eyes and
programming decisions

the jokes you make of us at our expense.

Our second poll tax — the television licence

(and don’t tell me how terrible life would be
without the B.

The lack of black technicians.

The lack of production opportunities.

Footnote:

The Sync Pulse is the level that the
‘reference black' should remember more
often. ‘Blacker than black’. &

Tulip Tuitt
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1 HAVE recently seen a selection (by no
means all) of the current “non - professional”
films subsidised this season by folks like The
Arts Council, Channel Four TV, The British

Q-l Film Institute, and grants arranged via The
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Slade, The London Film School, etc.
Whatimmediately struck me was how few
of the directors, writers, cameramen and
actors involved actually called themselves
‘Flim Makers'. Many of the CV’s of the direc-
tors called them ‘artists’, and when it came to
design, costumes, set-dressing (if any) the
participants (many of whom were art stu-
dents) clearly dislike to be called
Constructors, Painters, Property Masters and
so on. In fact, they were all ‘artists’, many of
them at some pains to bring very specific
credit to their astonishing contribution: ‘Indian
Chanting and Bagpipes by......" or ‘Audio
Ambient Silences by......". I'm well aware that
such illustrious film makers as Jarman and
Greenaway began small (some might even
call their early work dwarfish) and they too
had to go the round of the sponsers, scraping
miniscule budgets together, often to produce
occasionally lavish-looking images.
Sponsorship goes way back to The
Golden Age of painting, sculpture and even
architecture. The creators who ‘made’ it were
lucky enough to have found patrons, out of
whose coffers most of the production money
and ultimate payment came. In a way it was
the best form of subsidy (even though many
of the artists showed scant thanks or were at
constant loggerheads with their providers). It
was mostly on a one-to-one basis, so once
the artist or sculptor had recieved his commis-
sion he could grumble happily away at his
back pains as he enlivered the roof of The

Sistine Chappel.

But film making, as we all know, is a collec-
tive enterprise. Even though the most amaz-
ing auteur may be at helm, he is still one hun-
dred per cent reliant on his little army of tech-
nicians and ambient silence makers to ulti-
mately deliver the goods. In professional (ie.
mainstream) film making financial restrictions
(and occasional indulgences) make very sure
most of the crew have very clear heads, as
near possible a foolproof shooting script, and
the inevitable Executive Producer whose
main occupation is the very opposite of the
golden provider and who daily racks his or her
brains for ways of taking even the smallest
short cut to save a few bucks. Although the
name of the game is money, it is still quite
remarkable how the ultimate responsibility for
what comes up on the screen is the director’s.
Itis either his clearness or muddiness of
vision which will determine if the message of
the movie gets across.

But the ‘artists’ whose work | have recently
been viewing are not in the business of mes-
sage-making, or, as the celebrate Sam
Goldwyn saying goes, “Leave messages to
Western Union!” Even the deliberately
cussed Sam would admit that ‘story’, ‘narra-
tive’, ‘plot’ - call it what you will - was just
about the first requirement to get a celluloid
flight of fancy safely taxiing down the roller-
coaster runaway to sucess.

And whilst Messrs Jarman, Greenaway
and co. might have a plot ‘that has a begin-
ning, a middle and an ending but not neces-
sarily in that order’ (Jean Luc Godard) their art
house offerings are nothing if not strikingly
original, packed full of ideas and do - if some-
what reluctantly at times - lash themselves to

a narrative. They enjoy wide sucess, just as
there are a handful of underground - avant-
garde, lone film makers who took up the 20's
Surrealism/ Dada challenge and began
(mainly in the states) turning out highly per-
sonal film statements.People like Anais Nin,
James Broughton, Kenneth Anger brought a
new meaning to ‘non-professional film mak-
ing' and the tourch they lit is being boldly car-
ried today by singular talents like Steve
Dwoskin and David Larcher.

The problem as | see it at present is a kind
of annual lottery, where (mostly) young
‘artists’ from film schools, art colleges, design
and graphics institutes and media depart-
ments from universities join a scramble to
submit a “script” (anything from three para-
graphs to thirty pages) that might putthemin
the jackpot stakes. Television stations - par-
ticularly Channel Four have, this year alone,
given grants totalling an amazing thirty thou-
sand pounds to subsidise a group of one-off
film experiments which, viewed through a
glass only slightly more darkly, would present
the viewer - in the immortal words of Lewis
Carroll - with “a perfect and absolute blank”.

Offerings stemming from Arts Council ini-
tiative, The BFI Production Board etc, are as
resolutely obscure; curious glimpses of very
private worlds but not made with your usual
hand-held tipsy camera desperately trying to
focus on its subject like a drunk helplessly
searching for the mouthpiece of a breathalis-
er. This modern batch of nouvelle-vagues are
mostly shot with either obligatory union crew-
ing or specially dispensated lower numbers
negotiated either with the ACTT (film union)
or one of the Broadcasting Unions. This
means that not only the picture (such asitis)
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is crisp and would give the appearance of
heading in a general direction, but the sound
(whatever it may be - bagpipe or ambient
silence) is actually audible. One would imag-
ine this professional backup would help elimi-
nate the worst excesses of obscurantism on
the part of our newly rich auteur. The very
opposite is the case; the sheen of profession-
alism serves only to present the Emperor’s
Clothes with such appaling candour that only
barren nakedness is apparent on screen. To
us, that is; worshipers at the obfuscators
shrine will declare their minds completely
blown by the -“er experience of it man.” Atone
screening as the lights came up, | overheard
one saucy apprentice remark to another, “I
really think it's his best film to date but defi-
nitely the one with least meaning.”

Now back in the 20’s Dadaists publicly
confessed their intention of ‘driving the audi-
ence to fury with sheer lack of meaning'. Luis
Brunuel said, ‘My films are only questions; itis
not my job to attempt answers’. Butin the film
makers very rejection of lucidity was a style of
film making that was at once exhilarating and
constantly unexpected. In fact, it was both the
popularity and acceptance of the films that
eventually caused the demise of the pre-
World War |l surrealist film movement.

My first film sucess was a dreamlike little
essay called “Doppelganger”. It won Best
Amateur Film of the Year Award and was pre-
miered at the then Festival of Britain Cinema,
now the NFT. Four of us, under 20, joined our
ideas, resources and money and shotit in two
weeks in The Lake District. The following year
| went solo and wrote, photographed and
directed a film called “Midwinter”, which was
runner up Best Film. It cost me less than one

Introduction:

- Thefollowingarticle ‘ArtEducation-theway

forward?’is extracted fromareportofarecent
meeting of Natfhe's Art Sectionatwhich the
pointsraised are still pertinentto the situation
surrounding Art Educationin Britaintoday. For
anewgenerationof Artstudents abouttostart
newcoursesitisimperative they quickly
become conversantwiththe currentsituation
surroundingarteducation.

Ithasbecome analmostannual occurrence
forstudents, dissatisfied with the quality ofthe
coursetheyhave entered, totake action. Last
year, mid-way throughthefirstterm, students
ateight Polytechnics throughoutthe country
hadsit-insanddemos. Itis always difficult for
suchactionstobe 100% solid—becausethe
mostactive studentsareinthe middle years of
theircourse and have experiencedthe short
comings oftheireducationalinstitutions: New
studentsare notyetsure oftheirwayaround
thecampus, andfinal yearstudents donot
wanttorisktheirexamresults. New legislation
isalso geared towards widening Staff/Student
Ratiosandalthoughthere are persuasive
argumentssuchascreatinggreater‘accessi-
bility'to higher education (as opposedtotradi-
tional ‘exclusivity’) the arguments collapse
when the funds which should maintain high
educationalstandards (through provision of
buildings, technical, and social facilities) are
cut. There may be more students buttheyare
notnecessarily receivingthe high standard of
educationtowhichtheyare entitled: Staffalso
have difficulties—tryingtoteachincreasing
numbers of students with dwindlingfacilities -
threats of redundancy throughlack of
Institutional finance—less space—deterioration
ofworkingconditions—increased work-load
generatedby growingnumbers of students.

Cumulative dissatisfactionisexacerbated
whenmany ofthedemands studentsputtothe
‘Directors’ oftheirschools, althoughvalid, are
notalwaysinthe powerof Directorstoconcede.

Although Natfhe Members stood solidly
‘behind'the studentsatlastyear's events, they
toowere notalwaysabletodirectlyintervene
astheywouldeitherbeincontravention ofthe
government’s legislation which ‘controls’
Trade Unions, ortheirown contracts of
employment. Staffand students are very often
unabletoidentify betweenthe selfinflicted
shortcomings/mismanagementoftheirown
institutionand those which are government
induced. To overcome this dilemmastudents
andstaffneedtobecome conversantwiththe
government’s cultural and educational poli-
cies, andever-changing legislation.

Inactivity, oratworst—agreyinertia—over-
shadowed everything beforethe (last) General
Election. Wide-spread weariness couldbe
blamed onthe seemingly neverending “velvet
gloved"attackagainstthe Artssincethe
Thatcher Governmentcametopower more
thanadecadeearlier. The arts were operating
inahostile environmentand Higher Education
wasin flux: Within the ‘ideclogy of chaos’ col-
legeswerebeing “rationalised” into oblivion, or
swallowed upinto Polytechnics orInstitutes;
then afterbeing rippedaway from established
funding methods the Polytechnics were
encouragedtotwilightwithinthe “Enterprise
Zones"andvieagainsteach otherfor ‘cus-
tomers'andfavours.

The ArtSection of Natfhe—as with most
otherartsorganisations—wasdragged
throughawatershed of ayear. Yet, theysuc-
ceededinorganisingwithin the unionand con-
tinuedtohold successful openannualconfer-
enceswhichdiscussedawide range of serious
issues onartand education: proving thatmost
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people whopractice withinthe arts believed
then, and continue tobelieve, thatthe present
governmentcontinuesin beingno respecterof
thevisualarts—afteralltothem Artis only fun—
fun—fun!

The presentgovernmentcontinuesthe
arrogantbeliefthathoweverbadthe situation,
peopleblindly adapt... afterallthey see people
inNorthernIreland ‘getting on’ with their lives
whilstthere arekillingsandarmed soldiersin
theirstreets—in Beirut, forthe pasthalf century,
people havelivedinwhatisinternationally
acknowledgedawarzone. Incomparisonto
thesetwo extreme examples oflife threatening
situationsthe survival of At Education atpost
schoollevelishardlyinthe same
league—butsimilarly Artand art
practice does constitute peo-
ple'slives.

Mostartists/arteducational-
ists/administrators arefedup
with havingtojustify their profes-
sionaccordingtothe market
place—infactmostpeopleare
fedupwith havingtojustify
everythinginmarketplace
terms. Ithasalsobecome abun-
dantly clearthatthe government
isnotatallconcernedifartcan
justifyitselfin established cultur-
altermsillustrated by theirhav-
ingputinto place a very effective
weaponwhichkills off creative
andchallengingapproaches
whichare centraltoartpractice.
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Education. Thisheillustratedintheformofa
briefoutline history ofthe main developments
both positive and negative with various colour-
ful referencesto his own experiences—anec-
dotal, rhetoricalandhumorous. Alsoin his out-
line he gave emphasistothe shiftinarteduca-
tionfrombeingdirected by practitioners—the
Coldstream/Passmore erawhichalthough
proving ratherhaphazardforlarge numbers of
youngpeople, suitingonly the ‘initiated'—the
cogniscenti! - allowing young peopleinasortof
‘clubby’ arenawheretheyleamthowto’
behave like artists' had produceda ‘newwave’
ofhighachievers some of whomwere now
regardedasthe ‘names'inthe contemporary

History hasshownallof usthatin
asociety/state whichissubservienttoaniso-
lated government—inotherwords adictator-

ship (byany othername)—creative thinkingis
controlled.

Theresultofthisyear's General Election -
only maintainsthe status quo ofthe past
decade—itwastimeforchangeinsteadwe
wereshortchanged...

We now havetofind newanswerstosome
very difficult questions—

Dick Rainer

A meetingwas heldinLondonofthe Natfhe
Art Sectionin May of this year, Natfhe (shortly
tobere-launchedasthe University & College
Lecturers Union) has several professional
educationsectionstocoverallareas ofthe
post-school curriculum.

Thekeynote speaker, Stroud Cornock,
although Assistant Registrar Art & Design
CNAA,was appearinginapersonal capacity.
He haslongenjoyed anassociationwith
Natfhethroughavariety of previousroles.
Apologies had beenreceivedfromLoma
Fitzsimmons Vice-presidentNUS Education,
unabletoattendthroughthe pressure of other
duties.

Thetheme ofthe meeting wasintroduced
fromthe chairby Malcolm Cook making refer-
encetoanitemconcerning ‘Mod-Art' akind of
‘punk-scream’ or ‘howl ofanguish' fromastu-
dentoffineartpublishedinthe openforumofa
mail-art publication who hadbeendesperately
seekinga personal way through the labyrinth of
modernist/post-modernistdilemmasinsearch
ofthe truth! This vividly illustrated the cause for
the concerns ofthe meeting, eventually lead-
ingtosomelivelyandstimulatingdebate. The
keynote speakerwasintroduced whoalthough
speakinginapersonal capacitywasableto
draw from his wide knowledge and experience
includingthe CNAA. Stroud Cornockbegan by
sayinghowmuch he regretted the passing of
whathecalledthe ‘boom-days’in Art
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artworld. This had gradually given way with the
adventof Leverhulme and BAHons, NAB, and
eventually PCFC - paliticalsea changes with-
outmuch referencetothe practitionerlobby
andallthatitstoodfor. Thisincluded the merg-
ingofmany ‘jewelinthe crown’ ArtColleges
withavariety of HE/FE Institutions
(Polytechnics, Colleges of HE/FE etc.) thereby
puttinginto place the patterns of funding,
recruitmentand staffing proposedby the new
political styleanditsadministrators/executives
inmanagement. This culminatinginthe pre-
sent‘drift towards modularisationandthe
‘American cafeteriastyle’ of education! This he
coupledwiththe growing concernforthelikely
loss of quality broughtaboutby government
demandsfortheincreasedaccess withoutany
indications ofincreasedresourcing.

Hefelt, therefore, thatthe successesofthe
Coldstream erawere notlikely tobe repeated:
despite allotherreservations thiswas ahigh
pointbothintermsofanational &international
profileforthe outputin studentachievement
andforArt&Design Colleges. Anindication
givenrecently by Christopher Ball (ex-chair
NAB etc), of whatwasin store “more means dif-
ferent!” givesacompelling picture of future
shockif note was nottaken of arteducational-
istsandstudentconsumersconcemsinthe
rushfornumbersby college managers. Also,
the newly merged PCFC/UFC over-arching
body couldprovideanewspectreforallinart
educationintheabsence of any optimistic fore-
castsonresourcingorproventrackrecord!

Theirremitinthe designation of funding,
‘ranking'-who doeswhat, where and how
many!—includingthe single strand Art &
Design pattern of options, including network-
ingexisting CNAA/BTEC coursesforthe great-
estnumberof people (consumers) - withoutthe
attendantguaranteesonquality provided by
the previousarrangements, leftalottobe
desired! Added towhichthe Arts generally
were notvery highonthe politicalagenda! He
was abletoreportthatanHMlhadcalledfora
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hundred pounds, ran twenty minutes and |
still occasionally show it to my students -
mainly for the laugh (I was deep under the
influence of Sergei Eisenstein and all the
shots were taken three inches from the

ground ).

When | see a thirty five minute colour film
subsidised by Channel Fourto the tune of
eight thousand pounds, leaving me with a
feeling that I've just spent half an hour stuck
between stations on The Northern Line, | can
not but supress a mild surge of anger. | under-
stand - but do not always agree with - the
need to subsidise certain kinds of theatre.
Ballet, opera and some of the really heavy
RSC plays could only be achieved with spon-
sorship of one sort or another. But the other
day | was speaking to Head of Wardrobe at
one of our most heavily subsidised theatres.
“Of course, we get through a fortune - a for-
tune - on clothes”, he confessed. “You see the
costume designer and director just will not
have anything but silk and best velvet. They
say how can he feel like a king or she feel like
a queen on stage if they're wearing nylon or
polyester.”

So we're back with the emperor’s clothes
again only this time no one’s pretending.
Clothes - real orimagined - do not the man or
the performance make, but the cinematic
posturings of this new breed of ‘artist’ with
their off-peak offerings remind one of a palace
in which the courtiers only duty is to elevate
self expression until even the look on the face
of the jesteris simply “a perfect and absolute
blank.” ®

Philip Jenkinson
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new external review body to re-appraise
accreditation by 1993to assistinrestoring
Institutional confidence in respectof quality.

Inmovingavote of thanksto Stroudforhis
contributionthe chair,

Malcolm Cook confirmedtheimportofthe
views expressed, especiallyinrespectofthe
conflictemerging reguarding polarities of

1) Methodology 2) Marketing, this beingthe
outcome ofgeneralarteducation (subjectled),
notbeinginvolvedinthe professional dimen-
sion (educatingthe educators’). Everybody
workinginthe systemwasbeing putunder
ridiculous pressures especially asmany ‘man-
agingconcepts’ currentlyinciculationwere
beingimposedfromabove and
. primarilyfinance led. General

discussion followed fromthe
floorwith responses/summaries
fromthe keynote speakerand
committee members.

The Sectoral -
Divide and the
Implications for
Natfhe Members
and Professional
Educators
Working in Both
Sectors of Post-
School Education.
Thissectionofthe meetingwas
| introduced by Dick Rainerin his
" roleasArtSection
secretary/National Council
memberforthethe Natfhe perspectivein
respectofrecruitmentand membership partic-
ipation. The supportgiven by Natfhetothe
widening ofaccess was developedatatime
when Art Education hadits backevenfurther
againstthewallduringthe NABera, whenthe
firstinroadsinto cherished concepts were
beingformulated andthe now perfected  utili-
tarian’ regime established,threateningthe
Robbins principle “Higher Educationshouldbe
availabletoallthose qualifiedtoreceiveit’.
Undertheinfluence of the ‘marketforcesideol-
ogy' andthe chairmanship of Tom Bromleythe
NABWorking Groupin Art& Design Ed
‘reformed'the Robbins principle drastically to
read “HE(FE), shouldbe available toallthose
youcanaccommodate within cash limited
fundinglevels!”

This newscenario could only be sustained
byallowingadifferentemphasistoemergein
the direction of perhapstrainingthe con-
sumers ofart&design ‘products’in returnfor
retaining some ‘specialist’ credibility. Atthis
pointthe governmentabolished NAB which
was getting fartootroublesome, askingtoo
many difficultquestions sothe PCFCwas
inventedto pick up the metaphorical baton of
wideningaccess, moreforlessordifferent!

Theconceptsactivistsinbothsectorshadto
quickly cometotermswithincludedthe cre-
ation of units of resource forall categories of
students- FT/PT, HE/FE, programme areas/
subjectboards etc. Controlofall
categories/style/mode of attendingweretobe
determinedby:

Unit of resource

Againstthis background Natfhe neededto
become more pro-activeinthe educationofits
ownmemberstobebetterequippedtoface
these newdemandsinArteducation,less
reliantonthe protestations of the ‘hermetic'tra-
dition-amore ‘open’ model of practice other
thanthe preferred ‘black box' fromthe more lib-

=Number of students

eraleradescribedby Stroud Cormock

Ifthe Art Sectionwastoremain relevant
theninthe future itwould needtoidentify some
unifying principles apparenttoallthe member-
ship acrossthe whole range of coursesin both
sectors, they would havetorecognise;

1:the changingshape ofthe school curricu-
lum-core andancillary witha corresponding
effectonmembersworkinginallcategories
ofteachereducation (art & design).

2: Thechangingpattemn of FE with the develop-
mentofthetertiary systemsleadingtoaless-
eningin participationinaschool style deliv-
ery, post—16callingfortolerance andsoli-
darity with otherteacherunionsindevelop-
ing new forms of organisation/collaboration.

3: Thefranchising of feeder/access courses
by ‘accredited’ Institutions with degree,
diplomaawardingstatus (nowovertakenby
university status forsome poly's/HE col-
leges): could leadto cut-throat competition
orthecreationofcartels, theinevitable con-
sequence ofthe creation ofamarketstyle FE
/HE system.

4: Themodularisation plusaccompanying
credittransfer &accumulation (CATS ) style
ofdelivery,importedfromthe ‘newworld'.
notingthe concerns of arteducators withthe
apparentdemise of ‘specialism’ and with it
the passingofallthatwasreverednational-
ly/internationally ofthe unique British Art
Collegetradition.

5: The growth of narrow utilitarian course-cen-
tresbased onthe proliferation of socalled
‘training’ agencies and competition between
publicand private ‘providers’; anothercon-
sequence ofthe free marketstyle.

Afurtherlively and stimulating debate contin-

uedwithagainavariety of contributionsinclud-

ingthefollowing:

a: Acallformembers from othersubjectsec-
tionstocollaborate onjointcross-boundary
cultural/professional meetings orprojects.

b: Teacher Education College managements
were caring/benign butexternal
financial/statistical controls were quite alien.
Alsocashlimits onmoney available forcapi-
talitems (buildings/estates etcreferringto
standards demandedbythe Huntercom-
mission forrefurbishment) couldleadtothe
closure of yetmore collegesforexample,
Cambridge Institute.

c:Natfhe shouldlook atotherorganisations as
tohowtoaddressthese problems-the view
isalltoocommonthat‘Art’issurplusto
requirements (utilitarian). Thisleaves out
theintellectual, personaland emotional
developmentthroughthe subject.

Intheabsence ofacontributionfromthe

NUS onbehalfof student ‘consumers’ of

FE/HE abriefintroduction was given by the

secretary which anticipated/re-iterated their

reportedconcerns. Thislargely concernedthe
likelyloss of specialistfine artcourses with

Coldstream/Passmore appliedacrossthe

spectrumofart, craft&design.

Thiswasviewed with mostconcembythe
medialed areasi.eprint, photography, glass,
ceramics, sculptureand 3D designetc. Here
theimpactofthe ‘generalist'-samplermodules
orminorstudy recruitsonspecialistmainstudy,
students numberswouldbe considerable.

Inthe absence ofamassiveincreasein
resourcesitwaswidely believed verylittle
could be expectedtobeachievedin our pursuit
toregainourformerexcellence. »

Dick Rainer is anartistandeaches at
Sunderland Polytechnic. He is also secretary of
the NATFHE Arts Section and member of the
NATFHE Executive.

. Geoff Woolf, moving Motion 78 on behalf of the
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University & College Lecturers Union, NATFHE.
“Congress notes that under the rubric of the Citizen’s Charter,
the Govemment is instructing more and more public service
employees to introduce versions of performance related pay. In
many instances, the Government is enforcing its position by
withholding funds for pay of staff in these services until and
unless PRP arrangements are inserted into contracts of employ-
ment and working practices. Congress notes that the impact of
these steps are:

(i) to attack and replace existing conditions of service with
terms that reflect PRP objectives, rather than patterns of work
agreed through negotiations over past years,

(ii) to undermine staff appraisal designed for staff develop-
ment purposes by attaching pay determination to appraisal. a
step wholly incompatible with development objectives.

(iii) to undermine pay rates for the work by reducing core
pay awards to release sums for PRP without increasing the over-
all sums available to the public services: and

(iv) to destroy a co-operative, team approach to public ser-
vice work by inducing personal competition among working
colleagues.

Congress has supported the concepts of quality in public
service and professionalism in their practical delivery. It has
made many positive proposals to improve quality and account-
ability and will continue to do so.

However, Congress is resolutely opposed to the steps taken
by the Government, and *in particular, condemns its rejection
of the academic and related siaff salary sentlement freely negoti-
ated with university managements and the decision to refuse
arbitration: Congress notes the the Government's explicit rea-
son for this refusal was ‘the need to keep down public sector pay
settlements’, and believes thatall these steps clearly amount to
the unilateral imposition of a pablic sector pay policy, Congress
calls on the General Council to mount a co-ordinated campaign
in defence of public sector pay and 1o assist unions resisting
such attacks. Such assistance should include:

(a) the publication of a regular summary along the line of
the Public Sector Pay Bulletin providing detail of negotiations,
settlements, disputes and good practice alternatives;

(b) an annual review of these developments; and

(c) periodic seminars for union negotiators to help them in
dealing with developments in government and employer strate-
gies.” (NATFHE)

| " Amendment (in italics) from the Association of University Teachers.
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BP®resident, Congress, we move this motion
to highlighta problemwe knowisbeingfaced
by Unionsthroughoutthe publicand private
sector. The attemptstointroduce andenforce
performance related pay has causedchaosin
the educationsector. The fervourwithwhich
the governmentinsiststhatitis the basis of
theirconceptof rewarding quality may have
convinced somethatthereislittle alternative to
compliance. |ampleasedtohave thisopportu-
nity tostate thattheteachers'Unionshavean
equally determinedview.

Performance related payisbadforeduca-
tion, has nobearingonthe quality ofthe service

. andisbadforthe staffwhoworkintheservice. |

verymuchdoubtwhetherits effectis very differ-
entinany ofthe other publicservices.

Allofuswanttoprovide the highestpossi-
ble quality of service possible to the public.
Overtheyears, careful attentiontowhatpeo-
plerequire of education, orhealth, oranykey
service hasledthose providingthe service to
thinklongandhardabouthowitcanbestbe
done. Usersof services oftenhaveinvaluable
insights astoimprovementsinthe service. We
lecturerswould be foolish nottolistento our
students. |know of no schoolteacherwho
doesnotlistentoparents. Whatliesatthe
heartofthisprocessisacumulativeimprove-
mentofdelivery because the work forceinthe
publicservices are motivated by thecharacter
ofthe serviceitself, by the professionalism
withwhichthey face and solve problems.

And Natfhe members have to be problem

. solvers. Theysee onlytooclearly the prob-

lems of providing quality education andtrain-
inginacountry whichsaysitneedsaskilled
andinnovative workforce butwhich cuts the
resources yearafteryearintendedforthat
objective. Theywork togethertobuilda pack-
ageofcourses andoptionsthatwill provide the
bestquality the system canafford. They
resolve the problemsasateam:thatiswhat
theycameintothejobtodo. |havenota
moment's doubtthatitisthe same conceptthat
underpins whatasurgicalteaminahospital or
theteam looking afterabusedchildrendoes...
wellthere are somany examplesin unions
rightacrossthis congress.

Itisshort-sightedand crasstobelieve that
teachersandnursesandchild-care workers
are motivated by a couple of percent of perfor-
mancerelatedpay, thatthereisanyone who
thinksthatthey willincrease the quality of what
they doforapatientorastudentoratrauma-
tisedchildbecause theirpay packets willswell
byonemorepercent.

The otherside ofthe storyiseasiertotell.
Notonlyis PRP divisive and demeaning, butit
relies on subjective judgments of people who
cangetitwrong, whowittingly or unwittingly
canintroduce unfaimess and demotivatean
entireworkforce. somesayitisbadnewsfor
equalopportunities. ltisn'tbad, it'sdisastrous.
Study uponstudy showthat proportionately
twiceas many menbenefitthanwomen. Itis
notsurprisingthatthe Institute of Personnel
Managementconcludedthatthereislittie
researchthatwouldconvince anyonethatpro-
fessionalstaffcanbe motivatedinthisway.

PRPisnotthefirstand willnotbe thelast
governmentinterventioninourpay. Our
friendsinthe AUT candescribe the sordid
interventionin which the governmenthastold
university employersthatthey cannotpaya
settlementthose employershadalready
agreedand couldafford. Itmakeslittle differ-
ence—interventionwithacudgelforour
friendsinthe AUT orinterventionwithasharp
stickthrough PRP forourNATFHE members.
Itisapattern of governmentinterference with
bargaining, of interference withoutevertaking
responsibility forthe chaosthen created. Itis
interference notevenforfinancial reasonslike
pastexamples of pay policy butfordoctrinaire
reasons. Theirbeliefthatpersonal greed
should replace vocational compassion, that
working peopleinpublicservicesare asgrub-
byintheirvalue systemsasthe government is
inits. Well, we're notand we will resistand this
motioncontainsanumberof practical propos-

Ist ; W
alstothatend. » Geoff Woolf
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The
iproliferating
technology

= of

computers -
Paintbox

land

the

questions
it
poses

The following text was the conclusion to Richard Hamilton's William
Townsend Memorial Lecture, "The Hard Copy Problem".

The William Towsend Memorial lectures, organised by the Slade School
of Art, (London University) are held annually and raise issues relating to

British art of the twentieth century.

“W he artist's job has always been to
select and reassemble elements from a
changing, chaotic, experience of the
world.In creating order, coherence and
stability from the flux of experience the
artist produces an icon - an epiphany. He
has to grab, to formalize, some instant of
enlightenment. When photography was first
practised it was thought to be a possible
replacement for painting. Painting surely
influenced photography and its influence on
painting was incalculable; indeed, there
was a wide acceptance of the idea that
photography was better at representing the
appearance of things than paint on canvas.
The main effect of this was that figurative
painting threw in the sponge. It did so by
retreating, some might say advancing, into
abstraction where no camera could
sucessfully follow.

Like image generating computers,
photography has its own hard copy
problems - a print produced on light
sensitive material has limitations. My
attitude to photography has always been
that it didn’t replace painting but it was an
invaluable new tool that was not only
changing the way painters looked at the
world but it could extend the medium. Paint
can supplement photography, and vice
versa. | feel the same way about the
electronic paintbox, it doesn't replace the
old media but it can encourage new ways
of thinking and working.

Maybe | am barking up the wrong tree.
Perhaps, to paraphrase Marcel Duchamp,
there is no solution because there is no
hard copy problem. It could be that painting
with oil pigment on canvas is as redundant
and anachronistic as records held on paper
in a well run office.

When Joseph Beuys was in London for
an event at the Tate gallery in 1972 the
BBC asked me to interview him for the
Third Programme. There was an

electrifying moment in the conversation
when he said vehemently, ‘| would like
people to jump into the colour’. The idea of
jumping into colour, expressed with manic
fervour, seemed at the time to be just
another of Joseph's mystic declaimations.
Maybe it was a prophetic utterance.

It is now possible for computers to
provide a visual experience of a three-
dimensional kind in real time - they can
create a virtual reality analogous to our
perception of the real world (assuming that
there is such a thing as the real world).
There is no reason why art lovers should
not put on a pair of electronically tactile
gloves and slippers, on a helmet and dive
head-first into a pool of colour. They could
swim a couple of lengths and come out
spotless. Connoisseurs could stroll through
a whole garden of delights.

Understandably, resolution is somewhat
limited at the moment. The data for a
specified world and the speed at which the
data would need to be handled to convey
an immediate reaction to a spectator's
physical motive is awesome. But it won't be
many years before the experience will be
something like real life. As the power of
chips increases exponentially, the 64 bit
will be replaced by the 128 bit chip and so
on. | read somewhere that the boffins are
working on the possibility of producing
computer chips biologically. | begin to
wonder if the virtual world will simply be an
identical replacement of our biological
world created by biologically manufactured
computer chips.

| have yet to be convinced that it will,
some day, be possible to build a computer
dedicated to image progressing that can
equal the brain of Velaquez, or to make a
printer that can output hard copy to equal
the sensory experience of his great
painting Las Meninas. Nevertheless, | am
sure there are interesting times ahead. #

The next William Townsend Memorial Lecture will be givenby Professor Thomas Crow.
It will take place on the 3 December 1992 at 5.30pm in the Chemistry Auditorium (LU).
For further information contact: The Slade School of Art, tel: 071 380 7040.
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B~ ashion
studentsfrom
theKent
Institute of Art
&Design
(KIAD)con-
tributed gar-
mentstoa
fashionevent
inMedway,
heldtoraise
moneyon
behalfofthe
Terrence
Higgins Trust,
the charity that
fundsresearch
intoHIVand
AIDS, andpro-
videscare for
sufferers.
|was asked (asafreelancejournalist) to

coverthe showforKIAD, and place articles
whereverlcould. Aslconductedresearch,a
sequence of events unfolded that, whilstnot
necessarilyconnected, ledmetoexaminea

_ suggestedlinkbetween AIDS awarenessand

fashion.

Firstly, fashionwas the attractionfor the
fund-raisingevent. Aside fromthe attentionthe
eventgenerated, witha packed halland good
localand nationalcoverage, both Zandra
RhodesandKatherine Hamnettagreedtolend
collectionsforthe evening. AccordingtoLynne
Hammond, Seniorlecturerin FashionatKIAD,
Katherine Hamnettdoes notlend herclothes
lightly. Otheragenciesalsogavetheirservices
free of charge to make the eventhappen.

Secondly, furtherdiscussions with Lynne
revealedthatKIAD, andin particularthe
Fashion department, hadbenworkingwiththe
Medway Health Authority on“AIDS
Awareness” related designinrecent projects.
Shortly afterwarditcame tomyattentionthat
the stylemagazineiD had devotedits January
issue (andalsoits 100th)to AIDS; aboldmove
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thatthe editors conceded could have back-
fired.

Finally,on24 January, The Guardianrana
story aboutthe latestadvertisementfrom
Benetton, featuringaphotograph ofthe dying
moments of AIDS victim David Kirby.
Accordingtothe article the magazine Elle had
refusedtorunthe advertisement, and Elle edi-
torMaggie Aldersondescribeditas...an
incrediblymovingimageinthe rightcontext...,
butcondemneditsuse asanadvertisementfor
afashionstoreasinsulting. Nick Pariridge, act-
ing Chief Executive of The Terrence Higgins
Trust, accused Benettonof: tryingtocashinon
theplightofmillions dyingfrom AIDS, andthe
Advertising Standards Authority were reported
tohave warned Portland, the outdoor advertis-
ingagency, aboutthe campaign.

Inaveryshortspace oftime |had found
fashionand AIDStoberelatedinfourvery dif-
ferentways. Firstlyfashionhadbeenusedto
encourage peopletopartwiththeirtimeand
theircashonbehalfofan AIDS charity.
Secondlylfoundajointventure betweentwo
educationalbodies concerned, respectively,
with fashionandthe disease. Thirdly, afashion
ledmagazine hadadopted AIDS asa subject
forits undivided attention, andlastly fashion
and AIDS hadbeenpresentedinaverynega-
tive sense—witha popularfashionchain
accusedofusingthediseaseinaninsulting
waytoadvertiseclothes.

Inthefirstinstance, thatofthe fashion
evening, the relationship provedtobequite
straightforward: asocial eventwith the possi-
bility ofa good media profile attractingboth
interestandmuchneededcash. A“fashion
evening”asentertainment, andas suchagood
medium foraventure of this nature.

With regardtothe educationalinitiative
betweenthe Medway Health Authorityand
KIAD, the relationship was ratherdifferent.
Firstly, there was notthe obvious media profile
thatis evidentwith public events, norwas any
money raised. Althoughthere was aphotoses-
sionand exhibitions atboththe Rochestersite

G overnment o f

E=>robably in the region of twenty five
students from the Ruskin School of
Drawing and Fine Art — University of
Oxford, initially responded to the idea of
working on a performance with artist John
Latham. We all met at Oxford’s Museum of
Modern Art which was showing a major
retrospective of his work. Many of us were
seeing his work for the first time. It soon
transpired that he had in mind a piece
initially performed at the Riverside Studios
in 1978, and required 4 — 6 students for the
work. It also transpired that the ideas
behind the work were quite complicated
and not easy to grasp from the initial
meeting. However, there soon became a
core of eight students, which subsequently
became six, of which | was one. At the

performance itself though others helped
with lighting and sound etc.

Those of us who became involved were
interested in John Latham'’s work and
wanted to know more. Despite the fact that
we were somewhat perplexed by the
apparent complexity on which the
performance was based; we felt that it may
encapsulate much of John Latham'’s
thinking process and would therefore
provide an excellent opportunity to extend
our understanding of his ideas.

We worked on the performance for two
weeks. Sometimes with John Latham,
sometimes on our own. We spent much of
the time talking about his ideas and trying
to convert our understanding into the
performance of his work. In this way we
took some of his ideas and translated them
into a language of our own. We re-scripted
lines from the original performance text,
and worked together to develop the ideas
contained within it. Our basic interpretation
can be summarized in the following which
was written as a precis for the
performance.

Part 1

Two characters find themselves in simple
conflict over the “state” of a chair. One
stands it up, the other knocks it down.
Through the process akin to “trial and error”
they form patterns of inquiry leading to a
more formalised methodology. constantly
reinforcing their own understanding, an
ever increasing rhythm'and tempo
develops to the point where they discover
that two chairs can be stacked — creating a

of KIAD andthe
Medway Aris
Centre,therewas |
nointentionto |
placetheinitiative |'
beforethepublic |
gazeonanything
exceptalocal
scale. Thatanum- |'|'
berofpeople
wantedtobuythe =
clothestheyhad L"
seenwasabonus.
Inthiscasethe !f
relationship
betweenAIDS
andfashionwas
designedtobean
educationalexpe- =
rience, thathope- |
fullywould prompt
thestudentsand

Ji
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|
|
| —_ = -
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theirpeersinto ARSI

givingthe subjecttheirfurtherconsideration.
When Peter Moorcroft, the Medway District
HIV Prevention Co-ordinator, inconjunction
with his Maidstone counterpartfirst
approachedKIADin 1989, itwaswiththeidea
ofajointprojecttomark World AIDS Day. In
conjunctionwith KIADthey organisedadesign
competition with students encouragedtowork
in . - -
whichev-
ermedi-
umthey
chose.
When
the com-
petition
closed
the
organis-
erscon-
sidered
repro-
ducing

new unit. As if to reinforce their discovery,
they bring in a new element, a white chair,
and ‘repeat’ the pattern of learning. A little
older, and a little wiser they now enter what
John Latham describes as a ‘higher time
band’. Momentum increases and the newly
acquired knowledge prompts excitement
over its possible applications, and
implications; giving rise to enthusiasm and
merriment.

Part 2 takes place after a time lapse of a
billion years.

The sequences which follow are
constructed as separate entities occurring
within a time based form. Levels of
consciousness are represented as
numbered timebands on a scale of

recurrent event cycles.

The smallest number indicating the
“least event”, the stage of unawareness, of
instinct, of survival ...of the unborn, where
seconds count and minutes seem too vast
to comprehend. The highest number
indicated the life cycle of a universe; an
understanding of cosmological proportions
with those in between spanned out to
include a range, in human terms, from birth
to death, from ignorance to infinite
knowledge and beyond.

The idea of part two is to show, that
despite continues development in terms of
the acquisition of knowledge we have,
essentially, come no further. and that such
a progress can only be measured in insular
terms, in respect of its own achievement.

What it suggests is that the pursuit of
learning in one field or another, is a
continuous quest to “solve” all problems,
and to know everything. Essentially, John
Latham argues that this is a fatuous
argument... and leads only to a false sense
of security in the ever increasing
sophistication in the development of ideas,
and is a dangerous reliance on facts and
objects as the “answer” to all.

In following this pattern we have
constructed an ‘order’, as portrayed by
Latham's time bands; within which certain
‘levels’ can be attained in order to exercise
power over others,

What we have tried to show is how
security in such power influences the way
we think and behave.

It was in the understanding of John's

someoftheentries.
andforpractical
reasonseight
posters, including
thewinningentry
“101 Usesofa
Condom"were
printedand now
usedinHIV preven-
tioneducationall
overtheworld.

Itwasatthis
pointthat, quite by
chance, Petermet
Lynne Hammond,
whosuggested
that, shouldanother
jointinitiativebe
considered, the
Fashionstudents at
" Rochestershould
. begiventhechance
PE— {0 participate. This
suggestion quickly becameareality, andto
mark World AIDS Day 1990 Fashion students
were given the opportunity todesignand make
clothesonthetheme of ‘AIDS Awareness
Through Fashion’.

Fourstudents agreedtotake onthetheme,
overandabovetheirexistingcommitmentsto
theircourse-work. Withthe help of Peter,

e Lynne
and
Course
Leader
Frances
Cowper,
they put
together
acollec-
tion of
clothes
whose
design
andman-
« Ufacture

.
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Chair
Annie Rf.‘lph (Lee Adams ¢ Zofia Gledhill * Isabel Brunner ¢ Sasha Koura ¢ Zosia Sobczynski ¢ David Toop * Robert Dowland)

ideas and in their subsequent interpretation
that we encountered the most difficulties. It
was like being both the tools and the
medium for a work, and having, within that
role, the responsibility for understanding
the artist's feelings as well as the job of
conveyor for his ideas. Despite these
difficulties, however, we did find that there
was much about his work which began to
pervade our thoughts whilst working on the
performance. It wasn't long, for example,
before we began talking to each other from
different time-bands, depending on what
we were wanting to say, and how we were
trying fo say it. We talked about the way in
which John, from his “time-base” of
experience, was communicating with us, in
ours. We thought about how we, ourselves,
represented different stages and ages,
working together and reflecting upon the
relationship between the time-based form
of performance and the particular ideas this
piece addressed. We thought about its
having been performed for the first time
fourteen years ago, and the video recording
then made on now antiquated tape which
we were consequently unable to see. It
seemed appropriate that, on the night, two
of the original Riverside performers were in
the audience. We had also made our own

time-based sound track for the
performance, by recording and re-recording
sounds and adding to them simultaneously;
building up textures by mixing past with
present. There was much about John
Latham'’s ideas that we may have been

reflectsthe message of ‘AIDS Awareness'
whilstsimultaneously highlightingan apparent
paradoxinthe use offashionasamediumfor
AIDS.

Blackandwhite were chosenasthe colours
inwhichthe garmentswouldbe made. Peter
explains: These colours were chosentorepre-
sentpositive andnegative, with obviousrele-
vance. Each garmentfeaturesthe projectlogo,
amolecular-type structure of connectedcir-
cles, eachcontainingatriangle. Thisfeature
wasbasedonthecapital'‘A'susedinthe AIDS
Awarenessslogan, andalso makesreference
tothe pinktriangle adopted by the gay commu-
nity. Asawhole, thelogolooks asifitcould rep-
resentthevirusitself.

The students used sheermaterialto make
theclothes. AsLynne explains: These designs
are forstreetfashion. Theyare veryclubby,
andbody conscious.

Here, then, was anexample of AIDS influ-
encingdesignvalues. Allofthe decisions
made duringthe projecthad AIDS Awareness
attheirroot, and via the choice oftight-fitting,
clingingmaterials, fashionand AIDS moved
stillalittle closertogether.

Peterpoints outthatfashion, alongwith
musicanddesign arethe mediums of youth.
Clothes, as some designers and semioligists
believe, areintense statements of personality,
andcanbeanimportantforceinsexualattrac-
tion. ‘Body-conscious’ clothing cannotbe
excludedfromthisview. Here I foundthe para-
dox (seeminglyabsurdthough perhaps well-
founded statement—Concise Oxford
Dictionary): clothes celebrating physicality that
simultaneously promote AIDS awareness.

Ofcoursethereisnoreal contradiction here
atall, exceptifyouhappentobelievethatthe
mostsensibleresponseto AlIDSistonever
touch anybodyagain, and only drink out of your
own mug. My third encounterwith fashionand
AIDS confirmedthis view.

IntheJanuary (AIDS)issue of iD the dis-
easewasdiscussed, unsurprisingly,inthe
contextof clubculture, forwantofabetterterm.

unable to grasp in two weeks; but there
was an essence which we all responded to,
and which has broadened our own way of
thinking as well as our own understanding
of his work.

At the end of the day I'm not sure that
the performance was altogether successful
in conveying what appears to be a complex
system of radical thinking. The first half of
the performance was visually and audibly
stimulating, the second half conceptually
challenging... though we had problems in
terms of sound production and visibility in
the Oxford Union Debating Chamber.

An ensuing discussion with the audience
seemed unnecessarily aggressive and not
particularly constructive. | wonder if it was
appropriate in the circumstances,

Now, some time later, there are, in all
our minds, questions concerning the
performance’s relative degree of success;
but | think that it would be fair to say that
working with John Latham was an
extremely valuable and rewarding
experience. “Experience”, of course, being
the operative time-based acknowledgement
of such an event! @

Annie Relph is a student at the Ruskin School
of Drawing and Fine Art, University of Oxford.

Video and photos by Dave Carr: from the performance
‘Government of the First and Thirteenth Chair’
which took place at the Oxford Union

One ofthe more striking sections ofthisissue
wasdevotedtovox-popresponsesto AIDS
from prime moversoftheclubscene.
Musicians, DJs, artists and of coursefashion
designerswere quite vocalonhowthe disease
shouldbefaced. Inevitably there wasagreat
variationinresponse; one designerfoundit
hardtofindapositive responsetoadisease
thatkills and has killed so many, whilstanother
expressedthe opinionthatthe governmentis
happy withthe AIDS crisis because itwipes out
the people society doesn’twant, namely
hemosexuals anddrug addicts.

However, whatcameacrossmostclearly
fromthe responseswasademandforeducation
onthesubject, aninsistence onrespectforsuf-
ferersandarefusaltohavetheiryouthsnatched
away fromthembythe disease. DesignerPam
Hogg'squote: Becareful, becaring, love makes
the worldgo roundsokeep doingit, ratherneatly
sums uptheconsensus ofthose quoted. Implicit
inthisresponseisthe paradoxthatliesatthe
centre ofthe KIAD students' designs. People
arenotpreparedtoabandontheirsexuality,
althoughtheyare preparedtochangetheir
habitsandoftenalreadyhave.

ThatiDranthisissue and quotedthese peo-
pleis especially pertinenttothe question of
AlDSawareness.iDhasanaudiencethatis
young, hipandgregarious. Onthe one hand
they arethe people who, demographically, are
mostlikelytobe atrisk. As PeterMoorcroft
pointout, 10 million people, globally, areinfect-
ed, andthe majority ofthemare youngandhet-
erosexual. Onthe otherhand, giventhatmany
ofthe peopleinquestion are gregarious and
artisticallyactive, they are well placedto
expressthemselves onthe subject, andin
meaningful circles. Young, socially active peo-
plebytheirknowledge of, andattitudes
towards AlDS caneithercauseittospreador,
hopefully, bringaboutits decline. ®

Chris Blunkell
Photos: (top) Garments designed by Medway Fashion
Students—(bottom) The Benetton ad: Concept O Toscan,
inspiredbya black/white photograph by Theresa Frare.



Steve Farrell

= ©O» O mileswestof Lands End, where
the navy exercises andrehearsesforwarsto
comethereisaworkofartwhichistakenseri-
ously bythecommander of nuclearsub-
marines.
Astheysearchforthislargestrecorded
man-made structure, they maybe alittle puz-
zledwhy they are unable tolocate its where-
abouts. Evenwhen using the mostsophisticat-
edarraysofsonarandfollowingthe informa-
tion containedintheirhighly specialised opera-
tionally charts, which containevery reported
wreck orobstruction known, they will fail tofind
it. Markedin aposition10°85' 35" West48° 16"
North onthe Hydrographic Departments data
baseandcoveringanareaover500metres, it
appears, butisnolongerthere. ltseemsto
have simply disappeared withoutatrace.
Inrecenttimesthe effectofthe cult of
marinearchaeology hasfilled our TV screens,
books havebeen publishedandfilms made.
Thewrecks ofthe Mary Rose, Bismarkand
Titanichave held afascinationformostofus.
Theevidence we havereceived ofthemcame
inthe form of video pictures, senttousfromthe
mostinaccessible partofthe deepestoceans.
Ourprobes have broughtus things hitherto
onlyaccessible to oursubjective imaginations.
Withscience andtechnology we probeaway,
anditseemsnothingis beyondthe reach of our
metasensoryinstruments. The findingswe

have through'ourequipmentmay be seen by
us, heard, measured, evaluated, confirmed,
classifiedandthenbelieved.

Thisbeliefinthe factsaspresentedviathe
medium ofthese technologies canhelpto
sanctionthe weaponstobe launchedgive
authority fordiseased organstobe removedor
sentence menonevidence producedby foren-
sicscience.

Weseemtobeadjustingtothisnew phe-
nomenawith afalse consciousness;itnegates
ourexperience ofthe “real” events. We only
witnessthe eventviametasensory apparatus
andtherefore base ourbeliefinthe eventby
assumptions we already have astothe nature
oftheevent, Yetthis nature willbeindividually
perceivedand experiencedand consequently
subjective.

Toexperiencethe objectofthewreckata
depth of 3,850 metres you cannottouchitwith
nakedflesh, butwe canstillclaimitisthere.
Beliefinthis metasensory and media present-
edinformation makes us all subjecttobasing
ourthoughts onthese assumptions. Itiswith
this knowledge thatthe stageillusionist manip-
ulatesourperceptions ofthe event; we seethe
womandisappearbutwe are deniedthe
knowledge of howitwas done. Evenscience,
usinglogicalthinkingfailsin perceivingthe
‘facts' ofthe event. Itassumestoo much about
whatitconsiderstobethefactsandthereforeis

anunreliable witness.

This state ofaffairsisincongruousto
science andyetit isthis incongruity which
confronts the commanderof our nuclear sub-
marine.

8 e ,

Leviathan, arguments sometimes ensued: the
familiarcontextin whichinformationpreceded
thewreck, challengedtheillusions, and distor-
tions of everydaylife. These ‘facts' were now
seeninanew light.

Thefactsstaresathimonthechartandis
there onthe database, butitis notthereinthe
findings ofthe submarines sensory equipment
andistherefore “notthere”inrealterms.

The “fact” of wreck HH226/351/01
“Commercialin Confidence”, is nowfixed but

forthose who attended my exhibition
“Leviathan Found”, firstheld eighteen months
ago, they will see things quite differently.

Aswinterclosesin, adrafty stable atticin
Norfolk houses the source of anillusion.

How 18 feetof matchwood, hardboard and
plastercametobeassembledto produce“a
shipthatsailed noearthlyocean”, hasonly
beenrevealedtomethecreator, by those who
have visited my exhibitions, Describedasan
“...impressive, evocative object...”“Itis full of
symbolicallusions and allegories...".

The modelisthe source of theillusion, andit
workswellinthe contextforwhatitwas made.

The exhibition “Leviathan Found”did not
appearasanartexhibition: itwas heldinanold
church, busyandaccessible, closetothe cen-
tre of Norwich whichmembers ofthe public,
includingtourists, wanderedintofreely.

Theatmosphere was deliberately authori-
tativeand educational, with acorporateimage
present. Fisheye Submarine Technology, a
bogus company, displayedtheirfindings using
photographs, video, artefacts, models and cor-
respondence. Theseledvisitors alongafamil-
iar path untilthey were confronted by the wreck
itself. Carefully concealed atthe end of the
exhibitionitlay therein state.

Icannotspeakforthe 2000 visitors who
attendedthe exhibition buttheirreactions
provedveryrevealing. Whenfacedwiththe

“The wreckhavingthe formofashipshull,
has asuperstructureinnoway nautical, being
made up of fantastichouses and weird build-
ings, whichareattachedtothe hullbyrigging.”
“The towerir{g piecemealstructure teeterspre-
cariously”and“Listingtooneside...abeam
engine, exposesaholeintheship’sside,
devouringthe vessels resourcestostay afloat.
Meanwhile, unaware of danger, the building
continues upwards ondeckbecausethe
plumb-line, visibleto allonboard, confirms the
shiptobeonanevenkeel.”

“Howcouldashiplikethisreally exist?”peo- |
plewould remark. A “very elaborate hoax”per-
haps, only those familiarwiththe venue asan
artscentrerealiseditwas “art”.

ltwasonly afterared-faced Martin Dean,
Head ofthe Archeological Diving Unitatthe
University of StAndrew had leftmy exhibition,
didlrealise how easyitwasto carefully
processinformationin ordertofixanillusion.

‘Whetherartcouldbe effectiveinstripping

downtheseillusions...Imake nocomment.
The“East” Exhibition (see AND 26) was
heldatanestablishedandclearly recognised
artvenueinNorwich. “Leviathan"was amajor
installationbutonthis occasiontheresponse
frompeople provedverydifferent. Writingin
the Eastern EveningNews, lan Suttoncom-
mented, “Unfortunately, becauseitisanart
exhibition, ourexpectationscanceloutthe
hugely satisfying joke that Steve Farrellintend-
edwith this model shipwreck—isitfabulous
archeologyorisitart? Ifitisanartexhibition
thenitmustbe art—andthat'snojokel!
Twogentlemeninterestedin modelscame
to"Leviatham Found” with priorknowledge of
the model. They walkedstraighttowardsitand
only afterwards proceededto glance atthe rest
ofthe exhibition. Realisingthe video (was
indeed afilm ofthe modelitself) they had the
compulsiontoinformthe restofthe visitors with
theirenlightenedknowledge, “...Look! Youcan
seethey'rereallymatchsticks!"Whenleaving|
hadtoask one ofthe menifhe believedthe
Titanicwasreally found. He snapped “Of
courseitwas|'veseenit.” '
| replied“Oh, soyouareadiverareyou?” |
“No,"Hereplied “but've seenit.”

Steve Farrell |

Extracts from: lan Sutton, Eastern Evening News— Colin
Moss, East Anglia Daily Press—Judith Wells, Art East.
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Mary Lemley

m—. 1992 June 30 9:00pm M and | were
astonished and slightly confused as this was
the first cloth to have disappeared. It was our
eighth cloth, on our eighth day, on the night of

From June 23 - July 7 1992, in 14 locations
where the tributaries meetthe Thames, a7 mx
3m cloth with a concealed vein of pigment was
placed at low tide to take the incoming flood. The
seam then bled and the cloth was removed and
rehung at Trinity Wharf where it joined 14

. northern side, excellent springs; the water of

1| pulling the rolled cloth, M came behind with

| this happy little crowd turned suddenly
I aggressive with small outbursts of angry

the new moon and it had been obviously cut immense books, one named for every tributary
down. As we peered over the embankment
into the water of the Thames beneath us, we
could just make out the floating wooden top
pole of the cloth amongst the detritus. |
recalled that there was possibly a ladder
down to the narrow beach a quarter of a mile
east, near St. Pauls. As this beach is only
visible during a short time on either side of
the Low Tide, there was no time to waste.
==. 1560 A Dr. Jones claimed that stinking
lanes, there died most in London and soonest
inflicted and were longest continued, as twice
since | have marked it to be true.’

1665 In parishes close to the Fleet- St.
Brides, St. Sepulchres and St. Andrews,
Holborn (and St. Giles, Cripplegate, by the
water-soaked moor)- the plague mark was
most darkly drawn... In every Parish along the
Fleet, the Plague stayed and destroyed.’

. 1992 June 30 9:10pm- | ran off to find
this ladder off the embankment. M wanted to
lower himself 30ft down by rope to retrieve
the cloth, but | prefered if we both went down
together where the cloth was swirling in the
waters. The ladder was there as
remembered, and | now ran back to get M
and the necessary equipment of wellies,
torch, wrench and knife.

wm. 1343 The butchers of Shambles were
given permission to use the Fleet to wash...
The sinkes ran grease and hair of meazled
hogs.

The heads, houghs, entrails, and hides of
dogs.

ws. 1992 June 30 9:20pm M and |, and a
friend Ashley, who was photographing the
event, went down the ladder to this man-
made and quickly narrowing beach. With the
tide coming in, quickness was foremost in my
mind. We walked inwhat was a fairly dark
night across large and slimy rocks, west
towards Blackfriars Bridge. | kept thinking of
rats and my mind's eye was filled with visions
of bloated, lavender bodies along this rarely
traversed beach. | felt, as | led the way, that |
was bound to encounter something | did not
want to see. But the only thing visible in the
inky blackness were wet stones and plastic
and metal, with the roar of the traffic 30ft
above our heads and the tide coming on to
our left.

. 1338 Five robbers attacked two
Florentine merchants between Romford and
Brentwood. The merchants hurried to London
and recognized one of the criminals, a John
le Brewere. He then dived into the Thames to
take cover under the wharves of Fleet Bridge,
but he drowned and was later found at
Brideswell, St. Brides, and the stolen money
of a 160 florins was found.

>« . 1992 June 30 9:28pm The cloth was
there, all twisted and floating in a miasma of
throw away culture. After pulling it out of the
knee deep water on to the little remaining
beach, | cut the sandbags off which weighted
the bottom scaffolding pole. The ropes and
cloth were inseperably twisted as we
attempted to efficiently roll the cloth on its two
3 metre poles. Our audience had swelled in
number by now and cheered as M and| lifted
that heavy water-soaked package on to our
shoulders. Slowly we walked over the dark
and slippery rocks, our slow and sure rhythm
set a mournful pace, like some lost ritual of
death. But with each step | became
increasingly aware of a burning sensation on
my skin, as the water dripped down my arms
and legs and into my mouth, splashing off the
sodden cloth. A sickening realization of the
foulness of the water filled my mind with
wariness of the possible danger | could be in,
so | spat it from my lips over and over while
concentrating on getting off this beach, as the
tide was racing in by now.

. 1180 Fitzstephen observed London, ‘On
the north side are fields for pasture, and a

each containing 4 parts:

1 Seven literal citations of the Heraclitean river
statement

2 A history map of each tnibutory

3 A re-interpretation of a Sumerian myth of
“Innana’s descent to Hell*

4 A stream of words course through each book
describing the tidal movement

THESE FRAGMENTS WE HAVE SHORED AcainsT OuR

Rumns is a work timed by the tides, mapping the

Thames through the acknowledgement of its hid-

den tributaries. Book and cloth were brought

together as banks of a river between which literal

time and metaphorical time flowed, where active

and passive interchange.

| delightful plain of meadow land, interspersed

with flowing streams, on which stand mills,
whose clack is very pleasing to the ear. Close
by lies an immense forest, in which are
densely wooded thickets, the coverts of
game, stags, fallow-deer, boars, and wild
bulls... There are also round London on the

which is sweet, clear, and salubrious,

...amongst which Holywell, Clerkenwell and
St. Clement’s Well are most note, and the ]
most frequently visited..."
== 1992 June 30 9:40pm Up the ladder | i
went first with one of the guide ropes for

the majority of weight. Getting it up on to the
embankment went smoothly, and the small
crowd, which had gathered, applauded as the
Fleet cloth was placed among them. Then

—=ay gy o —

— ———

|

|
conversation. It now started to rain and | !
wanted more than anything to be warm and ‘ "
get this filthy burning water off my skin. |

Mary Lemley
Photos from top by:
Ashley Hampton, |
Ashley Hampton 5
Malcolm Glover
and Edward Woodman, i
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Cloth Viewing Points Low Tide to Low Tide
1. June 23 Beverly Brook, Putney Embankment 1:28amto 1:45pm
2. June 24 Counter's Creek, Cheisea Harbour 2:08am lo 2:30pm
3. June 25 Wandle, Wandsworth Waste Station 2:58am o 3:26pm
4. June 26 Westboume, Chelsea Embankment 4:01amlo 4:3%pm
5. June 27 Falcon Brook, Grove Wharf, Lombard Rd  5:21amto 5:58pm
6. June 28 Tybum. Westminster Pier 6:33am o 7:07pm
7. June 29 Effra, Vawxhall NCP 7:41amto 8:14pm
8. June 30 Fleet, under Blackfriar's Bridge B:44amto 9:16pm

9. July 1 Neckinger, near Butiers Wharl

10. July 2 Walbrook, Walbrook Whari

11. July 3 Earf's Sluice, South Dock

12. July 4-5 Wapping Stream, St. Thomas More St
13. July 5-6 Ravensboume, Deptford Creek

14. July 6-7 Black Ditch, Limehouse Link

9:40am to 10:11pm
10:30am to 11:02pm
11:17am to 11:49pm
11:59am to 0:33pm
12:3%m o 1:12am
1:15pm to

1:52am




IncrRo PoLLago from A Trip to Hastings

One myth | deal with is that black people only exist in an urban setting, or if not there then in the Caribbean or
the jungle. Another is the manufactured myth of the countryside idyll. | set up a dialogue between the two myths
and so ask, for example, who does the land belong to? | also try to counter the way that landscape is depicted in
photography, that is, with hardly anyone in it. In my photographs the person is central, dominating the horizon or
piece of land...
Irony has a strong role which comes into play through the use of language, | quote from tourist information
brochures or a passer-bye's comments. The text is normally used to set off the picture: the image might be
pleasant, a beautiful landscape, for example, while the words might convey something contradictory.

Ingrid Pollard

PeTen Kennaro View of installation at Cutting Edge

When | was at the Slade in the late sixties, the orthodoxies of Modernism were still being perpetrated. Modern
Art was a bus driven by Cezanne with Matisse as the conductor and Jackson Pollock as the drunken passenger.
Clement Greenberg was the inspector whose eye you tried to avoid as he came up the aisle in case you'd bought
the wrong ticket. On leaving the Slade this was the only bus to get on and if you didn't make it you would wait at
the bus stop forever. As novelist Ken Kesey said at the time, in a different contex!, "You were either on the bus
or you were off”. An even worse fate was to enter one of those buses driven by foreign ‘Marxists’, who would
drive you away from the womb of Artland WC1 into a land of grey basements and ‘ordinary’ people, definitely
wrong turning. Against the odds, to find a way to relate my growing political commitment to my art, | got on the
wrong bus and found the driver was John Heartfield. His work was distinctly off limits in England at the time and
hardly appeared in official histories of Modern Art...
How can we ‘picture’ the Disappeared — People who are torn from their houses at night and rendered invisible by
authoritarian regimes? Does the image of a Defense Minister on TV show that the Social Services are being
destroyed in our country to pay for weapons intended to destroy the people of another?...

Peter Kennard

Political issues related to class, gender, race, and income distribution in the first world, have inspired and
informed my work for over ten years. Although Major seeks a classless society based on meritocratic principles,
nevertheless, there is not enough change in the corridors of power. Take, for example, the issue of gender...
After the Big Bang and derequaltion why hasn't the been an effective regulatory body set up to monitor the City's
procedures...? These events could not but affect the making of my most recent work ‘Capital'...

Irony and humour in my work are devices employed to enable viewers to make up their minds for themselves
about the attitudes described. Karen Knorr

Karen Knorn The End of History from Capital 1992. (Mickey mouse in front of the Bank of England).
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RCA
Society's
first National
Educational
debate

“W he RCA Society's first National Educa-
tional debate FiNE ART & DESIGN EDUCATION IS
Dving took place in the RCA lecture theatre on
Wednesday 29 April 1992. Although the
debate took place in the first week of the final
term —the busiest term in the year —there
were more than 50 people attending. A wide
spectrum of Art/ Design education was repre-
sented from all over the country: from BTec
courses to Post Graduate, teachers from sec-
ondary education and a number of indepen-
dent art and design practitioners.

The following article gives a brief summary
of statements made by the invited speakersin
response to the motion.

A detailed transcriptof the eventiis being
prepared and will soon be available. Itis
hoped that the RCA Society will continue to
develop educational discourse through further
conferences and make valuable contributions
to other educational organisations in this
country and abroad.

Prof. Christopher Frayling began the debate
by introducing the motion with a preliminary
question ...are (is) Fine Art and Design the
same thing? He stated if it were to be decided
to be a funeral all the right people were in
attendance. He went on to say that the debate
was a timely issue: the rationalisation of the
numbers of staff and students, and pending
imposition of a single higher education system
in view of endless discussions on the relation-
ship between fine art and design, and continu-
al attempts to impose uniformity/conformity
onto a sector which has, for a very long time,
been famous for its diversity. He emphasised
the long history of this issue by quoting
Joshua Reynolds, who wrote of the RAin
1769, “..an institution like this has often been
recommended upon considerations merely
mercantile, but an academy founded upon
such principles can never effect, evenin its
narrow purposes, if it has an origin no higher.
No taste can ever be formed in manufactures
of industry but if the higher arts flourish these
inferior ends will be answered of course.”

He also referred to records (1834-5) of stu-
dents at the Government School of Design
complaining at the lack of life drawing classes
“..fine art is dying for want of nourishment”

The speakers were invited, in the following
order, to present their positions after which a
comparative vote on the motion would be
taken.

For the motion: Bob Fox (Former HMI Art &
Design) Dinah Casson (Architect/ Designer)
Against the motion: Susan James (Prncpl.
LCF) Colin Painter (Prncpl. Wimbledon SA)
Followed by two final speakers (one from
each side): Prof. Bernard Cohen (Slade

| School LU) (For) James Kirkwood (Hd Des

Dept, WSCAD) (Against)

Bob Fox opened the debate by stating that
...Inan extreme hierarchy...culture... is deval-
ued and moved from its radical imaginative
and questioning role to an enforced biddable

model, function to support the masters and/or *

managers, whether they be imperial or dicta-
forial. He referred to the current influences in

| (art) education management, namely US

styled modular degrees, and expressed con-
cem that there hadn'tbeen adequate open
discussion of the determinants prior to their
imposition on art and design education in this
country. Quoting from a DES/ HMSO publica-

" tion AspecTs OF HIGHER EDUCATION IN THE UNIT-

ED STATES OF AMERICA he pointed out how Art

| and Design were becoming protracted under
the modularisation system: The modular
nature of the courses and the wastage factor
make it difficult for some classes to maintain a
group identity to which students can relate.
He stated that modularisation (sic) only

~ encouraged fragmentation which resulted ina

lack of group identity. (Animportant element
in learning and education.) He expressed con-
cern for the future if ...ill-prepared students
enroll on ill-conceived courses, for non-educa-
tional reasons, then lack of success Is expen-
sive. Income generation is one thing but the
critical determinants should be success —dare
I mention ethics? He concluded by suggest-
ing we should demand ...responsibility, not
arithmetic “accounting” in education, industry

l and government et al and that there is now an

enormous discrepancy between the educa-
tional needs and the management of the
process. He maintained that this polarised

. model was not working in industry in this

. country which may explain why he drives a

German car, switches on a Japanese TV and

| hi-fi, sits in an Italian chair, drinks coffee from
a Finnish cup, whilst looking at Swedish cur-

‘ tains. This situation, he felt, would not be

resolved if the logo mentality is the main con-

cern of educational institutions. He feared that

quality Fine Art and Design Education would

* dieif we do not accept the consequences of
* the current conceits and deceptions which
l"'- seemed to be informing educational decision-

| 'making and emphasised our collective

| responsibility in reminding the decision-mak-
| ers that there is no universal prescriptive
| panacea.

h Dinah Casson was torn between arguing for
I

the motion or against it. Whilst she recognised
that Britain had lost, or was fast losing, its rep-
utation for being the best Design education in
the world she did not want to decry the high
standards that many colleges achieve. She
was concerned that colleges were currently
operating courses with an emphasis on train-
ing rather than education, and drew compar-
isons with earlier and preferable models such
as the Coldstream / Dip AD which she felt
achieved a balance between education and
learning of practical skills. She was equally
concermed with the continuing putsch towards
University academia which presumed to lend
respectability to art/design education. She
endorsed project based design courses
though with less emphasis on skills training. In
addition she argued that a national policy of
continuing education should be paid for by
Government in preference to wasting public
money in the shredding of poll tax forms or
supporting aggressive policies such as the
Falklands war.

Susan James was the first speaker represent-
ing the position against the motion. She

artists ...cannot afford not fo be one step

away from everybody else. That's what gives
them their ‘specialness’ which is a marketable
commodity. He further stated that an educa-
tional discipline is in a dangerous position if it
has no function nor use for the people who are
expected to study it and pay for it.

To overcome public misconceptions
towards art he felt that the same debates
about concepts, values and meaning which
occur in higher education should be encour-
aged to take place at a much earlierage ...fun-
damental ways of seeing attitudes to the world
are inculcated at a very young age and it is for
this reason we should pay more attention to
other levels of education.

He stated that Art and Design education is
notdying BUT... the introduction of competi-
tive funding and subsequent difficulties of rais-
ing the number of students for the least
amount of cost was detrimental, resultingina
drop in quality through overcrowding, inade-
quate materials and equipment. It was too
risky (and foolish) for any college to declare a
drop in quality for fear of losing reputation,
application rates, and funding (which is inextri-

argued that Art & cably tied to stu-
Design Education - SR = Sl | 1 dentnumbers). He
could not exist out- was also worried
sideasocialcon- = that the move
text, and should Fine Art and Design towards a com-
gear itself to deal- Education is Dying mercial ethos

ing with the real - A National Debate — would leadto a
world and solving e ALt drop in innovative
real problems. She approaches and
felt enormous A moming deba::;:llowed by lunch any SpOﬂSOde
r(:-'S’:"?"‘::‘ for current informal workshops reporting to the House research projems
students who sac- prior to a collective vote would be closely
rificed a lot to .' F°:h: ;1‘;?::_’“' guarded. He drew

remain in higher
education. They
were, therefore,

a parallel with the
Alec Guiness
characterin the

For: Bob Fox (Former HMI Art & Design)

entitied to receive Dinah Casson (Architect / Designer) film BRIDGE OVER
an education Prot, Berard Cohen (Slade School LU) ', THERIVER QUAL.

- | Against: Susan James (Pmcpl. LCF) He continued b
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Design Education e T w

and Industry, students could make an
informed decision as to which route they
wished to follow. She stated that ... Whilst my
affirmation of the current system is quite firm, |
would not pretend that there are no problems
—of course there are problems, there have
always been and there always will be. An
overriding problem was that of student finance
... the biggest caveat in the current system
and students therefore deserved an account-
able and efficient education in return. If this
could be achieved through a widening of Stu-
dent/ Staff Ratios she felt this would be worth
pursuing. However she acknowledged that
part-time staff, representative of gender/ eth-
nicity as well as a broad range of attitudes and
practice, were vital to students learning and
such initiatives were reflected in the quality
and high standard of work now being
achieved. Contrary to some thinking, she
believed that part time teaching could be both
flexible and economically viable. She felt that
the PCFC structure worked well in that it
deterred un-informed interference from Local
Authorities. It enabled colleges to be in control
of course structures, as well as off-loading
‘white elephants’ such as dated equipment
and surplus buildings ... With good staff and
students itis possible to teach in a tent or with
a stick in the sand. This however is not desir-
able! Many current problems and frustrations
come from a dilapidated and outdated infra-
structure, particularly in London. Whilst not
asking for palaces of shining technology it
would be more sensible, economical and
effective to invest in good buildings and equip-
ment...

She also felt encouraged at the increase in
student exchanges and placements, particu-
larly the development of overseas connec-
tions, which led her to believe that ...the
medieval academic year can hardly be justi-
fied for long, as students are now demanding
access facilities on Saturdays... proving that
Art & Design Education is definitely not dying.

Colin Painter began by stating that he wanted
to say that Art and Design Education is not
dying ...BUT. He pointed out that student
applications to study art had increased at
Wimbledon School of Art by 30% and accord-
ing to ADAR there will be further increases
nationally although he felt thatinterestin art is
still narrow and most applicants still come
from the middle classes. It seemed the work-
ing classes tradition of 'disinterest' in the arts
continued ... For large numbers of people in
the UK the proposition that art in higher edu-
cation is dying is likely to bring the response
“So what?”

He further discussed public misconception

" of artists, students and art schools. He

referred to the intellectual debates of the sev-
enties which argued for and against the social
isolation of the arts and subsequent utilitarian
approaches for fine art. He believed that

he was aware of
the possibility to teach badly —to over teach,
and to teach in a way that disregards students'
needs — the solution is not found in reducing
staff numbers.

He concluded by saying that if those within
the system were not prepared to assert edu-
cational priorities over and above economic
requirements no one else will.

Bernard Cohen began by recounting his expe-
rience of being a fine art student, then lecturer
in the days before Coldstream when life draw-
ing was central to art education and how his
role as abstract painter was abruptly rede-
fined as teacher of Basic Design atthe onset
of the Coldstream approach. The ensuing
years saw further redefinitions and interpreta-
tions of art education. The vulnerability felt
through the continual changes strengthened
his understanding of Fine Art. He based his
expertise on trusting his eyes rather than doc-
uments and how the practice of Painting
informed his pedagogic approach. He remind-
edthe 'house' that Art/ Design Education was
rooted in19th century requirement for design-
ers to service the Industrial Revolution. The
structure was based upon the provincial art
schools 'training’ technicians and craftspeople
for local industry (which strengthened 19th
Century attitudes of Empire). The role played
by the RA, RCA, and Slade Schools was the
'creaming off' of the most talented students
from the then 240 art schools throughout
country. This approach had been maintained
until the Coldstream Report of 1960, when the
process of decolonialisation reduced the num-
ber of art schools in Britain to 19.

In 1984 another consultative document had
stated that 1600 enrolments on Fine Art
courses were too many. Eight years later itis
being said that it is too little! The same docu-
ment proposed taking money away from the
fine art courses and pass it on to design cours-
es (...a national balance of payment require-
ment?) Fine Art's role, however, wastobe a
civilising influence on (dominant) design.
Planning had returned full circle back to 19th
Century approaches.

The truth | suspect is that a new kind of
establishment worked out a policy several
years ago for the large institutions that are
now coming in to being without knowing that
they would cost more to run than small ones.
Eight years on we can see grealer running
costs for typing pools, managers, quality con-
trol officers, canteens, lawn-maintenance, car
parks, PR demands more student fees. To
attract more students meant more attractive
subjects: (lower grades, easier and quicker-
to-do and easier-to-pass). To make subjects
more attractive meant better marketing...
demanded grealer conformity... demanded
greater control (quality control?)... demanded
less chaos... meant less imagination... meant
less pure research... meant less long term
national wealth... meant less money for edu-

cation... meant more students crammed in for
more fees.

...Back in the 50s and 60s mostin the Art
World were artists. In the 80s and 90s there
have been a hundred spin doctors for every
artist... and Fine Art and Design is still con-
trolled (as is much else in this country) by 19th
Century world trade economics...

The overall aim of Fine Art and Design edu-
cation must be to encourage every individual
student to constantly raise the level of expres-
sion through the articulation of two or three
dimensions.... everything that institutions are
doing to deny that aim will inevitably lead to
the death of Fine Art and Design Education...

He concluded that although there may have
been many natural causes which could have
led to the death of Art and Design Education ...
most of it has been murdered.

James Kirkwood the final speaker and against
the motion which he felt reflected ...a naivety
that was evident in Patrick Heron's original
and more recent (Guardian) articles. The logic
behind these statements leads us back to
exclusivity and certain wide spread cuts for art
and design education. He felt that the political
thrust behind the (three) main parties in recent
election manifestoes was aimed at increasing
student numbers, which was admirable. High-
er Education would become more accessible
to a wider range of people ...who had, histori-
cally, been under-represented in HE, such as
ethnic minorities, mature students, married
women ete. He noted that the new funding
council, led by Ron Deering, would putinto
action the methodologies (developed by the
PCFC) towards expanding the Polys and Col-
leges sector. He felt therefore that the
increased access (although problematic) was
preferable to the outdated position of exclusiv-
ity which, he felt, was the reason behind the
continuing drop in Britain's ability to compete
internationally. In his experience of working
with overseas companies he saw a marked
absence of British design innovation and
British Companies participating in Trade
Fairs. This lack of innovation was also appar-
entin the way Art and Design courses had
been structured with the arrival of the Poly-
technics, arguing that the overriding attitude
was ...to place far too much emphasis on
vocational practice rather than the intellectual
principles which underlie practice. This atti-
tude was reflected in our limited ability to
respond to the changing higher education
scene and more importantly it has limited our
students' career potential. Fartoo many have
sought employment as practitioners because
that was the culture they were educated in.
This attitude he believed to be a major mis-
take and drew comparison with graduates
from other University disciplines who ...do not
regard their future career paths circumscribed
by subject in the way that Art and Design grad-
uates do. He concluded by asserting that the
future can only lie with ...good management
and sophisticated teaching skills. More does
not necessarily mean worse... It has to
mature, shake off its parochial aspects of its
past and assess how best it can prepare stu-
dents for the future. It certainly is not dying... It
must however take its place successfully in
the mainstream of University education. To
say anything different would be unthinkable.®

All the speakers put forward convincing
arguments both for and against the motion.
Chris Frayling suggested taking a preliminary
vote before lunch and the workshops. The
result was 32 votes for the motion, 8 votes
against and 3 abstentions.

The workshops enabled a closer discussion
between their participants in contrast to the
moming bombardment of well aimed and
clearly articulated views from the panel.
Reports and conclusions from all the work-
shops were presented by the workshop lead-
ers and a final vote was taken.The final vote
was taken after everyone assembled in the
debating chamber. The discrepancy in num-
bers is due to some people being unable to
attend the final vote however the result
remained consistent with the first vote, being:
20 votes for, 8 against, and 8 abstentions —
maybe the seven unaccounted for voters had
gone to organise the wake...?

Compiled by Jenni Boswell-Jones in collab-
oration with members of the RCA Society.

A detailed transcript of the debate, speakers'
papers, and reports and conlusions from each of
the workshops will be available from the RCA
Society. The Society will be organising further
open debates on art/design, art and design educa-
tion, as well as social and educational events.

For further information about the Royal College of
Art Society and its activities, contaci the Member-
ship Secretary, Prof Audrey Levy, Royal College
of Art, Kensington Gore, London SW7 2EU. The
RCA Society also would like to hear from anyone
who has been associated with the Royal College of
Art, no maiter how long ago!
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Karl Birjukov

Whatis euphemistically called the art-science debate
is apparently still very much alive. At a recent debate
chaired by Melvyn Bragg at the Institute of Education
Brian Appleyard represented the perspective of the
arts and Lewis Wolpert that of science. The vote was a
crushing defeat for Mr Appleyard who made no real
case for his position. Yet I sensed something sinister.
In the days before television, two wrestlers may
have toured the country, shared the same taxis, the
same hotels, taking it in turns to apparently beat the
other to a pulp, to reappear some other night at a

different venue and reverse the role of victor and

vanquished. A few nights later, both Mr Appleyard
and Mr Wolpert reappeared on The Late Show and
repeated their performance. Even bad publicity is good
publicity, so perhaps the object was simply to sell Mr
Appleyard’s book. Who is to say. Even so, Mr Wolpert
gotthe last word, exclaiming with supreme confidence
that science was in no need of critics, for reality was its
critic, unlike the arts which had no objective values.
Descartes himself did more for the cause of atheism by
defending the existence of God, and Mr Appleyard has
donethe same for the arts.

Thisarticleis an attemptto redress this imbalance.

"It seems extraordinary that so many people
who like to think of themselves as plain,
down-to-earth, practical men should dismiss
the critical examination of models as an
unpractical activity. If youdon'tdrag outinto
the light the presuppositions of your thinking
you remain simply the prisoner of whatever
the reigning orthodoxy in the matter at issue
happens to be. Thus the model of your age, or
the model of your day, becomes your cage
without youreverrealizingit.”

"W his quotation is taken from a
dialogue between Brian Magee and |saiah
Berlin in which the questioning of assump-
tions was emphasised as a prime function
of philosophy. In this particular interview,
the application of the philosophical mind
focused mainly on morality, but it is
nonetheless of great importance in other
areas. The effects of presupposed ideas,
whatever their category of application,
eventually filter to the level of the down-to-
earth world and shape it accordingly. As
Brian Magee putit, they:

“...get smuggled into our conclusions - and
thatmeans into ourbeliefs and our actions.”

| take itas understood thatthe paradigms
of scientific procedure and the conception
of reality they provide have been the prime
models which other forms and systems,

particularly economic and social, have
imitated in an attempt to achieve similar
kinds and rates of success. The structures
of current civilisations and cultures
(predominantly first world nations) testify to
the influence of this process of similarisa-
tion, and so it carries in its beliefs and
actions the presuppositions that are the
founding principle and root of science. That
is not to saythatitis visible, orevenknown.
In sofarasthe scientific debate has revo-
lutionised the surface structures which
have created whathascometobe regarded
as a division between the old and the new
science, there is one important aspect they
continue to share which is inherent in the
presuppositions of the laws of motion which
to date remain unquestioned. Itis called the
principle of inertia and is assumed in the
laws of motion which have never been
revokedinscience oldornew. Essentially, it
asserts that a body will remain in a uniform
state of motion in a rightline in the absence
of a force acting upon it. Put another way,
where no change takes place, this state will
be regarded as in no further need of expla-
nation, and this is subsequently perceived
as (and defines the term), natural. This use
of the word “natural” is not that of the
common vernacular, butastipulated defini-

tion upon whose basis the whole range of
concepts both old and new has grown up. It
is how science is defined, and represents a
positionthatis preferred. Howisitthatithas
never undergone serious critical examina-
tion? How is one to set about questioning
suchadeeplyentrenchedfoundation? How
isittobe challenged?

In orderto bring the naturalness of inertia
to task, the following may look like scientific
analysis. | shall explore certain images
employed by science to trace the influence
of the presuppositions within the concepts
they are attempting to communicate. It is
notintended as criticism, for in truth itis the
perception of a rational mode of operation
from the position of of a different but well-
formed perspective. As a consequence, |
can be more specific than more well-known
forms of thought, but this requires a more
careful analysis of precise ideas. This
analysis can be put in metaphorical terms:
the perception of reality is the sight of folds
and pleats that bear witness to the almost
invisible seam-work where nips and tucks
are knitted into the joins producing the
stresses some metres distant from them.
Because they are invisible their structure is
assumed from the patterns made in the
whole. This is a fair assumption and proce-



By ignoring the role of the accelerator, all things fall at the same rate. This
protects the notion of the equivalence of gravitational and inertial mass, and

allowsinertiato remainasaprime concept.

dure. But this is not the case with the princi-
ple of inertia which is assumed for quite
different reasons that are historically
rooted.

Inthe general theory of relativity Einstein
proposed a principle of equivalence in
which he stated that the effects of gravity
and acceleration were locally the same.
Whatdoesthismean? Toexplainit, he used
athought experimentin which aliftis pulled
through space containing a person who is
unable to see outside. His job is to try to
work out whether he is accelerating or on
the surface of a planet. But no matter what
he does, he is unable so to do. Through a
hole in the side of the lift, a beam of light
enters and hits the wall on the far side. But
because the lift is moving through space,
the straightbeam appearstobendasittrav-
els towards the other side of the lift, and one
imagines that this curve would tell the
inhabitant that the lift was accelerating. Not
so. By invoking the equivalence principle,
Einstein asserted that light bends near
heavy masses, so his inhabitant is back to
square one. History has confirmed this
prediction, and the bending of light as a
resultled to the development of the famous
space-time continuum which is believed to
supportthis expression of equivalence.

In whatever account one reads of this
experiment, it is only in Einstein's that the
role of the accelerator is deliberately
excluded ...a being (what kind of being is

immaterialto us)begins pulling at this witha
constantforce.”

No expositor that | have come across
makes mention of this deliberate exclusion
as a precondition, even though it is plain
that acceleration is determined by a power
to weight ratio. Why is it consciously
excluded? What kind of picture emerges
withitsinclusion?

A man carries a heavy weight in a lift. He
releasesitanditfalls to the floor; but while it
is falling he experiences a jolt which bends
his knees, and concludes that the lift was
accelerating and not gravitating, since it
behaved as though ithad received an extra
kick of power. Once the weight hits the
deck, normal service is resumed. But
suppose the lift is suspended by a spring
above the planet; then the same upward
acceleration would be experienced by the
release of the weight. In either case then,
there seems to be an equivalence. The
difference is that Einstein’s equivalence
principle is local. A falling coin of small
weight would have no significant effect and
sotherole of the accelerator can be ignored
for all practical purposes. According to an
equivalence principle incorporating the
accelerator, the equivalence of gravita-
tional and accelerative effects mustbe both
local and non-local. Furthermore, the incor-
poration of the accelerator in the thought
experimentdoes notimpair the curvature of
light since it would be the same in both

By accommodating the role of the accelerator, this protection is shown to bolster
belief in a fallacy, since such equivalence can be shown to be statistical. The
difference is thatthe former provides us with a space-time structure which keeps
the essential nature of reality inert. while the latter provides us with a mass-time
structure, suggesting that the essential nature of reality is self-motivated and
thereby somewhatlessinert. Animate, infact.

experiments;inneithercase doesitdepend
on the contents of the lift, and so in some
ways itis a separate conclusion. What then
isatstake?

Einstein’s experiment is tailored to meet
certain requirements. It must satisfy the
observation of falling weights of different
mass experiencing the same acceleration.
Galileo’s experiment, dropping the pebble
and the cannon-ball from a tower is reput-
edly confirmed by the dropping of a feather
and a stone on the moon. This observation,
it is claimed, is due to the equivalence of
inertial and gravitational mass. Inertial
mass is notthe same as gravitational mass,
buttheir different effects cancel out causing
different masses to fall at the same rate.
This patently is not the case with my own
equivalence principle in which there is no
inertial mass. | would expect two objects of
different mass to fall at different rates, and
so it would seem that | am mistaken, given
the moon experiment. In an equivalence
principle that takes account of the agent
producing the acceleration, the floor
becomes tilted and the heavier weight
reaches it first. One would imagine that this
can hardly be the case given the strength of
evidence supporting Einstein’s view. Butis
thisthecase?

InMay1980, itwas reportedinanarticlein
“Scientific American” that on the quantum
level, the role of mass played a crucial part
in the gravitational behaviour of particles



and that this role disappeared on the
macroscopic level not because of the iner-
tia /gravitation equivalence but because of
statistics. This, it was reported, was a deep
conceptual problem. | will try to resolve this
with an appeal to an anthropic principle of
sorts: there is a further form of equivalence
which demonstrates that accelerating
objects increase in mass with acceleration,
butthis increase is negligible at speeds that
are only a small percentage of the speed of
light. A similar effect is also the case when
an object gravitates towards very dense
stars. Butif this were detectable at the rela-
tively low speeds such as that of the fall of a
feather and a rock on the moon, by equiva-
lence human beings would be unable to
move faster than walking pace as their
increased mass would be so great they
would soon expire from lack of energy!
Consequently, there is no relational prob-
lem between my own equivalence principle
and quantum gravity, The problem lies with
the equivalence principle thatis designedto
protectthe principle of inertia.

However, since it is clear that the two lift
experiments are at odds, itis also clear that
the second cannot be sustained on the
assumptions that still predominate in the
rational expression in which inertial

In a space-base system, a “thing”, a particle say, has
Lockeian characteristics thrust upon it, The mass of the
“thing" is seen as an imposed quality, as is the time,
Einstein “ places one of two identically constructed clocks
at the centre of the circular disc, and the other on the
edge..." It is inevitable that this process of imposition will
take place.

In a time-base, the “thing" does not need time to be
imposed; it is Time. Any “thing” is a piece of time. The
change in the shape of the arms with motion indicates
how both time and mass change with rotation. This is
because these two are in fact the same quality. A space-
based thought system cannot understand this since it
works on different assumptions and by imposition,
overlaying a notion of reality with abstract qualities which
relate to a conception which makes it coherent in its own
terms. In effect, a space-base overlays the time-base and
absorbs it.

systemsareregardedasnatural. Therecan
be only one course of action and that is to
provide a framework in which the latter is a
natural expression. That is to say, some-
thing other than inertia must be employed
asanatural starting pointthatisin nofurther
needofexplanation.

The lift experiment appears in a chapter
that Einsteintitled:

“THE EQUALITY OF INERTIALAND GRAVITA-
TIONAL MASS AS AN ARGUMENT FOR THE
GENERAL POSTULATE OF RELATIVITY.”

Since it is inertia that is regarded as
natural, gravitation is “equalised” through a
process of absorption, just as all phenom-
ena are seen through the filter of inertia,
making of gravity a phenomenon no differ-
entfromany other. Butinthe absence ofthe
inertia principle, gravity can itself be
regarded as in no need of explanation and
therefore regarded as natural. This
presents the rational mind with a million
headaches, for how can a continuously
changing state be treated as unforced?

The answer is that it is not a difficulty
about the nature of reality that is the prob-
lem, butthe chosen mannerinwhichistobe
approached. The alliance of space and
time, aconsequence of Einstein’s liftexper-
iment, becomes an alliance of mass and

time in my own. But the concept of mass-
time cannot properly belong to an inertia-
riddled system. The concept of mass-time
and the naturalness of gravity can never be
classed as science since what constitutes
science is an allegiance to the assumption
ofinertia. Whatkind ofideas arethey?
Twoyears ago, | attended a performance
event at which the artist, John Latham,
proposed anumber of ideas before an audi-
ence and a bank of experts from various
fields including physics. He proposed a
Time-Base theorem in which the three
forces of nature equated to his notion of “in-
forming components” while “discharge of
impulse” was equated with gravity. It was
only seconds before one of the experts
pointed out that he was mistaken in his
view, as there were four forces. | believe
thatthe scientific contingent of the panel did
not understand the subtlety of the distinc-
tion he was making. But that criticism itself
was revealing. Experiences enter the mind
in a chaotic manner, and the development
of a conceptual system attempts to de-blur
the vision into coherence. Consequently, a
decisionwasreached: allchanges aretobe
regarded as causal, givingrise to aconcep-
tion of force. The Time-Base theorem, on
the other hand, does not begin with such an



assumption, having a much greater clarity
of vision, perceiving a qualitative distinction
between the various tendencies commonly
known asforces, butwhich set gravity apart
as unforced. John Latham regards the
scientific framework as space-based which
| take to be a system which is rooted ininer-
tia. However, this system is so deeply
entrenched in the psyche that the expres-
sion “there are four forces” gives
compelling necessity to the notion of what
is. Consequently, John's ideas attract
ridicule. They question assumptions which
are clung to with religious fervour. This is
hardly surprising.

At the turn of the sixteenth century, it was
decided almost by decree that all matters
physical to do with the universe will be the
domain of science, while the soul would be
the domain of the church. This was as much
as was necessary to create a soulless
universe, andabodiless animism. By grant-
ing to gravity a status of naturalism, these
two converge once again, for to treat a
changingstate as naturalis to give to matter
itself an intention. The immediate tempta-
tion is to believe that matter is “alive”, but
this is to treat the subject in animistic terms
without reference to the Time-Base from
which this notion is derived. It is also the
ghost of an idea that created the schism in
knowledge in the first place, and no good
can come from raising it from the dead. But
thenotion of mass-time bridgesthatgap, for
that is to regard any object as a piece of
time, and not an object that has time thrust
upon it. It is also the reverse of John
Wheeler's famous dictum, Space
commands, matter acts. The fact is that
there is no evidence to suggest that this
view is erroneous. Indeed, there is much to
support it. It is already known that in an
accelerative state, the time component of a
particle is slowed, and it also experiences a

simultaneous increase in mass. It is simply
a matter of how experience is to be
perceived. In TBT, these two events are
one event. The mass isthe time, andsoitis
no surprise they experience coincident and
simultaneous changes. Inaninertial space-
based system, these components must be
keptapart.

What is more important, however, is that
JohnLathamdemonstrates thatthe context
of art is itself a seat of knowledge. That
knowledge is radically different fromwhatis
assumed as knowledge in the rational
camp. The difference lies in the assump-
tions at the root of both, but that does not
make of art a kind of second-class observer
of reality. Traditionally, empiricism and
rationalism are divided by amethod of oper-
ation. What they share is a distaste and
prejudice of any involvement by the imagi-
nal faculty in the development of a mode of
perception which prefers reality to be
stilled. John Latham’s ideas testify to a
physics of imagination that reason cannot
come close to for they depend entirely on
the intuitive faculty, which will always place
the person at the heart of knowledge. The
manner in which his ideas have been
maltreated by the media is itself evidence
that shows a society, or more accurately its
guardians, infear of havingits assumptions
questioned. Butthere is an interesting twist
inthetale.

George Bush has recently agreed a
budget of about a hundred million pounds
for the development of technology
designed to detect gravity waves. The
European and Japanese governments are
expected to follow suit. While other, more
practical areas of science are having their
budgets cut, this area is being increased.
What is at stake is nothing more than the
desire to confirm an assumption which
services a genderless science over which

the male aspect can dominate. One would
imagine that such a venture would have put
aside one tenth of a percent to explore the
possibility of the assumption being erro-
neous, butthatis notthe case. All question-
ing surrounds contingent feasibilities. The
assumptionisinnodoubt.

Here are a few words which very briefly
cast doubt on the need for such expendi-
ture. Inwhat otherways could an art context
be employedinspecificways...?

While there are many aspects of this
subject left unexplored, what | have
attemptedis a briefexpose of how our think-
ing can be altered. Much is left untouched
and unexplored. The pointis that until there
is a willingness to listen, to be open, one
cannot even reach first base. Isaiah Berlin
putitwell:

“If presuppositions are not examined, and
left to lie fallow, societies may become ossi-
fied; beliefs harden into dogma, the imagina-
tion is warped, the intellect becomes sterile.
Societies can decay as a result of going to
sleep on some comfortable bed of unques-
tioned dogma. If the imagination is to be
stirred, if the intellect is to work, if mental life
is not to sink to a low ebb, and the pursuit of
truth (or justice, or self-fulfilment) is not to
cease, assumptions must be questioned,
presuppositions must be challenged - suffi-
ciently,atanyrate,to keep societymoving.”

KarlBirjukov |P
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