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IR/l y attitude has alwaysbeenthat!'lluse
whatevermedium seems necessary forwhat
I havetosay—somethingscanbesaidinone
mediumandothersinanother. |oftengotoart
galleriesand| see paintings onthewalls
whichwould be betternotas paintings
perhaps, they mightbe betteras ashortstory
orapoemorasong.
Iwasoriginallytrainedatartcollegeasa
painterand printmakerbut|expandedthe
mediathatl usedandduringthe pastthirty
yearssincethen,asapractisingartist, |have
simultaneously used awhole range of differ-
entmediaincluding collage, drawing, photog-
raphy, illustratedbooks, audio-cassettes,
videofilms, theatreand workforradioand TV.
Asanideadevelopsitwillfinditsown
medium. |don'tthinkanold mediumisany
betterorworsethananew hi-tech medium;
therearesomethingswhichlstillneedtosay
inpaintingthatcan’tbe saidinanyotherway.
Torecountnarrative, tomakean artwork
thatmovesthroughtimeisvery awkwardtodo
inpainting,and much moresensiblydoneasa
sequence of photographicimageswith
words. However, I stillthinkthere are difficul-
tiesintryingtoachieve somethingin painting
whichwouldbe betterdoneinphotography.
Inmy paintings, unlike conventional
commissioned likenesses, mine areimagi-
nary portraits, not usually done frommodels,
sitters, sketches nor photographic source
material. Sometimes | use calligraphic
captions as partofthe portraits which don't
explainthem butgive theviewerastarting
pointforinterpretingthe picture. I've also
produced photographicportraitswhich use
superimposed layersinthe samewayasthe
paintings, butofnegatives printedinsucha
waythatfragments ofthe differentimagesare
visible simultaneously.
However, ifthe artistpresumesto offer
insurmountable portraits forotherviewersto
interpret, thenfirstone mustexamine ones
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own mask. Perhapsthe hardestthinginthe
worldistolookinto one otherperson'seyes
andtellthetruth, facetoface notmaskto
mask. ltmightbeinterestingtocompare how|
treat, inthe differentmedia of paintingand
photography, acentral obsessionin mywork:
the humanfaceandthemask.

Ibegantopaintaseries of double portraits,
sometimeswithinthe same picture some-
timesthe picturesare side by side orstaringat
eachotherfromopposite walls. More and
morethey became mirrorimages, like twins.
We may needthe distancingdevice ofthe
paintedface to enable usto stare back, yet
twinscananddostareintenselyintoeach
otherseyesastheyexchangedialogueona
wavelength of alternatingsentences.
Perhapsthetelepathickinshipbetweentwins
representsapotential for heightened
communication which hasbecomeblunted
anddilutedineverydaylife forus non-twins.

Ifwe retainedthe uninhibited reactions of
the child we would be a source of perpetual
embarrassment, soweallwearmasksand
tacitlyagree to abide by socialconventions of
behaviour. Itis probablythe only convenient
way forcivilised society tofunction, butifthe
masksbecome permanently fixedthen
suppressedemotions canbreed frustration
whichmay subsequently explode as angeror
cruelty.

Ithenbegantopaintaudiences offaces
whoappearedtobeinthe darkened audito-
riumofatheatre andtheirfacesglowedinthe
darknessasifbythe reflectedlightfromthe
stage—andourviewpointasviewerofthe
pictureisasiffromthe stage behindthe foot-
lights, looking outatthe audience asthey
stared backatus. Sometimesweseethe
same spectaclethattheyare gazingat—
moths hoveringabove the flames, dancing
skeletons, the lastrays ofthe sinkingsun.

Sometimestheviewerstandsinbetween
the painted audience andthe spectaclethey

WA ¢, the undersigned, oppose the state’s repressive intrusion
into our private lives and censorship of images of ‘illicit’ sex. In
particular, we support The Edge gallery’s exhibition, Sex Crimes,

which addresses these themes.

The government, police and courts have wide powers to censor
and regiment our sexual behaviour. The government plan to give the
police more powers of search and arrest in a new crackdown on
‘porn’. Gay magazines will bear the brunt of the new censorship
laws. In March the law lords upheld the Operation Spanner ruling

against 16 gay men who participated in consenting sadomasochistic

sex. Some of them were imprisoned for ‘sex crimes’. Last month,
the police raided a party in Barnsley on suspicion of ‘indecent
behaviour’, Thirty-eight men were arrested for the ‘crime’ of being

gay.

The Edge gallery’s Sex Crimes exhibition has been mounted to
challenge state repression and censorship. The authorities have no
right to peer through our bedroom curtains, dictate our sexual
practices or censor what we see, hear or read.
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gaze atonthe opposite wall.

Ithinkmy roleasanartistis to tryto suggest
whatmightlie behind everyday reality, notto
explainit—infacttoleaveitopen,toleaveit -
ambiguousand mysterious, butalsoto
provide some clues or hintswhich help the
viewer'sownimaginationsothattheycan
imagine whatliesbeneaththemaskandsee
things accordingtotheirown moodandfeel-
ingwhichtheybringtothe picture.

Eventually | asked myselfthe question:
couldl pulltogetherallthese obsessions with

masks, mirrorimages, the actorandthe audi-
ence, the viewerandthe viewed, intoaproject
whichimpliedthatgenuinelyinteractive
communicationcouldtranscendthe masked
spectacle. Andcoulditbe done, symbolically,
withrealtwins?

Allmyworkisconcerned withwhatis
behindthe surface ofeveryday mundane
reality. Itrytotellstorieswhich speculate
aboutwhatmightlurk behind surface appear-
ance. Eveninthe workswhichappeartobe
aboutcharacters differenttomyselfthey

inevitably have anautobiographical element
inthem. (My brotherand|are physicaland
facial opposites. Helookslike my mother,

whilellook like myfather—and my fatherhada

twinsister).

Thetabloid newspaperslovetodiscover
whatisbehind theimages of respectabilityin
the businessmanorthe politician with his
pantsdown, butthatkind of stockcharacter
formeistoomuchlikeacaricaturesointhe
picturesltrytotakeadifferentkind ofcharac-
ter, the artist, therebel, the outsiderfromsoci-

etyandthensaywhat'sbehindthatcliché.In
the work The artistsdream | took an artistas
myfictionalcharacterwhoworkedinavery
minimal, abstractcool, kind of wayand | ques-
tionedifyoutakeall oftheemotionsoutofart,
ifyoumakethese rigorous abstractpictures
withnofigurative contentwhere doesthat
emotion goto—wheredoesitsurface again—
doesitperhaps surfaceindreams ornight-
mares?

Butthere’sadoubleirony: becausethe
artistisreasonableitisimportantio some
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~W he exhibition ‘Sex Crimes’ has been staged to
challenge state repression and censorship of ‘illicit’
sexual behaviour. The exhibition was organised by
Kayode Olafimihan, and opposes the new ‘porn’
crackdown, the Operation Spanner ruling (which
criminalises consenting sadomasochistic sex) and
police raids on gay clubs and parties.

“The authorities” Olafimihan says, * have no right to
peer through our bedroom curains, dictate our
sexual practice or censor what we see, read or
hear.'

‘Sex Crimes' Exhibition was first shown at the Edge
Gallery in Cromer Street, Kings Cross, London and
will travel to the Angle Gallery, Birmingham.

For more information phone:

The Edge Tel 071 278 9755.

Lesbians and gay men
can be arrested for
Kissing in public under
numerous laws,
regulations and bye-laws.
These include:

| Breach of the peace if the kiss
‘provokes’ violence from an
onlooker;

The 1986 PublicOrderAct, under
whichkissingin publiccanbedefined
as‘insulting’ or ‘disorderly’ behaviour.
Chargescanalsobebroughtifthekiss
isdeemedlikelyto provoke violence or
causealarmordistress;

IN)

The 1967 Sexual Offences Actwhich
definesany publicsexual actbetween
men as grossindecency;

Localbye-laws, suchas Westminster
Bye-law 23 which prohibits public
indecentbehaviour;

o

Theancientcommon law offence of
outraging publicdecency;

The 1939 Metropolitan Police Act
whichmakesitanoffenceto‘useany
threatening, abusive orinsulting
words orbehaviourwithintentto
provoke abreach ofthe peace’

o [

Fancy a kiss? What's obscene?

“W he 1959 Obscene Publications Actsays
thatitis acrime to publish orshow material
likely to ‘deprave orcorrupt' those who ‘see,
hearorread’it. The lawdoes notdefine
‘deprave’ or ‘corrupt’. Interpretation of the
Obscene Publications Actis lefttothe police
andjudgesineachcase.

Generally, the courts operate withinthe
guidelines setoutbythe 1972 DPPvWhyte
case. The prosecutionarguedthatdepravity
was a state of mind andthatthey therefore did
nothavetoprovethat'obscene’ material stim-
ulatedanti-social behaviour.

In1993there have alreadybeenthree
high-profile seizures of ‘obscene’ material.
Policeraided Clone ZoneinManchesterand
have seized safersex postcards andcopies

of FFmagazine.
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“¥ o what degree has democratic decision-
making been eroded? To what degree is it re-
dundant? Have you noticed how the opinions of
redundant ‘experts’ of the ‘right’ are in the
ascent? The exchair(man) of the ‘single gender’
Tory Party: the former editor of the Times: Press
secretary to the previous PM: etc. are dragged
out and referred to with respectable titles. Their
abysmal acts are cleaned up through promoting
them with those ‘untarnished’ titles (before their
crimes were committed) with no reference to
their less desirable descriptions as ‘adulterer’ —
‘snob’—or ‘bully’.

The information they will provide is doctored,
sterilised and brain dead before it is fed through
the media dream machines. Quangos prolifer-
ate: stuffed full of the very same ‘experts’ —blind
ignorance is being funded by pre-selected
bodies of people who without question front up

for the nameless ones. Out of this clubby para- I

noia which has been developingin the latter part
of twentieth century has been erected a univer-
sal (non) society of hatred and distrust of every-
one. The usual route of entry into this exclusive
club is pre-determined: the members preferring
to be quietly unaware thatthey toohave beenin-
ventedto serve anothers purpose: their dubious
success is as thin as the marquetry on the pan-
elled walls which divide them from us. Where
then should we lay the blame for the abysmal
state of the art? Most artists, ignorant of the
machinations of the State, are blissfully happy
wheninvitedto the cluband stunnedinto silence
when showered with prizes of ‘tainted’ blood
money. [t seems that the distance between
fame and obscurity is the thickness of (your) art
agents filofax section for club membership
cards.

As in anything that rots there are the holes.
The current system is panic stricken and are fill-
ing these holes with expendable material in fear
that the holes will get stitched up or maybe the
holes will be filled with uncontrollable healthy
tissue—unmalleable and freely formed—sothey
respond with the selected representatives sent
as ambassadors of art to all the best biennales.
Who goes — who selects — remains unques-
tioned orif alluded to remains unchallenged. To
achieve this acquiescence a thin layer of in-cul-
ture is previously prepared and served up as the
international mask. The conduit of double en-
tendres continues to be enacted through such
culture fronting up for dubious international in-
terests with their artists complicit in their partici-
pationbyactingouttheircouch consultantroles.
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nesson 1 July 1992 at 10am precisely

wrongreasons?

Pre text for a New Art Museum
The Tate Gallery held apress conference at which the Chairand the Directorannounced
“Plansforthe Millennium andfirst stepsfortheirimplementation: The display of the
Collectionwill be redefined leading tothe creation of anew Tate Gallery of BritishArtand
aNew(Tate) Gallery of Modern Artbythe Millennium.” Thefirststepstowardsrealisation
hasbeen “made possible byamajorpledged gift of $10millions froman anonymous
Americandonor”. The Tate’strustees are currently exploring the possibility of creating a
temporary Tate Gallery of Modern Artto “serve asamodelforthenew, permanent
gallery” therebyreleasing spaceatthe Millbank site to extend the British Artcollection.
This partof the projectis planned tocommenceinlate 1994 and will be completed in 1996.
Onthe opposite side of the Atlantic stand the “anonymousAmerican Donors™ andon
the opposite bank of the Thames stands the derelict and desolate BatterseaPower Station
where pledgesand dates were also given forredevelopment: *... We will be open for busi-
echoesthedeveloper’s messageamidstthe stripped
naked Battersea Power Station. Inatime when property developers are grabbing atstraws
andinventing schemes to maintain their turnover, and when the governmentis cutting
public spending, will the cultural developmentin this country be secured inthe grip of all the

Ifthere are to be new extensions to the current Tate what ‘anatomical’ form would it
take?Ifthereistobeanew museumwhoisthearchitect?... “Thiswill beinthe formofa
limited competition.” Where is the announcement foran open competition of architects?
Whereistherequestforartistscommentson thisissue? Will artists and architects work
together? What will the new museum be called? Where will thenew museum be situated?
Where can wetell thetaxito go...? Atwhjch pointwill the collectionstart? ... Ingre
5...possibly Fauvism...” Whodefines the points of departure? Whatcomesfirstthe Gallery
orthe Art? Whatisthe function of an Art Gallery atthisstage of our cultural history?

The trustees forwardinthe Tate’sreport states, “The achievementofthese goalswithina
reasonable time-scale demands careful planning, collaborationwithotheragencies, and
the supportofthe private sector. But foramuseumin public ownershipitdepends crucially
onanenlightenedresponsefrom Governmentinestablishing aclimate inwhichimagina-
tionandendeavourcanprosper...” Willthereeverbe a National Gallery specifically for
Contemporary Artand the works of living artists? Do we need to maintain more National
‘centers of dumping excellence’ inthe new millennium whensophisticated technology of
the 20C can provide millions of people ‘virtual’ accesstoart collections?

Inthe following article Christopher Houlding attemptsto openuptheimaginationofthe
artworld and to gobeyond the narrow private interests which dominated the ‘80s.

4 fewweeksagol leftthislittleisland of the
disunited Kingdom which some now see as a
sceptred scrap heap and | crossed the chan-
nel to the continental mainland to visit Paris.
During my visit | chanced across that
wondrous new monument — La Grande Arch
de la Défense: a perfect white marble cube of
colossal proportion that is like a Sol Le Witt
sculpture but on a gigantic scale. This
immense structure is actually an office block
but unlike the Canary Wharf stump, which is
our nearest equivalent, it perfectly hides its
function and appears as a colossal sculpture
that acts as a symbol of pure platonic perfec-
tion in front of which one can only gape in awe
and amazement at its elemental beauty. One
is struck by its fabulous elegance and simplic-
ityand thatat one and the sametime itacts as
acube, asatriumphalarchandasawindow of
hope looking into the future. This building is
not an Art Gallery but it might well be. As |
beheld this great cube, the new glass pyramid
of the Louvre and the silvermirrored sphere of
the Geodome at the Science Park at La
Villette, | seethed and raged and burned with
envy and admiration that the French can do
things so well and with loathsome disgustand
contempt that we the British insist on doing
things with such lack of flair, vision orimagina-
tion.

| am neither an architect nor writer, but a
visual artist who produces sculptures, paint-
ings, environmental works, prints and
photographs. Ever since | came to live in
London in 1978 as a postgraduate student, |
have been aware of active discussion and
debate about the need for London to build a
Museum of Contemporary Art to complement
the existing Museum of Modern Art housed at
the Tate Gallery. Just as the long held dream
to create a National Theatre has now been
realised so it is surely high time that some
action was taken to move toward the realisa-
tion of a Museum of Contemporary Art for
London. The new Millennium is fast upon us
sothereis notamomenttowaste.

The Tate Gallery is at least four museums
rolled into one. It's the National Museum of
British Artof All Periods; the National Museum
of Modern Art — ie 20 Century Art of All
Western Nations; The National Museum of
Contemporary Art; plus, of course, the
National Museum of Turner's Art. It strikes me
asa National Disgrace that this one institution
should be expected to fulfil all four of these

continued from page 1

extentnottoconformtothatotherstereotype
oftheartiststaggeringabout witha bottle of
wineinone handandapaintbrushinthe
other. Inreality, artists are professionals: they
areselfemployed, they have toadminister
theirownlives, they have todotheadmin,
they havetodothebusiness. Soasanartist,
tosomeextent, |amareasonable man—butif
| presume tomake inscrutable portraits for
otherviewerstointerpretthenitis only fairthat
firstlexamine my own maskbecause an

widely divergentand different functions under
one roof. My understanding is that the old
hospital site around the existing Tate is large
enough to accommodate new extensions
with adequate and sufficient room to house all
the above functions. Just supposing this is not
the case then let me exercise my wild imagi-
nationand suggestafew possible locations to
house all the above functions and the form of
architecturethey mightadopt.

Imagine that | am given carte blanche to
make very radical suggestions which might
seem extravagant, notto say unrealistic, even
lunatic or crazy. My immediate prescription
wouldbe asfollows:

The National Gallery which is
0 our Museum of Great Art (or Old
Great Art) — or MoGA/MoOGA

for short, has recently been given a new
annexe by the ‘Grocer’ Sainsbury. Although it
provides a little more room, much more room
is required to adequately display the great
national collections of Old Great Art.
Strenuous efforts were made to produce a
work of architecture to act as the new annexe
but in the usual British fashion of fudge and
mudge our own Prince of Wales (whose taste
and knowledge of architecture does not seem
to have advanced further than that of Prince
Albert or mad King Ludwig || of Bavaria) inter-
vened and we ended up witha very unremark-
able one-sided ‘appendage’ to the existing
National Gallery.

Although the ideal solution is for London to
re-invent itself to accommodate the escalat-
ing need for cultural/leisure activities, a lot
more room could be immediately gained by
requisitioning both South Africa House and
Canada House. They could be gutted and
converted into further annexes to house the
collections of MoOGA which would update its
collections to 1900 orpossibly 1945 —thatisto
the end of classic Modernism — which is all
now very old hat. This would clearly help to
demonstrate how modernism integrates into
the mainstream of the tradition of European
Western Art. The present Tate collections up
to 1939 or 1945 would be given over to
MoOGA. The National Portrait Gallery needs
much more room and would be given larger
central premises elsewhere in central
London, and the vacated NPG gallery could
begivenoverto MoOGA.

I would pedestrianise Trafalgar Square—in
much the same way as Covent Garden or

artistsworkinginanauto-biographicaland
subjective way is still wearingamask, is still
anactoronastage ortelevisionscreen. ®

Ian Breakwell. ©93. The above text was
extractedfrom scripted material for
arts documentary produced for HTV by
Phil Lewis. Including Talking Head and
Voice Overtext for all background
pictorial material. London and Cardiff
‘92-'93

Leicester Square — and convert it from just a
roundabout into a much more pleasurable
space to walk around. | would relocate
Nelson's column and the four Landseer lions
to the middle of Parliament Square to
compete with the Tower of Big Ben and over-
power the statue of Churchill. Back in
Trafalgar Square in place of Nelson's phallic
column | would like to see much more extrava-
gant fountains with, at their centre, a colossal
symbol of our own time such as a clothes peg,
orcigarette dogend, ortoothbrush...
Alternatively one could commission
Christo to wrap the square and all its buildings
in brightly coloured fabric which could be
retained as a permanent feature except that
every year the square would be rewrapped in
fresh fabric of a different colour. Or perhaps if
one wanted to ape the French and compete
with their glass pyramid, one might erect one
(or two) gigantic (sugar-) glass cubes taking
up the whole of Trafalgar Square and acting
as a vast atrium or greenhouse full of plants
and trees and even animals. A curved stair-
case would lead down below street level toa
vast entrance hall leading into the galleries of
MoOGA.
The possibilitiesareendless...

The Tate is four museums rolled
0 into one: the Museum of British
Art (MoBA): the Museum of

Modern Art (MoMA): the Museum of
Contemporary Art (MoCA): and the Museum
of Turner'sArt(MoTA).

It is quite ridiculous that all four collections
and quite different functions should jostle
togetherlike sardines and sharks in one build-
ing which is far too small to house them all.
Although | do like the fact that MoBA and
MoMA are side by side so that British Art can
be compared in close proximity to European
wide developments (which British Art usually
trails behind by several decades atleast).

Ideally the TATE is big enough for just one
museum. Given the choice | would make the
whole of the present Tate into ‘Turner’s
Gallery' and finally (and very belatedly) do
justice to one of our greatest artists by giving
adequate space and distinction to the works
of JMW Turner. | don't want to slight the Clore
Gallery (made from the profits of selling
shoes), butitreallyisn'tideal and I'm still wait-
ing for the walls to be decorated in rich deep
crimsonas Turner himselfwould have chosen
instead of that revolting oatmeal colour thatso

The Mask

Worn too often the mask begins to’remould the features of the face
beneath. And as the face grows cider s0 100 does the mask untll, ke an
oid giove, It wears thin and becomes 5o ihreadbare thal it is a mere cowl
which no longer quite keeps out tha cold, the rain, the noise and the harsh
light. Sometimes it is loose and slack like a second skin. At other times it
is a taut membrane, 100 broad a smile would split it. So the face beneath,
no longer cocooned, no longer grimaces, laughs and shouts, but sets and
concentrates, tearful of a sudden sneeze. And should a cool wind brush
the forahead or a warm hand caress the cheak then the face freezes lest a
tromor might burst the gossamar shioud. Shaded no more against the sun
It hides in shadows. But in tha shadows the rain drums on the skin

tight over the and the mask s a flayed hide. Day In
day out. Tha skin of the mask is now 50 1aut over the skin of the face that
tears are trapped in the oyes and cannot flow. The lips ane drawn back
from the teeth and the mouth is fixed in a permanent grin. In the moming
the mask in tha mirror ks a stranger, by the evening an old friend.
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saps the paintings of their richness and vital-
ity. .

Thus Turner would be given all the
galleries in the Tate and all those 19,000
drawings and water-colours in the British
Museum would be handed over and housed
with the oil paintings under one roof. Much
more of Turner's great work would then be on
permanent exhibition. If there was too much
space then his work could be complemented
by the work of Constable and other British
artists of pastcenturies.

Analternative to MoTAwould be Somerset
House which of course housed the Royal
Academyin Turner'sday.

| would therefore convert the whole of
Somerset House into galleries to house the
whole of the National Collection of British Art
which is currently housed at the Tate Gallery.
The Courtauld Collection would stay where it
is. Constable would be given a very special
place in Somerset House with a permanent
exhibition of his work not unlike that shown in
the recent show at the Tate. All the oil
sketchesinthe V&A wouldbetransferred and
given pride of place in SomersetHouse along-
side Constable’s other work. Paintings by Sir
‘Sloshua’ Reynolds and Gainsborough and
others | am sure would feel happy to have
come home at last to the original Academy
whichtheirmakers knewsowell.

The courtyard of Somerset House would
no longer be a convenient car park but would
be planted with trees and given grass and
fountains and beds of flowers for visitors to
enjoy. All the civil servants that presently
infest Somerset House would be relocated to
more appropriate accommodation...

(The Museum of Modern/
0 Twentieth Century Art). The Art
of our century which is called

‘Modernism’ is in its final death throes.
However it is a period of unparalleled wealth
and diversity and excitement and richness
that is comparable only with the Art of the
Renaissance. Modernism is now museum art
and weare entering into a new period which is
quite different from Modernism, and may in
fact be another Dark Age for all we know. At
present MoMA is contained in the Tate and
bolstered by MoBA and MoCA it seems quite
a strong collection. If all the modernist works
were taken aside to form a collection on its
own, one might find we have a rather weak
and insubstantial National collection that

compares very poorly with those of other =1y

nations. This is not surprising considering the
history of sniffy curators who rejected all the
fabulous works which in past decades were

offeredtothe Tate forpeppercornamounts.
Where would one locate this MoMA?

Firstly one has to define the exact period of
Modernism. It had its roots in the mid-19

Century and was founded in the achieve-

ments of the Impressionists and the four Post

Impressionists and came to full fruition in the
first two or three decades of this century.
Some would say it ended with WWII when the
centre of gravity of art moved from Paris to
New York, others would say it continued until
the 1960s and 1970s when it finally gave its
last gasps and expired to be followed by shal-
low regurgitations of Post-Modernism in the
1980s. | myself would define classic
Modernism as art up to 1945 and art since
1945 as contemporary art. The great exhibi-
tions of German, Italian and British Art of this
century atthe Royal Academy in recent years
clearly showed a quite different aesthetic
operating in pre-war and post-war art so I'm
happy to take1945 as the date of transition
fromModernismto Contemporary Art.

| have suggested the National Collection of
Modernism should be housed with great
Masters inthe National Gallery. Thiswould be
most appropriate since its not that strong to
stand up onits own. Ifitwere strong enough to
stand up on its own then | would suggest
installing it in one of the following locations:
| would requisition a large building like the
American Embassy perhaps, or encourage
all the Royal Family to economise a little and
move in together with Mum and Charles in
Clarence House, thus vacating all of
Buckingham Palace for Gallery space. The
new MI5 HQ opposite the Tate might be
converted or razed and a new purpose built
Museum constructed; or reviving that
wedding cake idea of developing the
Hayward and QEH by encasing themin shop-
ping malls and new spaces for leisure activi-
ties. The South Bank complex would thus be
extended westward from the Festival Hall to
include two fabulous new Museums with
plenty of space. The MI5 site and the existing
South Bank Centre sites are both superb
riverside locations giving very prominent
views. A purpose built Museum on either site
would demand an extremely imaginative and
visionary approach and calls for something
quite exceptionaland original and arresting.

| found the Pompidou Centre in Paris and
the Lloyds Building in London, arresting and
exciting to look at the first few times.
Nowadays they look very unremarkable and
like a pieces of well worn old furniture; simi-
larly with the Lloyds building in the City of
London. The British establishment is so timid
it dare not allow exciting innovative architec-
ture to be builtin London, not realising that the
mostoutrageous buildingwould, inlessthana
decade, be much loved, and a source of
national pride with preservation orders stuck
toitbyaproudandadoring public.

The riverside locations are so prominent
they demand a building of very distinction and
originality. Given my way | would choose to
build a Museum in the form and shape of one
of the icons of the 20 century art writ gigantic.
Forexample, Man Ray’s flatiron withtin-tacks
sticking out of the flat surface of the iron; or
how aboutthe endless column by Brancusi; or
his stone sculpture of two lovers embracing,
carvedvery simply fromablock of stone; or his
bronze Myastra of abirdinflight whichisin the
Tate's own collection; or Duchamp'’s bicycle
wheel or the smooth curves of his white
glazed fountain or urinal; or crossing the
Atlantic one could again choose an
Oldenberg objectsuchasa Lipstick orclothes
peg or fag end or electric plug; or Jasper
John's Savarintin of dirty artists brushes orhis
beer cans; or Jeff Koons inflatable rabbit.
Magritte’s work suggests many possible
ideas and another possible icon that is in the
Tate’s own collection is Dali's lobster tele-
phone.

lan Breakwell: Twin Audience (2 paris) 1883, 183 x 251.5cm.
Photographed for the artist by Dave Daggers
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lan Breakwell:

to theory and nature of the art of paintng

(The Museum of Contemporary
0 Art). For me this is the richest
area of interest because there

are so many different alternatives and possi-
*bleoptions.

One school of thought would say that
Modernismis abustedflush andthatvisualart
has explored and exploded all possibilities
and there is little left to explore in the visual
arts now that everything canbe art and every-
one can be an artist. Contemporary Art is
deadbecauseitsjustfishing through the dried
bones of Modernism. The attempts to extend
and extrapolate the pioneering achievements
of Modernism has led to empty vacuity: its
main proponents being Robert Ryman, Sol Le
Witt, Carl Andre (and others —whose misrep-
resentation of minimalism led artinto a cul de
sac of futility). The idea of building a Museum
of Contemporary Art at a time when Art has
burntitself outwouldbe aratherfutile gesture.

Anotherschool of thought mightassertthat
the whole notion of building a MoCA is
anachronistic in that visual art for several
decades has been struggling to get out of
galleries and existin spaces that have nothing
whateverto do with gallery spaces. If a MoCA
was to exist then it should be nothing more
than a notice board to tell interested people
when and where works of contemporary art
have been produced and are to be seen. The
proliferation of new technology and very
cheap means of very high quality reproduc-
tion mean that everyone can own and have
access to a vast range of visual art.
Information technology and development in
virtual reality machines mean that all the
artworks in all the museums in the world are
available to each and every person in their
own homes. Such machines will enable
people to visit every museum and closely
inspect every artwork as well as enabling
them to create their own artworks limited only
by the extent of each person’s imagination.
Duchamp’s message was that anything and
everything can be a work of Art. Joseph
Beuys’' message was thateach and everyone
of us canbe an artist. The new technology will
enable this to become true and each of us will
become ourown Film Director, or Architect, or
Novelist or Dramatist or Theatre Director, or
Monumental Sculptor or epic painter or what-
ever through the means of our home comput-
ers. All the arts will thus be fully democratised
and the elitist idea of a few great artists will
becometotallyirrelevant.

The notion of an original work of art that is
precious and unique has been shown to be
irrelevant by trends in recent contemporary
Art. In film, literature and music everyone
accepts copies and reproduction as the origi-
nal. There is no reason at all why in the very
near future we should not all come to fully
accept reproduced visual art as the real thing
and regard the original item that gave rise to
the reproductions, if such a thing exists, to be
an irrelevant relic of less interest as an
author's original manuscriptis to the reader of
a paperback novel. The idea of going to visit
an old mausoleum to view a few dusty relics
called original paintings and sculptures will
seemaveryquaintideainafewdecadestime,
when one views pristine glossier versions in
the comfortofones ownhome.

Art should become fully democratised in
the sense that we should all become artists

Photographed for the artist by Dave Daggers

The Kill (2 pancis) phatograph, ink on board, collage.1969, 183 x 2285, =

and all the art of everyone else should be
made available to us through cheap repro-
duction and computer technology; and if this
were to come about then there would be
absolutely no need at all for Museums to be
builttohouse new contemporary Art.

The market economy in which we live,
which should facilitate the means of perfect
democratisation of Art, is hindered by the
anachronistic attachment the elite of our soci-
ety hasforthe age old ‘Messianic School of Art
History’ which decrees that one or two artists
in every age shall be selected and promoted
andthen exaltedto Godlike status and held to
be very great Artists who are the quintes-
sence of their era in which they lived.
Constable and Turner or Henry Moore and
Francis Bacon are examples of British artists
who have received this treatment. Andy
Warhol and Jeff Koons are a more contempo-
rary example of such figures who demon-
strate that it is not even necessary for the Art
they produce to have any intrinsic quality at
all. The market has elevated them to god like
status and even though their work may be
creative dross it will sell for very high sums.
The elite of Western society hang onto this
idea of the great artist which elevates one or
two artists well above theirappropriate level at
the expense of many other equally good or
interesting artists who are suppressed and
hidden from view and demeaned. So long as
this persists then rich and powerful leaders
will continue to feel a need to build anachro-
nistic Mausolea to house supposedly price-
lessuniquerelicsand works ofart.

Given the desire to build new Museums of
Contemporary Art, our culture has now
become so very richand diverse thatmaybe it
would be a good idea to build not one MoCA
butawhole range of Museums to show the full
range of contemporary art practice. These
might include the following: The Museum of
Contemporary Women's Art; The Museum of
Contemporary Black Art; The Museum of
Contemporary Art by Disabled Artists; The
Museum of Contemporary Gay and Lesbian
Art; The Museum of Contemporary Non-
Christian Art; The Museum of Contemporary
Colour paintings; The Museum of Minimal Art;
The Museum of Contemporary Land Art; The
Museum of Contemporary Computer Graphic
Art; The Museum of Art by Unemployed
Artists; The Museum of Children’s Art;
Museum of Art Students Art; etc. etc. The
range of possible optionsis extensive. Sucha
proliferation of Museums might be a good
thing in giving attention to hitherto neglected
areas of Art practice; on the other hand such
practices would be easily ghettoised and then
studiouslyignoredandneglected.

| like the idea of international exchanges of
collections between nations, such as the
Guggenheim Art Gallery's international fran-
chising system, though such global empire
building strikes me as a sinister spread of
cultural hegemony. | would like to see
Museums in this country form partnerships
with foreign Museums to facilitate exchanges
of collections between nations.

Given that our anachronistic elite (who still
hang onto feudal and monarchical structures
of power in a supposed ‘classless democ-
racy') still will continue to wish to build marble
halls to house great ART and will wantto build
one building to be THE Museum of
Contemporary Art for Britain (in London): it
mightbe interesting to consider possible sites
forsuchabuilding.

The MoCA in London is not contained in
justonebuilding. Itisfragmentedinto seven or
eightor, more differentinstitutions, which are:
the Tate Gallery containing the core of
London’'s MoCA. Then the ICA, the
Whitechapel Gallery, the Hayward Gallery,
Riverside Studios, Camden Arts Centre, the
Serpentine Gallery. In many ways it's good
that there is such diversity of provision and
that everything is not rationalised into one
superMoCA institution.

One could take one of the above
mentioned contemporary Art galleries such
as the Whitechapel Gallery and, usingitas a
core, extend it enormously into a much more
adequate MoCA. Riverside Studios is not
central but is on a prime riverside site which
could be cleared and a fine palace of new art

They slowlycircletoone side andshoothimthroughthelungs fromabroadside position. They crouch beside the body;
checkthe eyes, and dragthe bodyintothe sunlightand manceuvreitsothatthe blood fromthe external wounds drains
awayontheslopingground. They sitdown onthe ground beside the body, smoke cigarettes andtalk quietly untilthe bleed-
ing hasvirtually stopped, thenthey rolthim ontohis back, unsheathetheirknives and beginto gut him. Firstthey cutoff his
testiclesand slice the penis away fromthe belly toits root. Theytiea hard knotinthe penis sothatnobladder fluid will seep
out. They makeincisionsinthe groinand cutaroundthe entire area closely surrounding the knotted penis and cut carefully
aroundtheanal opening, sothatthis section only remains connectedtothetubes and ducts which emerge throughthe
pelvicopening. Theyalsocutawaythe smallwedge of muscletissue whichlies betweenthe penis and the anus. Theystop
forafewminutes, take offtheirjackets and rolluptheirsleeves, thenreturntotheirwork. Startingaboutthree inches
forward ofthe pelvis one ofthe men carefully splitsthe belly a couple ofinches, and pushes the firsttwofingers of his left
handintothe openingwiththe paimturned down. He theninserts his knife atthe fork between hisfingers, blade edge up,
andbeginstocut, thefingerstravellingahead of the blade, pressingtheintestines away fromthe blade so that they will not
becutorpunctured. Whenhe reachesthe ribs he removes his guiding fingers, andtaking hold ofthe knife handle with both
handsrips rightupthroughthe chest, cleartothe throat. Now he splitsstraight down through the muscle between thelegs,
andthewholetorsois openfromgrointothroat. The othermanamputates theleftforearm, which he usestohammerthe
knife throughthe pelvicbone. The two men roll up theirjackets and place them as acushion beneaththe buttocks of the cut
body. They kneel side by side betweenthethighs, They gripalegeachandpressthemapart, bracing theirshoulders
againsttheinsidesofthekneesuntilthe pelvicarchis broken. They restforafew minutes before manoeuvring the body
untilitlies sideways across the sloping ground, allowing afew/arge clots of bloodtofall out of the chest cavity. The returnto
theirwork, takingitinturnstocutloosefirstthe gullet, thenthe heartandlungs, thenthe diaphragm and attached organs
untilalithe entrails are removed and roll away down the slope. They thenwipe outtheinside of thetorso, and alsotheirown
hands, arms and knives. One mantrimsthe heartandliver from the unwantedviscera and places theminasmall plastic
bag, which he placesinhis pocket. Thetwo mensitdown, lightcigarettes, andwaitforthe van.

I et ot et fenpingp FAL laerig s Jarei 4 Jrodivide
[y oty (ot i S i OV oo, Ak i b
. e oo B b e S L T e S,
Ly i i A i Pl e

ssndel 00 fistiorg s oe Turasvsy
oy Jik, mM@«;ﬁ;’m.-uM&;

- "“?.4,&- s jwidl <oct Gk gims jaoviny

: "“"“?};’:’ﬁ, et Lovd it (A pinss <o ot findler
fo e ok il cont gomend.

s b Thi »:,n#ur.-dwmﬂl‘fwlﬂ
i-“-"”_ " o 3 prw,w'wﬂm‘r:z’

built. The ICA could be extended along the |
terrace to encompass all of Carlton House '|
Terrace. Although this would be centrally

located the building is not ideal. The new |
Broadgate development built for financial |

services at Liverpool Street Station could be | '

requisitioned and converteditinto fine gallery
spaces. There are acres of land near St. |
Pancras and King's Cross near to that dog's
dinner and pig's breakfast — the new British
Library. The Barbican Centre was built with a |
very poor main gallery that was obviously
tacked onas an afterthought: thistoo could be
extendedtoincludeagoodnew MoCA.

Alternatively one could take over the old ! '
|

war ministry or the foreign office in Whitehall;

or raze Camden Lock of its markets and build
a huge new complex to include the old and
much maligned Round House at Chalk Farm.
That bit of America which looks as if it has
dropped out of the sky and landed in East
London-Canary Wharf—hasbeensuggested ‘
as a good location for MOCA . Battersea
Power Station is a fine looking structure and
fairly central and would certainly make an
eccentric looking building to house MOCA. or
how about Butler's Wharf —nextto the Design |
Museum? |
|

All the above ideas are just my initial |
thoughts about some of many possible ways
ofimprovingthe distribution andarrangement
of Art Galleries in London in preparation for
the advent of the new century and the new
Millenniumwhichisonly afew yearsaway.

My aim in putting these thoughts down on
paperis simply to try and stimulate the current
debate aboutthe needforaMoCAinLondon. |
am angry that this country which not only had
a great tradition in engineering and construc- 4
tion as well as cultural innovation has fallen
way behind its continental neighbours. | §
would like to stimulate a debate which might
eventually reach the ears and touchthe minds
of those people we placed in positions of
power, that they might wake from their torpor
and rise to the challenge we have presented
to them and take action to stimulate a cultural
and creative renaissance once again in this
country. Tomy mindthings have now become
so bad and we have fallen so very far behind
that something just has to be done. | for one |
am determined to commit myself to try and
make some change for the better however
hardthattask mightbe. ®

|
|
!

Chris Houlding studied Chemistry at Bristol
University before studying Art. After
completing an MA at Chelsea School of Art
(LI) he became an active committee member
ofthe Printmakers Council.

In 1984 he embarked upon the production of
‘...the largest, most ambitious, most
complex, varied and intricate single Artwork
on paper ever produced in the entire history
of Western Art.” So far one fifth of the work
(which intends to bridge the 20th and 21st
centuries or the divide between the 2nd and |
3rd millennia AD) has been produced with |
morethan 2000images completed.
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Roy Ascott
4 < with the collision of high energy

particles in the field of quantum physics, so
the collision of art and computer-mediated

. systemswithin our culture has created anew

trajectory of high energy, governed by the
same principles of indeterminacy and uncer-

I tainty, and contributing equally to a new

world view, within the same paradigm shift
whose effects we are only beginningto -
recognise and confront. Here is a cultural
formation (ora culture-in-formation) causing
amassive rupture with past practices and
values, creating new sets of attitudes and
behaviours, a new field of creativity, which
together constitute a new consciousness.

The most noticeable feature of this new
field of creativity is the changing identity of
the artist. While the post-structuralists
prepared us for the death of the author, and
the heroes of the avant-guard gave us early
warning of the demise of art, and although we
have come to understand the observeras an
active participant in the creation of artistic
meaning, nothingin Western culture could
have prepared us for the new identity of the
producer of art, an identity which has shifted
fromthat of the gifted, unique and inspired
humanindividual to that of a highly diversi-
fied, complex, non-local, networked, distrib-
uted and extended, bionic system, whose
centre undoubtedly is constituted by a
community of human minds but which
increasingly includes artificial intelligence,
new forms of perception and sensing, and
prostheses of considerable diversity and
complexity. Such communities are comingto
exist within the medium of telematic
networks and such networks are rapidly
forming across the globe in ways which seem
to model the emergent processes of nature.
Thus, the death of the artist is no simple
matter.

Atthe same time, the commanding
metaphor of art has shifted from that of the
window, framing a reality at once given and
complete, to that of the doorway, giving us
access into a world of ourown making,in .
which meaning and reality itself are the
outcomes of our own negotiations and inter-
actions, and thus transient, transformable,
uncertain, indeterminate and open-ended.
The divide between subjective and objective
reality has now been closed since we recog-
nise that we are all, whatever our discipline or
discourse, bound up in its invention: a
process of continual creation and re-
creation, of endless redescription and recon-
struction. Science and art, the new science
and art, share more in common than they do
in difference, indeed the corpus callosum, so
to speak, which has bridged these two
formerly opposed aspects of the human mind
during the latter half of this century, could be
understood as being initially cybernetics,
then computer science and now consists in
the sciences of complexity and of Arificial
Life,

Arthas become dematerialised, as Lucy
Lippard first recognised, indeed immaterial,
as Jean-Francois Lyotard later made clear. It
is not simply that the place of the objectin art
has shifted fromits finite Euclidean dimen-
sions outinto the vastness of electronic
Space, or thatits digital constitution is essen-
tially a form of organisation cycling between
wetware and hardware, but thatart now has
no boundaries whatsoever, eitherinits
discrete local manifestation orin its wider
embrace of the telematic networks which
generate it. The computer, which mediates
this new creativity, never stands alone. If not
explicitly setup in parallel, or functioning as
neural networks, all computers now aspire to
the state of extended connectivity. All
computers exist within a universe of connec-
tion which is dynamic and telematic. Within
this telematic culture, Artis diffuse, imma-
nent, distributed, constantly in flux, trans-
formable and, as an agentand instrument of
consciousness, endlessly transformative.
Thus, the death of artis no simple matter.

Within this media-flow, the higher values
of the old art - content, composition, expres-
sion, purpose, intentionality have become
subordinate to those of context, contingency,
indeterminacy . All is provisional. Thereis no
teleology. We have noticed also thatthere is
no longer any philosophy. In place of great
truths, profoundinsights, representations of
anauthorised reality or intimations of the
divine (a top- down ordering of the world), we
have transient hypotheses, multiple realities,
visualisation of the invisible, virtualisation of
the ineffable (a bottom-up re-making of the
world). The death of God is no simple matter.

Fundamental to this whole cultural transi-
tionis the displacement of the body. In one

sense we were never as aware of the body as
we are now. Itis glorious, we celebrate it, we
nurture it, exercise it, cosset it. Ourtechno-
logical prostheses extend it, amplify it, enrich
it.We know its innermost workings, its cycles
and seasons, its changes, its autonomous
systems and ecological dependencies. The
body has been rediscovered, re-evaluated,
broughtinto its own. We love it with the inten-
sity we show to those we must leave behind,
forever. We are moving out-of-body, proba-
bly into galactic space, certainly into the
world at large in the form of mind-at-large
(Gregory Bateson’s term) and leaving the
body behind. This is currently most dramati-
cally feltin our experience of telepresence, of
our ability to view, hearand generally sense
the world remotely, to communicate with
each other in electronic, immaterial, virtual
spaces, to be distributed across remote and
extended locations, to be both here and
there, in many places at one and the same
time.

The Individual human presence of the
individual human self, a unitary and undivid-
ed personality, has become the multiple,
distributed presences of a set of many
selves, of multi-levelled, complex, diverse
personalities. Ourimpulse is that of connec-
tivity. The undivided unity we seek s in mind-
at-large. The complexity of personality we
generate demands more than one single
body or a solitary, permanent presence could
support. Psychology is unprepared to deal
with the exigencies of telepresenceina
telematic society. In this respect, Hans
Moravec of the Advanced Robatics laborato-
ry has more to offer us than Freud; his vision
of a consummate downloading of personality
from wetware to hardware, offers us more
promise of liberating ourselves from history
and the chains of trauma. We can no longer
acceptdeath and transfer our allegiance
froman art which seeks immortality through
the residue of the artwork to an art which
joins forces with the poets and visionaries of
advanced robotics, nanotechnology and
born-again bionics. The death of the body is
no simple matter.

To ask the question: “where does all this
leave life drawing, painterly and sculptural
representation?” would be frivolous if it were
not the case thatis precisely the question
thatmostart academies still ask. The old
culture to which they still tenaciously adhere
had analmost childish fascination with the
visible world. Everything, it seems, was

-perceived, understood and cherished in

terms of the middle distance - the body,
nature, the city, indeed the whole of life. Itis
only with the advent of computer-mediated
systems of sensing, perceiving and thinking
that we have chosen to look at the world
close up oratgreatdistance. Itis only now
that we seek to make the invisible visible, to
read the infinitesimally nanonic and the
massively galactic. Justas we recognise that
our provenance in artfollows the pathways of
abstraction, the non-objective, at one with
mystics and psychics, so too we have aban-
doned the crude linearity of narrative, pictori-
al representation, composed and considered
content, message-laden expression and
invocation. Telematics and universality go
handin hand.

Whattragedy, then, lies in the determina-
tion of the academies toignore these new
culturalimperatives. And what greater crisis
lays ahead for them when they do attempt to
‘accommodate’ the new technologies.
Whenever the computeris seen simply asa
tool, itcan do no more than extend and rein-
force the attitudes and predilections of the
old culture. To accept the computer as holis-
tic system, as environment requiring new
attitudes and behaviour, new relationships
with the world and with each other, would be
to shake the very foundation of their privi-
leged and protected prejudice. Whenever
the old processes of design are simply trans-
ferred into software, the new and necessary
strategies of growing design solutions froma
rule based system, open to chance and
change, can never be realised. We need new
metaphors as well as new practices.

Where, exceptin rare instances, do we
find learning as the navigation of hyper-medi-
ated oceans of data, as hang-gliding in data-
space, as conversations in virtual reality, as
the mixing and melding of telepresences.
Where do we find the interface rather than
the picture frame or pedestal as the defining
edge of artistic practice and presentation?
Where is the world seen as Tissue waiting to
be woven, ratherthan as Text waiting to be
read and interpreted? And if notin the art
school, so-called home of experiment, inno-
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vation, creativity and freedom, then where
should we expect to find the seed-bed, test-
bed, proving ground, hothouse forthe new
telematic creativity, for the evolution of the
artistas media producer?

We shall find it all emerging from the
telematic infrastructure of global connected-
ness, notin the bricks and mortar of the old,
isolated, insulated, institutions of art and
design. Butthere are political as much as
cultural forces which will attempt o restrain
such emergence and growth. Creativity
within the networks must present to reac-
tionary authority an even more terrifying
prospect for social change than creativity on
the streets. After all, the postpunk, modish
poseurs of your ubiquitous laissez-faire art
school are easily identified, watched and
monitored. But profound, transformative,
creativity within the networks is largely invisi-
ble and uncontrollable to external forces until
its effects are translated into the new social
practices and forms of living which are bound
eventually to emerge. The death of the art
school is no simple matter.

If the artist and the viewer of art, the world
and the observer, the virtual and the real,
subjective and objective, input and output,
wetware and software, yinand yang are
interchangeable where is the focal point of a
creative system? On what do we concen-
trate, where do we put our critical attention,
our cultural emphasis, ourmoney? lthas to
beinthe phase-space between the two
parts, the vibration between the two forces,
the tension between the two poles. This is the
zone of production, this is the domain of the
artistas extended system.

From my first artwork involving trans-
formable structures and viewer participation
in the early Sixties, and my design fora
Cybernetic Art Matrix, to the global telemat-
ics projects for Electra, the Venice Biennale,
and Ars Electronicain the 1980s, and the
creation of Telenoia mostrecently, | have
been committed to exploring a new role for
the artist consistent with the liberating, even
transcendental, technologies of computer-
mediated systems and advanced telecom-
munications. This necessitates the creation
of new theory, new critique. While thereisa
growing community of colleagues and
collaborators in this new field, there is very
little public awareness, institutional support
or curatorial commitment to support new
initiatives. While there are a few centres of
excellence within which creative and peda-
gogical strategies for the telematic culture
are being developed, the great majority of art
schools are dedicated to an artisanal or clas-
sical orthodoxy of modernist practice. While
there are many young people enthusiastical-
ly involved with the technology and eager for
its development, they are fed arcade games,
nintendo, techno-raves and other trivia.

Whatis lacking is a positive political will to
support the transformation of culture at this
time of the Great Transition. More is at stake,
of course, than the cosmetics of the academy
or the museum. We are at stake. Ourvery
sense of self as individuals, ourvery notions
of artand culture are up for grabs. Itis entirely
unlikely that politicians, educationalists or
other policy makers will assistin the evolu-
tion of this new transhuman, telematic
culture. Itwill be for the artist to find the way.
Butthe artist now is a system, greatly extend-
ed, richly differentiated, whose embrace is
global. The rebirth of culture and the transfor-
mation of consciousness at the interface to
the future will be fraught with difficulties but is
inevitable. The death of a culture is no simple
matter.

The sciences of complexity, of molecular -
engineering, of cognition and of artificial life
are revealing to us that matteritselfis no
simple matter. As artists bound up with the
immaterial, forging a new kind of materiality,
our media reflect this complexity. Our use of
cybernetic, telematic, interactive, post-
biological systems are bringing about the
emergence of a new field of creativity, anew
artin which to be a media produceris no
simple matter. ®

Roy Ascott is Head of Field of Interactive
Arts at Newport School of Art & Design,
Gwent College of Higher Education.

First published as: “Keine einfache Materie. der
Kunstler als Medienproduzent in einem Universum
der komplexen Systeme”, INTERFACE. elektronische
Medien und kunstlerische Kreativitat. (Ed. Klaus
Peter Dencker), Verlag Hans-Bredow-Institut,
Hamburg, 1992. © Roy Ascott 1992
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David Goldenberg

David Goldenberg Display Replay Photo: Edward Woodman

JEREMY AKERMAN * JOHN BICHARD ®* MAGGIE ELLENBY ® HARRIET FREDMAN

e DavVID GOLDENBERG ® JONATHAN PURSSELL * RENATO NIEMIS
* BENNETT RIDGEWAY * CLARE TINDALL ® CoLLECTIVE WORKS

An exhibition by 10 artist took place between 1 April - 16 May 1993
ATLANTIS GALLERY, 146 Brick Lane, London E1

David Goldenberg DiseLay REPLAY
Photo: Edward Woodman
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Episode 1

Flexible Response (partone)

Episode 2
‘Reactional counter-movesare nomorethan
programmed effectsinthe opponents strategy;
theyplayintohis (sic) handsandthus have no
effectonthe balance of power.
Thatiswhyitisimportanttoincrease
displacement(ofthe node)inthe games, and
eventodisorientit,insuchawayastomakean
unexpected ‘move’ (anewstatement). J.F.
Lyotard:The PostModern Condition:Areporton
knowledge.

Episode 3

No.2(en) Trappings

‘Itisbarbarismto askwhatcultureisfor; Toallow
ahypothesisthatculture mightbe devoid of
intrinsicinterest, andthatinterestincultureis
notanatural property unequally distributed as if
toseparatethe barbariansfromtheelect-buta
single social artifact, a particularform of
fetishism.’

Episode 4

‘(Dan) Grahamshows thatthe whole process of
exposureturns onitsbeing defeated by whatis
exposed.’

‘Thefailure of Conceptualism shows thatart
whichchallengestheexistingorderinitsown
name asartwillfinditsinherentlimitinabsolute
negativity, anegativity whichisunfreeinrelation
tothe unfreedomwhich provokesit.' P.39 Jeff
Wall‘Dan Graham's Kammerspiel.'

Episode 5

‘Itartcontributesto, amongotherthings, the way
we viewthe world and shape social relations
thenitdoes matterwhoseimage of the worldit
promotesandwhoseinterestsitserves."Hans
Haake.

Episode 6

1a Thepurpose ofthe presentprojectwasto
provide a forum’foranumberofartiststo
debate withinasecular, non-Positivisticprac-
tice, the shifting dynamics ofthe current Cultural
and geo/Politicalscene -andtoincorporate
artists whose practice appeared sympatheticto
the intention ofthe project.

Each ofthe original core members had the
optiontopresenttheirresearchacrossabroad
range ofvehicle:
1.amaterialised work.

2. Apiece examining constructive closure, and,
3. Anexamination of a hypothetical work withina
hypotheticallocation-whose purpose wasto
pursuetoitslogical conclusion Baudrillard's
theoretical (terroristic) idea of the disappear-
anceofart.Sothatthe overallaimsoughtto
dislodge the currentrestricted conceptof prod-
uctbasedartmaking.

The projecttakesits namefrom America’s
Nucleartactical systemsofthe Reaganeravisa
visthe renewal ofthe coldwarduringthe 80's, as
opposedtothe misconceptionthatitsuggested
andencouragedareading of aesthetic plural-
ism.

Thereforethetitle deliberately referedtoa
period of explicitconservative'governmentin
AmericaunderReaganandin Englandunder
the Parliamentary dictatorship of Thatcher, and
toacertainextentadirectoppositiontotherise
of currentrightwingtendencies.Inotherwords,
the period whennearlyallthe participants
receivedtheirformalarttraining.

Theideato highlightthe setofevents
outlinedbelowwas seenasacontinuationofan
investigation (onmy part)into the Cultureindus-
try, the production of Culture, and more specifi-
callyan examination oflocatingthe meansto
examine the function of Western Global culture
-the overallshape of the culture one
contributesto, the effect of thatculture on other
cultures-we cansaythatlooking outis equiva-
lenttolookingin! .

Since the purpose ofthe projectisto
comprehend Cultural production itself, rather
thandiscrete objects, whichmayobscurea
complete view of its operation, entrenching the
existingmechanismforthe production of
culture, thenallmaterial elementsthatconsti-
tuteitbecome legitimate materialto examine
anduseasavehicle to presentthe inquiry. By

cultural production | understandittomeanthat
eachartist (orindividual) actsin the promotion of
western culture-throughits means of presenta-
tion, theoretical packaging, area of display, arti-
facts-points oftransmission, circulation.

Finally the purpose of the projectatthis
stage, withinthis exhibition, soughttoexamine
theissuestheoretically, as static models, within
an obsolete setofconventions.

Ila Thethesisitselfwasseenasapointof
departure tobe openedoutina series of discus-
sionsinto primary culturalissuesthrougha
consideration of twomajorevents:

...whichasked, “howifatall, does, seenin
conjunction withthe Gulf Warand the declara-
tion ofthe New World Order - affect (your)
Cultural practice?”

1Ib Acomparison, areading, was therefore
soughtbetween eachartist's overallidea of their
practiceinrelationshiptoeach ofthese events.
Butultimatelyitrequired thatwe contemplate
ourallegianceto the West's re-affirmation of its
Globalinterests.

Ilc Aninitial problemwe faced from the outset
wastoestablishifand whenthe Cold Warcanbe
saidtohave ended, while acknowledgingthe
relativity andinstrumental nature ofinformation
of conflictsand changesreleasedintothe field of
the media.
Bydoingsoopeningoutintoaninternal
(value-free space) and external reading of
Cultural practice-sinceitrequiredthatone
acknowledgetheeffectonone’s practice by
these external affairsandtherefore howone re-
presentedamodel of these affairs!

1l Giventhatthis composition ofissues
requiredtobe ‘openedout’ andexamined
through anon going series of discussions which
implied acertaindegree of uncertainty, of open
endedness-itis neverthelessimportantto
frame exactly whattheissuesactually posedfor
each participantconfronting the questions.
And|lwould suggestthatthe purpose ofthe
issues challengedthe participantstoreflecton
the purpose oftheiridea of cultural production
within the entireterritorial scope of Western
Global Cultural production, soencouragingthe
artiststorecognise thattheirlocal activities
related to Global concerns.

1V The questionthen of howthe constellation of
issues expectedtobe usedasapointofdepar-
tureforadiscussion, and whatlevels ofinforma-
tion were expected from each participantto
bringtothe debate to provide sufficientinputto
thinkthroughtheintricacies oftheissues, and
thentranslate thatconceptualisationintoafully
developedview of its materialisationintegrated
withinits site of display did notbecome clear
untilthe conclusion of the project.

Also, giventhefactthatthe presentscene
before usinapostcold warclimate, adrift from
the setof referencesthatoriginally defined, in
the process of rejectingmodels of thinking, itin
the continuous withdrawal from the Utopian
culture of Late Modernism, butinside Global
technological Modernism.The presentsceneis
unfamiliarand withoutdepth,therefore required
tobedrawnoutthroughdebate.However, and
thisisimportant, how could wethendetermine
terms of reference tolocate the constituent
features whose formcharacterisethescene?

V Afurtheraspecttonote concerningthe setof
issues, isthattheinsertion of this constellation
of eventsatthis historical juncture, whichought
tomark considerable alteration to ourpractice
withthe collapse ofthe asymmetrical position
between Western modernismand Sovietstyled

Socialrealismcanbeseentobeinsertedinten- *

tionally to violently contrastthese events with
t000heinability ofthe visual andintellectual
language atourdisposaltodeal withand exam-
ine suchevents. ltwas also necessary toexam-
inethe condition ofthe setof Gallery conven-

tionsinusetoarticulate the range ofissueswein
thiscase seekto examine, while pointingtothe
formerHistorical positionthat provided the
space to examine Socio/Political eventsie that
ofaSocial Realistpractice andthe painterof
Modernlife.

Onecanalsorecognisethatanotherpurpose
of raisingsuchissuesisto highlightthe partici-
pant’sowninabilityandresistancetorecognise
the scope suchissuesposed.

Sotoreadtheinitial question accuratelyitis
necessary totakeinto accountthe group of
ideasitisinterlinked with, andthe various usesit
canbe putto.

VI The movementoutofthe Cold War, which
hasbeeninexistence sincethe FirstWorld War,
presentsasimple problem: how canyoudeter-
mine the mannerbywhich existence withinthe
ColdWarvisavistheideologies of Western
Modernism, colourorinfluence acontemporary
culturalpractice?

Since, by determiningthisissue, isitatall
conceivabletoanswerwhatitistoemerge from
the ColdWar, whichreally locates usinthe heart
ofthe complex problem of this project, butalso
anysituation whereitis necessary to attemptto
determine apicture of everyday events? Any
situationwhichyoudonothavefirsthandexpe-
rience of eventsthrows you ontothe expediency
ofthetransiation of receivedinformation.

Inotherwords, the setofevents whichwe are
lookingat,isdetermined by how we asreceivers
ofinformation, andinturntransmitters ofthis
receivedinformation, areinapositiontointer-
pretourrecentunfolding history-sothatweare
inthe presence of how historyismade, our
consciousness of its constructionand therefore
the construction ofconsciousness. Itisalso
determined by how we gather, receive, inter-
pret. foreignanddistantevents, which we do not
havefirsthand accessto, andneitherforthat
matterpastevents orthe memories of past
events.

Boththe Cold Warandthe Gulf Warcanbe
seenasmarkersdefiningthe Global Culture we
contributeto.Wecanusetheseeventsto
contribute toadefinition of:

1. Anexample of Technological Modernism.

2. Anexamination of Global Modernistwestern
culture Modernistinsofarthatitcontinuesto
unfoldtheidea ofthe religion of technological
progression.

3. Anattempttocompare whatwe doinour
activity as producersreinforcingand developing
asetofideologies withthe physical manifesta-
tionimplementing Global Modernism -based on
awarindustry requiringthe cycle of destruction
and reconstruction ofindigenous culturesthisis
thedegree zero/yearzeroscene of Endo-
colonisation and external colonial activities for
example Cambodia, andthe condition of Iraq
bombedbacktothe Middle Ages-a pointof
departure (ourpoint of departure) forexcavation
byDaniel Buren, DanGrahamanda
Conceptualmethodologyingeneral. Each
conflictbetweenthe Westandexternal parties
revealitarticulating definitions of itself.

VIl Yetaproblemwiththeissuesthatthis
Historicalshiftraisesistoforegroundthe
conceptsthat PostModernismasacritique of
Totalising, abstractthinking soughttodisman-
tle, those metaphors of meta-theoretical,
geographicaland Socialterritory.
Thefactthatthe separate mechanics of
addressing spatial/ Geographicalterritoryis
highlightedandthrownintorelief, is sufficientat
thisstage.Since whatwe are seekingtodoisto
arrive atacloserideaofthe components that
allows us tocomprehend whatthese Historical
events have broughtabout.We canidentify the
following:
|.The problem of whoistoreportonthe events;
2.Whichcanbeseentobe equivalentto occupy-
ingamoral highground.
3.Recycling external events throughacontem-
poraryartpractice.
4 Retreatingtoaclassical Modernist position of

recorderof Modern life.

Vil Themechanism ofusingthe device ofa
series of group discussionsto openoutthe
presentsituationinwhich cultural production
takesplace, deliberately hadasitstargetthe
prevailingconservatismandacademy, provid-
ingauseful means of frustratingthe concept of
theindividualartistand capitalistatomisedindi-
vidual.

Thisstructurecanbe observedtobe
repeated withinthe actual configuration thatthe
artistsassumed-althoughthatisnothingnew.
Thisisapatterncarriedoverintothe works
themselves - the various simulated groupings,
bridging of space and elements-create adelib-
erate blur, new models of bodily and geo/politi-
calconfigurations.

Whoproducedthe worksand whatwas
produced carried equal weight.

IXNotonlywasitnecessarytoclearlycompre-
hendtherelationshipthatwe as participants
withinacontemporary Western cultural practice
havetothe Globalaspirations of Westerntech-
nological Modernismitself, butitwas obviously
necessarytolocatethe discoursetoprovidea
reading ofthatcontemporary practice intentions
withinthis Global context.

Inthis respecttheinfluence of the ideology
generatedbythe Coldwarerain England, in
encouraging a de-politicised cultural practice ,a
climate ofdisengagementandamnesiathat
frustrates suchareadingisclear.Sothatthe
historicalendeavourofa Conceptualart
programme to withdraw fromthis debilitated
condition within a recycled Neo-Modernist
Historical context required to be examined.

InsofarthatConceptualart (Kosuth,Asher,
Buren) soughttoraise the question ofthe func-
tionofacontemporary artpractice withinasecu-
larUrbansociety, andthe conditionand capac-
ity of this practice, to notonly reflect, butalso
engage effectively withitprovided an essential
pointofdeparture forthis project. Yetinturnto
evaluatethe effectiveness of Conceptualarts
programme, andto clearlyformulate what
issuesartistsatthis pointin history, giventhe
capacity ofthe conventions we are using, have
todeal with,Jeff Wall’sdocument“Dan
Graham’s Kammerspiel” providedanimportant
andcentralsource andshouldbe seento
provide abackdroptothe projectthroughoutits
life.

Inturn, insofarthatwe decidedtotargetWall
and Graham, we were provided with an opportu-
nityto‘objectivise’ asetup, agroupofartists,
whichsaw asits purpose anexamination of
Socio/Political events!

Kammerspieltakesits pointof departure
from Dan Grahams Alterationtoa Suburban
house, 1978, which offeredboth an evaluation
ofthe purposeandgoals of Conceptualartupto
thatpoint, whose history wasthreatened with
extinction by the then returnto painting; and
layingdownthe foundationforanew
Conceptualart.

Itis possible to detectbehindthe document
the conflicttoauthorise the character, the look,
ofthe workthatisincluded underthe umbrella of
whatis designated Conceptualart.

The secondstrand ofinquiry throughoutthe
documentisintoanexamination of Benjamin
Buchloh (via hisreading of Adorno and Critical
theory) andclearly Dan Graham'’s, formulation
ofthe functionof acontemporary cultural prac-
ticeinaddressingandengagingthe social
forcesitseekstoforeground. Thisis of course
the cruxofthe problem posedby this project.ltis
usefultopresentalengthy quote fromBuchloh
sothatwe have abasistothinkthroughthe
issues.

WritingaboutMichael Asher's Installation at
Munster(1977), Buchlohsays:

“Asfarasthe historically significant preoccu-
pationwitharchitecturaldimensionis
concerned, the presentday artistisinaposition
thatbears nocomparison with the circum-
stancesthathadsurroundedthe Russian




Bennett Ridgeway

Productivists or El Lissitzky who could opti-
mistically discuss his Prounsintermsofa
‘change-overfrom paintingtoarchitecture’.
Thepolitical situation nolongerjustifies
thatsort of utopianimpetus and whatis more,
the aestheticproducer,evenifhe wereatall
willingandabletoanalyse the world that
surrounds him, has noway of becoming effec-
tive outside the narrow domain ofartallotted
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road breaker. blood-spattered mattress, liftshafl loading bay. 1993

tohim. Anythoughtof creatingafunctional
relationshipwithreality isinstantly ruined by
thatreality. Moreover, itseemsthatthe
aestheticproducer, havinginteriorizedthe
morals of culture-industry accordingtowhich
heistogoinsuchcirclesaswillfitinthe narrow
artdomain, has himselfeventuallybecome
incapable of reflectinguponthe dimension of
his practice. Whereasthe artdiscussion from

this (strictly

|
| el

the beginning ofthis century hadincreasingly
revolved around functionalism-culminating
boththeoreticallyandpracticallyinthe twen-
ties-afterthe Second World warthis problem
inarthad become more ofan anathemathan
anything else:faced withthis reality any artis-
ticorevenarchitectural (and thus political)
attemptonthepartofaesthetic practiceto
dealwithreality condemnedtoturnintoeither

[
Clare Tindal
afarceoradecorative transfiguration ofthe
existingsituation.”(P.96)

Toconcludethisbriefaccountofthe
project.GrahamandWall'sideas gaveriseto
anumberofissues which relate directly tothis
projectwhich I will sketch out.

Whatactually constitutes asuccessful
engagementofHistorical events, changes,
conflictsthroughacontemporary Western
culturalpractice? Toanswerthatitisneces-
sarytoaskwhetheranartpractice whichis
itself ‘totalising', adopting Realistor
SymbolistModermnisttraditions, oughtto, or
can,beanarenainwhichaninvestigation
intotheseissuescantakeplace.

Equally ifwe follow Conceptual arts proce-
dureby bursting opentheimploded Utopian
space ofthe gallery outintothe public Urban
spaceandbeyond, of settingup and examin-
ing ‘Situations’, the juxtaposition of the sign of
artwith particularurban settings, dowe not
runthe risk of mimicking Global
Technological Modernismitself- (ie
Technologicalthinking), of mappingand
claimingterritory?

Having exited fromthe programme of
Modernism canwe be sure ofthe purpose
andendtowhichwe highlightissues,
changesandconflicts? Itisforthisreason
necessarytobeclearwhere ones practice
andsetofideasaresituated, namingones
position, the cultural programme and context
oneisparticipatinginand thereby promoting-
(whichisthe purposetolocate Wall's,
Graham’'sand Smithson's historical context):
Whatsetofideasare wethereforeusingto
examinethesetofideasthrownupbythese
events The Endofthe ColdWarandthe
beginningofthe NewWorld Order?

Finally, within this web ofthoughts, we
needtokeepinmindtheimplication of record-
ing, transporting back, re-contextualisingthe
eventsoutside theirframe of occurrence, and
replayedforowninternal consumption. @

David Goldenberg is currently organising
the second part of the Flexible Response
project. Episode two will take place at
Stanstead Airport later this year.
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“If we employ language as a means of communication, a linear medium
arranged as a time-series, we automatically favour linear organising
principles, eg causality or historical process. Visual languages allow us on the
other hand to see those very important connections which manifest themselves
as loop processes, communications networks, and so forth. Perhaps our
inability to think in terms of networks is due in no small measure to the
descriptive system of verbal language.” Herbert Franke, Frontiers of Chaos.

*As Post-Modernism, Post-Structuralism, multi-cultural
questionings of the canon, feminism, post-linear historiography
and now even post-Euclidean geometry, wreak havoc with
received habits of thought and practice across a variety of fields, a
picture of cultural rupture presents itself, patterned and
pockmarked by the ‘border skirmishes’ of a boundary that refuses
to resolve.” Laura Trippi, New Art International, Art&Design.

“All
measurement
methods
ultimately lead to
the conclusion
that the typical
coastlines length
is very large and
s0 ill determined
that it is best
considered
infinite ...The
same is true of

AQuRJ[F] d183eIA

HAAEBO, Nalieva,
to the left, left turn

boundaries (milit.), on the side-

between illegal (colloguial)

countries.”

Benoit

Mandelbrot, The

Fractal Geometry “Iin’y a pas de

of Nature. hors-texte.”
Derrida, Of

Grammatology.

“If we consider the aerial map as ‘a thing in itself’, we will
notice the effects of scattered light and weak tone-
production. High altitude photography shows how little
there is to see, and seems to prove what Lewis Carroll once
said, ‘They say that we Photographers are a blind race at
best...".” Robert Smithson. Proposal for Dallas Fort Worth
Airport.

“Integration is, a meaningless

notion when applied to a population living
within a particular geographical area, except in
s0 far as interests can be identified that are
shared by all.” John Burton. Terrorism,
Deviance and War.

Vulcanize, v.t. Treat (rubber)
with sulphur at high
ICIT‘I[JCTEI(UTCS 10 increase
elasticity & strength.

“Maintenant vous
entrez le Zone du
Nord” Alphaville,
Jean Juc Godard.
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ART IN RUINS have decided
to cease working with Gimpel Fils London
after two years and two exhibitions at the
gallery. A solo exhibition entitled ‘New
Work/Propaganda as Readymade’ focusing
on the issue of Apartheid was made in
collaboration with the African National
Congress. A second, group exhibition
entitled ‘Mind the Gap’ which discussed
‘second order’ painting, included their work.
Formed in 1984 by one architect and one
artist, Art in Ruins were quickly designated
as “charlatans” by those who wanted to
create the impression that their activities
were ‘illegitimate’ and put them ‘beyond the
pale’. It is the contradiction between the
Internationalism and the invisibility, between
the achievement and the status, between
the discourse and the silence, that seems to
have become an indispensible element in
the continuing resistance of Art in Ruins to
either marginalisation or commodification.
Disagreement concerning how best to
exploit the unique position that Art in Ruins
have established for themselves during the
past decade has been a major factor
contributing to this decision to leave the

gallery.

Christina Berry The Kiss 1992. Metalic purple leather, black leather, red leather/suede and metal details, studs. 5'6"x4'x6'".

Uma 1583,

Given that Art in Ruins aggressive
tactics combine ‘negative strategies’ with
HUMOUR and IRONY as a form of
politicised activism it is perhaps no surprise
that their interventions into the ‘culture
industries’ provoke strong reactions on the
one hand and institutional silence on the
other.

Controversy followed Art in Ruins to
Berlin where they have just completed a
D.A.A.D residency for twelve months. A
period which has seen the apparent
optimism of German re-unification turn to a
cultural and economic pessimism which
finds its outlet in ever increasing suspicion
of, and out-right attacks on, “foreigners”.

The ‘work’ of Art in Ruins itself came
under abusive attack, which, along with the
accusations and retaliations that followed,
shattered a bourgeois complacency
towards art’s autonomy in perhaps a
similar, if less deadly way, that Rostock
some weeks later shattered the illusion of
democracy. Concerning racism the silence
of the cultural institutions was as deafening
as that of the political institutions.

In Britain, where Art in Ruins have been
contradictorily critically described as both

Operation
Spanner

&S ixteen gay menwho practisedconsent-
ingsadomasochisticsexwere convicted of
assaultand unlawfulwoundingin December
1990.Theywerechargedunderthe 1861
OffencesAgainstthe Person Actwithcausing
actual bodily harm and unlawful wounding.
Some ofthemwere sentto prison. Their
defence—thatthey hadconsentedtoviolence
inflicted during sadomasochisticsex—was
overturned.

Five ofthe menimprisonedunderthe
Operation Spannerverdictappealedtothe
House of Lords. InMarchthisyear, the law
lords reduced some ofthe sentences but
upheldthe original ruling thatconsenting
sadomasochisticsexisacrime.

Lord Templemansaidthat ‘Societyis enti-
tledandboundto protectitselfagainstacultof
violence. Pleasure derived fromtheinfliction
of painisanevilthing! Fellowjudge, Lord
Jauncey, claimedthat: ‘Arelaxation ofthe

“unreconstructable anarchists” and as
“politically correct”, the institutional
response to the practice of the last decade
has for the most part also consisted of
silence. Although very few British artists are
ever selected for the D.A.A.D. stipendium
Art in Ruins have shared this honour with
the recently selected artists Damien
Hirst/Richard Wentworth and Rachel
Whiteread/Richard Wilson - all of whom are
featured in the Saatchi collection. So far no
museum in Britain has yet shown the work
of Art in Ruins and their work almost never
appears in publicly funded group or survey
exhibitions.

Although Art in Ruins have exhibited
alongside International artists Group
Material, General Idea, Information Fiction
Publicity, Dennis Adams, Fareed Armaly,
John Armleder, Rasheed Araeen, Michael
Asher, Ashley Bickerton, Mike Bidlo,
Philippe Cazal, Jenny Holzer, Jeff Koons,
Ange Leccia, Ken Lum, Richard Prince and
Haim Steinbach, to name but a few, their
work does not feature in a single public
collection, of which there are many, in
Britain.

Art in Ruins have always refused the

The Authority
Question

youthinkbelongi
syoucan'tplay

abloodyliberty

donthefire,beensohighlcouldn'tgethigher

IME

THATAN NSENTING ADULTS
SHOULDEVERWISHTOENGAGEIN
/HOTHEHELLAREYOUM'LUD'S"
ISDICTION

i trust

AndFIREIT THROUGH YOURHEAD ?
FISCH 193

prohibitions can only encourage the prac-
tice... whichcanscarcelyberegardedasa
manly diversion! Despite the Operation
Spannerverdict, some forms ofconsenting
actualbodily harm remainlawful. These
include surgery, ear-piercing, ritual circumci-
sion, boxingand rugby. @

= - — !

separation between personal
behaviour/private politics and professional
practice and it is this, perhaps, which gave
the cutting-edge to Art in Ruins’ critique
during the over-commodified art boom of
the '80's when the long-term career of the
artist was reduced for the most part to a
market fiction and fashion footnote. It is this
refusal, finally, which enables the practice
of Art in Ruins to seem more and more like
a potent and productive role model for
younger artists working today.

As Art in Ruins said in 1987: “In our ‘fully
administered society’ where the upward
mobility of a managerial class creates the
illusion of a designer world free of
repression and exploitation, ‘resistant
bodies’ can only become unmanageable
and anti-aesthetic”... ...a career in ruins? &

For further informationTel: 071 278 9832.

ART IN RUINS
Hannah Vowles / Glyn Banks
Formed in 1984

RECENT SELECTED EXHIBITIONS
1987
@ NEW REALISM: FROM THE MUSEUM OF RUINED INTENTIONS
~Glmpel Fils London (catalogue)
® GROUP SHOW —Jeftrey Neale Gallery New York
@ DIE GROSSE OPER -Bonn K in - Fi K
{catalogue)

1988

® OVERSITE ~Talbot Rice Art Centre Edinburgh

® COLOUR FIELD; NEW REALISM -Actualites London

@ DES EMBLEMS COMME ATTITUDES -Ecole des Beaux Arts Tourcoing
France (catalogue)

1989

® VAMPIRE VALUE -The Showroom London (catalogua)
@ DOMESTIC ARRANGEMENT —-Marlene Elelnl Gallery London
® D & S AUSTELLUNG -+ gk c

1990

@ RESISTANCES -Musee Sainte-Crolx Poitiers France (catalogue)
® FOREIGN BODES —Kunstierhaus Bethanlen Berlin

@ BEELDEN BUITEN -Tielt Belgium (catalogue)

@ COUNTERFPOINT —Gimpel Fils London (catalogue)

1991

@ NEW WORK -Gimpel Fils London (catalogue)

@ SIGN OF THE TIMES ~Camerawork London

® WHATEVER HAPPENED TO BABY JANE?- Urbl et Orbi Paris

® REGENT HISTORY —Herbert Read Gallery Canterbury

® PROPAGANDA AS READYMADE —Kunstierhaus Bethanlen Barlin
~Wiensowski & Harbord Berfin

1991/92
® D.AA.D. SCHOLARSHIP Berlin Germany

Critical writing by Art in Ruins has appeared in Studio International,
Art Monthly, Building Design. Parformance Magazine, Alba, Arn
Press. Real Lile, Kunstforum, Third Text, Marxism Today and thair
work is f d in ‘Panic Ency dia: The D Guide to the

Post-modern Scene' and ‘The Hysterical Male' edited by Marie-
Louise and Arthur Kroker, published by Macmillan, London

Lola Flash

Consent is no defence

crimes’:

the night)

includingkissingandcaressing)

“W he 1991 Criminal Justice Act (Section 30) defines the following as ‘serious sex

1 Soliciting (cruising-ormeetinginapublicplace)
2 Procuring (chargescanbebroughtfor ‘facilitation’-orletting two male friends stay

3 Gross indecency (acatch-all phrase that covers any public homosexual act




MALANIA BASARAB GALLERY

Bill Burns

Denise Hawrysio

1l
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Patrick McBride

Analgesia
I—=ill N/l ine hasbeencalledastateoftheart
post-industrial unit. Butseeingis believingand
those who stop by are goinghome withfaithinalot
more thanthe curative potential of pills. Once dead
andacridtailing ponds nowteemwithfishand
molluscs; formerslag heaps have beenreclaimed
asborealadventure forests where large mammals
suchasantelope and white-tailed deercanbe spot-
ted. Workers spend muchoftheirfreetimeinvolved
inenvironmentally friendly activities, beitcompost-
ingwaste atthe vegetariandiner, listeningto digi-
tally recorded sounds of nature inthe Bufferin Audio
Library orsimply swimming with the sturgeonand
turtlesatthe Advil Aqua Park.

Staff, visitors, guests, and children atthe 24-
hourday-carecentre are treated tonutritious
snacks prepared from local minerals andindige-

BN/ alania Basarab Gallery
beganinNovember1990,aninstal-
lationthatwas site andsituation
specificwith the essential aim of
tryingtoprovide afreerspaceaway
fromauthority’s rigid structure of
powerrelationsthatinterpretwhat
isandisnotpossibleinart’sproduc-
tion.

The projectwas conceivedasan
attemptto usethe gallery structure
forone’'sownendsinacollective
project; to make acomplete state-
ment;toincrease awarenessofthe
verification and contextualisation
oftheartobject; tore-introduce the
socialaspectofartisticpracticeand

private space

utopianvalues.

Denise Hawrysio

nous herbsand greens some of which
were, untilrecently, endangered
species.

Happily, now that Pill Mine has
establishedthe Tylenol Biodome, local
plantand animalpopulationsare not
onlysecure, butnumerous genetically
engineeredspecies have beenintro-
duced locally with greatsuccess! It's
little wonderpeople are startingtosay
thatPillMineand Painkiller Factory
have putthe“e”backinto pharm-e-

cology.

B> ainkiller B actoryisacomposite
facility where pill ore is processedand
eventually tested onvolunteers. Dirty
pillsarriveintrucks poweredon
methane gasgeneratedbyanin-house
nightsoil extraction system. Impurities
are removed fromthe ore with high-
pressure bio-degradable solventsinthe
“wetroom”. Thispill cleaning processis
knownassluicing.

Cleanpills are formedintoingots,
thencarbon-datedandclassified by
weight, colour, texture, and brand
name, The pillingots are now consid-
eredproduct. Animaltestingis outofthe
question; samples of productare scien-
tifically tested for acidity, taste, efficacy,
andpossible non-analgesic properties
beforebeingallowedintothe Inert
Halcyon Sector (IHS). The IHSisoften
calledthefirstline of defence againstchronic pain.

Many volunteers, whoare considered guests,
cometothe |HS seekingrelieffrom somatic
maladies suchas migraineandbackpain. Alltreat-
mentsare free, confidential, and medically super-
vised. While registeredatthe luxurious Welcome
House guestssharethe Committee foraPain-Free
Body'srecreationand painmanagementcomplex
with workers. Notsurprisingly, reservationsarea
mustforworkers, guests, andtheirfamilies wishing
tosojournatthe IHS.

Althoughthetwofacilities haveahealthand
safety record secondtonone, workatboththe mine
andthe factorycan bedifficultand sometimes
dangerous. Some of the occupational hazards of
both Pill Mine and Painkiller Factoryinclude “pink
lung”, caused by Valiumdustand “whitefinger”,

caused by the constantrattling of powermachinery.

addressissuesof publicand

Eachshowhasbeenastepina
continuous dévelopmenttowards
anotherreference pointinvisual
thinking, anon-going attemptto
extendwhatispossible, toquestion
the role of authorship and offer
different, complexand contradic-
tory points ofinvestigation. The
resultisworkthatcomesfromthese
possibilities, from total risk, from
thisfreedomanditsdiscipline; work
thathits deep withinourpsyche and
floats like some nomadic hybrid of

Malania Basarab Gallery
remindsusthattheinfinite, inter-
nalisedapocalypse of wasteis part
ofthe system of cultural production
thatrequiresturning peopleinto
objectsandforgettingthe victims,
thatseekstoovercometheimma-
nentbarriersbutovercomesthem
onlyby meanswhichagainplace
thesebarriersinits way onanother,
more formidable scale.

Denise Hawrysio. Marxzo oy Use mixed medium, morgue trays, steel, pipes, Intravenous bags, silver pigments. 1893,

Patrick Mcbride. ONE OF THREE SEPARATE ITEMS ON A RADIO NEWSFLASH. Latex, windowlene, human hair, pencil. 1993,

Regrettably, many miners and factory workers
neverfullyrecoverfromtheirailmentsbutwith
proper painmanagementtheycancontinuetobe
productive contributors.

Besidesswimmingandwave poolsanda
gymnasium, the recreationand pain management
complexprovides conventional physiotherapy,
shiatsu, reflexology, yoga, hotand cold waterthera-
pies, andthelatestinvirtual reality therapy and
training atthe Simulotorium, Widely viewed as the
nextgenerationinhigh-perfermance virtual
systemsthe Simulatorium allowstraineesand
injured workerstosimulate allaspects of theirjob
with absolutely noriskofinjury orhazard. What's
more, disabled workers have beeninstrumentalin
changingwork habits and working conditions to
provide forasaferandhealthierworkplace.

Whenitcomestohumanresourcesthereareno
simple answersbutthereare smart choices. Job
safety particulars are voted on fortnightly. Although
workerunanimity isrequiredon the perceived
safetyofallworkorders theyare seldomrejected
thanksto proactive industrial communications;
thosethatarerejectedare submittedtothe
Committee fora Pain-Free Body forrevisionsand
recommendations. Many work-places experiment
with democracy; at Pill Mine and Painkiller Factory it
isaway of life.

Inspite ofthe recessionwork hasbeen steady at
Pill Mine and Painkiller Factory. Asamatteroffact
thereis everyreasontobelieve thatthe twofacilities
willbe expandinginthe very nearfuture. Industry
experts are optimisticthatthe payroll reduction
programmeand acontinued commitmentto
researchand developmentwillenable the company
tomaintainits position ontop of the global high-tech
heap.

Incelebration, the giganticMonumentto
Analgesia, thelargestpain relievereverbuiltonthe
planet,isnowenteringits final phase of construc-
tion. Itsfeatherweight Teflonpanels willforma
space-age skinoverthe superstructure. Withthe
exception ofthe platinum encrusted communica-
tionstower, the entire structure will be made of recy-
cledmaterial. Itisnosecretthatparts ofthe original
Sky-Labmissioncraftare beingre-usedonthis
project.

AtPillMine and Painkiller Factory, wherethe
environmentisconcemed, actionisin, reactionis
out. Plenty ofroomhasbeenmade forthe three Rs:
re-cycle, re-use, andre-duce. Let's make roomas
wellforre-think. @

Bill Burns

Joan Key

AF ho killed Olof Palme?' There was a
time in the late sixties and early seventies
when the answer might have been
assumed to be the CIA, as part of their task
of policing the acceptable balance of
capitalism and socialism around the world.
Any other explanation that was offered by
western news media would have been
recognised as merely the clumsy, but
elaborate shadow boxing of that profoundly
‘penetrating’ agency.

Itwould have beenfurtherevidenceforthe
conspiracy theorythatthe successorto
powerinthatapparently serene Swedish
state, whichstoodforall kinds of progress:
moderndesign, liberal social attitudes and
generally goodgovernment, shouldhave
beenamore anodyne politician of whomwe
now hearverylittle, though the Swedish mira-
cleseemstobe over. Theburden of social
expenditure provedtoo greatforthe econ-
omy' was the predictable verdict.

Howdidthischangetake place ? Was
Sweden gradually ‘infiltrated’ and ‘desta-
bilised’' asadangerousrole model ? This
mighthavebeenaseriousquestionatone
time, butthe ‘political unconscious’has, inthe
late eightieschangedtosuchanextentthat
we prefertobelievethatthis wasarash politi-
calassassinationcarried outby some
Swedish orKurdishterroristwho, throughan
attenuatedchainof circumstances, bore
Palmesome grudge.

Perhapsavoiceinthe wilderness, some-
where, someone, suchas Chomsky, knows
theanswer. Evenwere they abletopublish
the‘facts’, howcantheybe construed: as
more dirty washingwith whichtoadmonisha
secureoligarchy ? No optimismabouta
constructive political alternative, whichmight
readily have been suppliedinthe sixties? Not
eventhearchjaundice of Hippie or Anarchist
politicaldiatribe, thatin the sixties could
causeirretrievable political damage byimag-
iningthe worstcase scenarioandthenmakeit
stick. "

It'sasifthe bestscenariowe canhopeforis
thatthose exposedandaccused mightmake
moral effortsto reformthemselvesbecause
theywereashamed. Otherwise we comfort
ourselves withthe activities of minority pres-
sure groups: amovementbegunin the sixties
whenthey couldstillhopetocreate dispropor-
tionatelylarge shifts in public opinion.
However, the activities of minority pressure
groupsarenowlessabletoinflectthatminor-
ity pressure group thatholds power: they are
its side show distracting usfrom, humour-
ising, humanising, whatwouldotherwisebe a
very boringpolitical diet. Canpolitical bore-
domradicalise, ordoesitputyoutosleep?

Theanswerwould nowseemtobe putyou
tosleep, thoughthismayhave beenanissue
inthe sixties when ourmodern Multi-National
Corporations wereintheirinfancy andjust
realisingthattheirnetworks offinance and
information couldtranscendthe power of
national governments—mostofthem.

The paranoiaofcomics andvideosand
filmslike ‘The Prisoner’, Batman, James
Bond, confrontedthefaceless powerstruc-
turesthatwereintimatedintheinsignia of
everyday objects: ‘Campbells Soup',
‘Benday Dots’. Thiswasthe dangerous
culturalparanoiathatdiscredited stereotypes
of representation and gave us ‘hard-edge’,
‘minimalism’, ‘pop-art’, ‘op-art’, movements
which started outwith radicalintentions,
ideally toinform and affectthe spectator
through some directcontactthatcouldshort-
circuitthe systemofsignsthatseemsto

|

This article
was written as
a response to
critical
reviews of the
Barbican 60s
exhibition
which took up
the themes of
contemporary
style and
morality
underlying
work of the
period but said
little about the
concern of the
political staus
quo and an
optimism
about the
possibility of
artistic
intervention

for change.

orchestrate ourdaily lives. We now know how
readily these efforts were subsumedinto
advertisingandcorporateimage, aphenom-
enonthatwiththe benefitofhindsightseems
todiscreditthe original intentions of much of
thisworkandrenderitnaive. Moneywas, as
Barbara Rose observed, the ‘hidden’ingredi-
entbehindthe mostspectacular
‘Minimalism', therecentSerraatthe Tateisa
caseinpoint. Now, ourbestrespectablehope
ofsubversionliesin ‘de-coding’the strange-
nessofthe appearancesthatcouldbetaken
fornormal. Neverthelessthe bestwork ofthe
sixties andthe critical writingthatwentwithit,
dynamically realignedtheartists’ notion of
theirrelationtothe spectator, broughtinto
questiontheideological position of the artist
asauthor, re-assessedthe nature ofthe ‘Art-
Object’, andjunkedthe hieratic edifice of ‘Art-
History'. Thereisabraverytothis projectthat
seems appealingand attractive compared
with the soberresponsibility and cultural
dependency ofde-construction. Despite the
possibilities opened up forjoke-making.)
Maybe thisis why work fromthe Sixtiesis so
muchonshowrecently.

Enﬁlessly qguotedandresearched, it
seemstobecomingupforreviewinaspate of
recentexhibitions. ‘Out of Sight, OutofMind'
attheLisson Gallery, ‘Gravityand Grace'at
the Hayward, Lichtensteinatthe Tate ofthe
North, Solle Wittat Oxford MoMA, Rymanat
the Tate and VictoriaMiro, and nowthe sixties
showatthe Barbican, are onlysome ofthe
latestexamples?. If allthe exhibitions fromthe
lasttwoyears were takenintoaccountitwould
seemthatanenormouseffortofre-assess-
menthasbeengoingon. Thiscouldbe seen
asavalueaddingprojectforthose withlarge
investmentinthiswork, orasaway of supply-
ing some historical credibility tosome more
recentworkthatmaybe more difficultto price
asalongterminvestment, Saatchihassome
recentacquisitions thatmightfitthis scenario
currently onshow. More optimistically: itmay
betimeforachange.

Isitacoincidencethatothereventsare
coming up forre-assessment: that Spike Lee
canmake afilmaboutMalcolm X, andthat
Oliver Stone can make ‘JFK’? Speculation
aboutpolitical murderswas a particular
theme ofthis period, anemblemfor moral
doubts aboutthe ‘status quo’. Martin Luther
Kingand Marilyn Monroe are also continually
andpublicly underscrutiny as unfinished
business. Allende and Che Guevara, notto
mention Robert Kennedy, were othernotable
examples. Collectively these people stood for
hopesforpolitical change, Civil Rights, social
justice. Maybe somethingisstirringin RipVan
Winkle's Cave. By the way, whodid shoot Olof
Palme ? Perhaps someonetoldmeand|
forgot. @

Fooitnotes

1: Olof Palme waskilledin 1986. Nobodywasever
convicted of hismurder. ‘Cruel Awakening, Swedenand
thekillingof Olof Palme' Chris Mosey, London, 1991 .
2:RichardHamilton atthe Tate, Brice Marden prints, atthe
Tateandthe Curwen Gallery, PistolettoatInterimandthe
Camden Arts Centre, Binky PalermoatAnthony Reynolds,
Serraatthe Tateandthe Serpentine, Pop-Artatthe Royal
Academy, Broodthaersatthel.C.A. RobertIndianaat
Salama-Caroandthe Curwen, Louise Bourgeoisat
Karsten Schubertand Riverside, EvaHesseandAgnes
Martin atthe Pompidou Centre.

Joan Key is an artist. She is. currently a
lecturer in the Fine Art Department at
Goldsmiths College, Universtiy of London.

Recent and ongoing Exhibitions in Britain 1993

ICA International Group
Whitechapel: Diebenkorn
MoMA (Oxford): John Latham

D'Offay: Mario Merz, John Cage, Andy Warhol, Richard Hamilton, Ellsworth Kelly, Hans Richter

Hayward Gallery and D'Offay: Jasper Johns

Hayward Gallery: Giovanni Anselmo, Joseph Beuys, Marcel Broodthaers, Luciano Fabro, Barry
Flanagan, Eva Hesse, Jannis Kounellis, Richard Long, Mario Merz, Robert Morris, Bruce Nauman,
Panamarenko, Guilio Paolini, Guiseppe Penone, Michaelangelo Pistoletto, Reiner Ruthenbeck,
Richard Serra, Robert Smithson, Keith Sonnier, Gilberto Zorio
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A RICH DIET ON OFFER AT THE ELIA CONFERENCE, STRASBOURG.

WA ith the advent of the single European
market on 1 January 1993, it is appropriate to
report on the conference of an organisation
dedicated to facilitating cross-European
(here understood as the larger Europe)
exchanges of all kinds: information, students,
staff, parts of courses and philosophical
views. Approximately 450 delegates from

> Higher Education Institutions in 31 countries

Penn

Janus Avivson

attended the European League of the
Institutes of the Arts (ELIA) third conference,
which covered subject areas in the visual and
performing arts, in Strasbourg. This in itself is
indicative of the increasing opportunities
which Europe is seen to offer to students and
staff. Gatherings such as this are crucial to
discuss common concemns, to learn about the
HE systems in other countries, to discover
the mysteries of applying for ERASMUS and
TEMPUS grants, quite apart from the infor-
mal contacts which can facilitate so much.
The sessions were primarily subject-based
and in this differed from the simultaneous
conference taking place in Berlin under the
aegis of the European Association for
International Education, also based in
Amsterdam where the issues concem the
practical and organisational aspects of stu-
dent exchanges not only within Europe but
world wide.

Strasbourg was an inspired setting for the
ELIA conference. Since ELIA’s inception, the
map of Europe has altered dramatically. With
its particular political history of belonging to
both France and Germany at different points
in the last 120 years and as the seat of the
Council of Europe, Strasbourg has an unri-
valled claim to “connecting with others: being
different, creating and dreaming together”,
the theme of the conference. The Council of
Europe has itself recently been enlarged to
include countries from central Europe who
were almost all represented at the confer-
ence. It was appropriate therefore that the
opening session of the conference was held
in the Council Chamber itself, where a series
of distinguished speakers included a repre-
sentative from the French Ministry of
Education and Culture (at least someone still
believes the two belong together), the
Director of Education, Culture and Sport
(someone else does too) at the Council of
Europe, the Mayor of Strasbourg, the Dutch
Minister of Culture and the first President of
ELIA, Patrick Talbot.

After the plenary session, delegates were
offered a variety of menus. The business

W amasculptorand awriterwhohappenstohave
anart gallery. Together with my partner, Masami
Shibaike, I organiseexhibitions which wecall the
BRICK LANEOPEN. Iwritethis notetoinform
artistsinterested in the machinery behind thisnew
andinteresting phenomenon whichappeared
during1992 and which I see as a grassrootmove-
menttoreplaceinstitutions whichnolongerserve
theiroriginal purpose.

Amodestmid-Augustappealin Time Out
Magazineandlettersenttosome 30studios met
withasurprisingly massiveresponse. Ireceived
wellover 300submissions followed by another
100. Everyday I received requests forsubmission
forms. Itisobvioustomethattheideaisasuccess.

The nobleintentionof aBrick Lane Openisto
replace The Whitechapel Opencompletely. I
think thatthiskind of large and basically non-com-
mercial exhibition should be run by artists them-
selves. They arethe ones who are mostmotivated
in preserving the continuity, quality and character
and presentationof theirworks to the public. Such
aventureshould serveartists first.

The lastfew Whitechapel Opens broughta
greatdeal of disappointmenttomany East End
artists. Theaim of this series of new exhibitionsis
tochange thesituation for good, Toachieve our
objective the shows havetobeinteresting. regular,
wellattended, popular, well organised and proper-
ly publicised. If continuing, they haveachanceto
become aninstitution forartists and by artists.

Itwould appearthatthisis notanimpossibility.
Theinaugural Decembershow was madeby only
three organisers and 28 artistsandeverything went
perfectly. The venue chosen by us—Spitalfields
Heritage Centre—happenedtobeexcellentand
afteraclean-upand minoradjustmentsitfunc-
tioned very well. We are now looking forother
larger venues and areopen tosuggestions.
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lunches served up a number of solid, basic
dishes, issues which need addressing: .
organised international relations and Schools
of Art, different HE systems in Europe, equiv-
alence of degrees and diplomas, ERASMUS
and TEMPUS, international degree pro-
grammes. Other menus offered a more spe-
cific cuisine: the place of foreign languages
within Institutes of the arts, Europe-wide festi-
vals and exhibitions for art students, uses of
multi-media in art education and research in
ELIA institutions.

There were also delicacies tempting dele-
gates away from all these menus: a feast of
exhibtions, concerts, performances —both
live and on video, were on offer in the Palais
des Congrés and other venues in the city.
These were in addition to the resident attrac-
tions of Strasbourg itself, which survive the
series of grand travaux being undertaken in
two of the principal squares: the assymetrical
cathedral with its wonderful stained glass, the
museums, the imposing Place de la
République, and nineteenth century buildings
along the waterfronts.

The conference was generously sub-
sidised by national and regional bodies, a fac-
tor which militates against it taking place in
Britain in the foreseeable future, but ELIA
itself is not a rich organisation and depends
on subscriptions from its members. One of
the most encouraging incidents took place at
the mammoth General Assembly meeting on
the final afternoon when a group of fifteen or
so institutions not only agreed to increase
their subsidy to keep ELIA active but also
agreed to forego any special representation
on the central committee. Many people
believe that ELIA has a vital role to play in the
new Europe. Tangible proof of this is particu-
larly evident in the ELIA Database which is
currently being constructed. This will give
details about courses, subjects, buildings,
facilities and staff for institutions of the arts
across Europe, from Ireland to Russia,
Scandinavia to Greece. This alone will be
worth the subscription. Hopefully, the size of
the British representation was indicative of
the awareness in this country that we must
play a full and active part in Europe. Students
must emerge from HE with a real sense of
being European and ELIA will help to achieve
thatgoal. @

Penny Dunford is Head of History of Art
and Design, University of Sunderland.

The main problem was the method of selection
ofartworksalbeit with theinitial and brief help of
Sarah Kent (fromTime Out Magazine), who or-
ganised aselection panel. Soonitbecame obvious
that we were fallinginto the trap typical forall
other *Open’ exhibitions—favouritism, clique-
ness, patronising and snobbish. Iassumed thatif
there was aneed fora venture of thiskind there will
beasufficientnumberofparticipants whoare seri-
ous and responsible to appreciate the opportunity
thatarose and who will be motivatedtocontinue
ontheirown...

Wedecidedtoforgetaboutthe originally pro-
posedselection panel and asked the artists them-
selvestoselectthe works. Several acknowledged
andsome reputable artists from East End were
very helpful.

We continued with further shows during first
two weeks of February, April, May and June. We
hoped thatby theend of this period a group of artist
wouldemerge who were willingand ableto sus-
tainthe momentumthatwas initiated.

Brick Lane Open exhibitions are financed by
the artists themselves through the £20 hanging
fees. Expensesare kept to bare minimum. Therent
monies gotothe charity, participantsinvigilate the
exhibitiononarotabasis. '

Unfortunately itis difficult, atthe moment. to
exhibitmore than 40 artworksatthe same time. If
tenexhibitions a year are mounted almost400
artistscanshow theirachievements. Thisisalot
byany standards, and wedemonstrated thatitis
quite possible. At present we limitthe numberof
participantsto artists from the East End because
weare already over-subscribed. HoweverIwould
bedelighted toseesimilarinitiatives emergingin
otherpartsof Londonand beyond. @

JanusAvivson

6 4 R o o M 4% || the models shown are manufactured in a variety of styles and sizes,

embodying a different concept of installation. The rudimentary forms; square,
rectangle, triangle, oval, and circle: the basis on which the models have developed their increasingly complex and
style-oriented forms. Later models use a range of architectural styles that extend from the aesthetic of the '60s, '70s,
and through to the post-modemist era. Other versions borrow their aesthetic from the Third Reich. Each model has
a standard base dimension of 70x70 cm. Each of the primary forms conform to this modular size, and there are six
window or door variations based on the square. @ In this display, models that have a bi-lateral symmetry are not
shown in every possible permutation of windows as this would be irrelevant to the idea behind the installation. The
combination of model and installation is thought of as a kind of ‘application form’ for sales purposes. Because it
comprises the art work itself, the models will not be rescaled. The end product consists of the actual models in situ.
@ The 64 models are presented as an accumulation of ideas in one space (the exhibition) which together comprise
a ‘superset' installation. What the models have in common is that they were all built exclusively for artistic reasons.
However, the installations by themselves relate both to the actual space of the models and to their idealised space.
The artistic idea corresponds directly with the surrounding architecture and vice versa. @ My concept is a
storehouse of possible rooms that are architecturally simple or unusual,. Only ideas that have a strong spatial
interest will be built e.g. a complete sealed space or spaces situated on several floors. Ideas such as these have no
borders; only the number of models offers any real limitation. Every installation will be accompanied by a project
description to enable the recipient to comprehend the work on both a visual and verbal level. This is similar to
‘virtual realities' in computers, where complete production systems are simulated without the final product
materialising; this artistic work can be experienced within the domain of the model. This can be difficult especially as
the number of models in one place makes particular demands on the observer. [f all the models are scrutinised in
one visit the imagination can be overtaxed; overload enables the visitor to perceive the form of the work rather than
its content. Gallery (or display space) is transformed
into @ museum. @ The arrangement of works in the

space is documented by a separate model. This model
exists in “real space”, providing both a representation of
itself and catalogue of all assembled models on display.
Alternative configurations of the space are depicted by
two other models which blur the distinction between
real space and ‘model' space. ®

Saies
The concept of the exhibition is proposed as a vehicle for ideas. Forthcoming
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Jarg Willich Special edition CO-box *TUU-one thousand years® (MDF, Aluminium), 1852 , Photo: Jarg Willich

HEmm Germany | receivedagood, solid
education. However, designwas mainly seen
as problemsolvingand commercialwork fora
client. The solutiontoaproblemwas
approached very straightforwardly, and most
ofthetime although working successfully
wasnotnecessarily very creative.
Aftertwoyears ‘abroad’ my approachto
designhaschangedimmensely. InEngland
Ilearnedtosee graphicdesignmoreasaway
of expressing myself, and mywork became
muchmorepersonalandstrongeras pieces
of communication. Duringmy firstyearatthe
Royal College of ArtI specifically tried tofree
myselffromthe commercial, purely client
orientated, approach.
Anotherimportantchangein mythinking
wastoquestionandfindthe starting point

L ad

cases, toacertainnarrowmindedness. In
GreatBritain, onthe contraryandespecially
atthe RCAwithits excellentvariety ofcourses
andcultures, every studentis confronted with
newideas and approachesinthe most
encouragingandinspiringway. Jointprojects
with othercourses helptowidenthe horizon.
Finally, goingabroadproved very useful to
getadistance toones ownworkandcultural
background. Before, |was neveraware of
how ‘German’|landmyworkwasas|couldn't
seethe woodfromthetrees. (Iwould highly
recommend any studenttotake thechanceto
studyabroadforayearoratleastaterm!)
Inmyfinalyearlnowcombinethislittle bit
of ‘British design thinking' withmymore
straightforward, ‘German’base.lam
currently specializinginpackagingfor

- .

Sy ey

-

Jérg Willich Digital Fiag (printed circuit board, 3 x 4.5cm), RCA 1993 , Photo: Frank Thurston, ACA

(andfinallythe solution) for my design work—
to gobeyondthe superficially obvious. For
example,one briefwasto “redesignthe Union
Jack”; afewyearsagolwould have designed
anicenewflag, square, landscape,andon
fabrics, asflags usually are, now | questioned
themeaning ofaflagassuchwhereasbefore
Iwould startwiththe design ofthe surface. For
this particularproject | developedthe concept
ofadigitalflagwith atextprinted on perspex.

Theimportance ofaconventionalflagas
anidentifying symbolforacountryisques-
tionable. |lwaslooking foranewdefinitionofa
flagwhichis moreappropriatetoourtimeand
thefuture. Forexample, the nationality ofa
shiponthe oceanisidentified by radarand
wirelesssignals, ratherthan by aflagwhich
hastobe seenwiththe help of binoculars. An
electronicsignaltherefore wasanapproach
tobe considered.

Anelectronic chip (integratedcircuit) can
communicate the same signal—the national
identity—more widelyand more quicklythana
conventionalflaghaseverdone.

Suchachangeinapproachtowards
design may notappeartobethatsignificant.
Butforme, however, thiswas averyimportant
stepand couldonly have happeneddueto
quiteafewcircumstances:

Firstofall,in Englanddesignistaughtina
more open, playfulandidea-basedapproach
incomparisonto Germany. Secondly, in
Germany, artand design educationissepa-
ratedintoeitherartschools ordesign
colleges. This ‘specialisation’ leads, insome

compactdiscsandworkin collaborationwith
anindependentrecordlabelin Germany, Itry
todevelop packagingthatcommunicatesthe
mood ofthe musiconthe CDmorethanthe
sterile plastic CD-case can. Here the choice
of materials andthe conceptofthe box
become moreimportantthansomeapplied
graphics. Asthe editionsare small (usually
runs of 500) and the budgetverytight, the
practicality ofthe designinterms of produc-
tionisrelevant. Althoughanawkward restric-
tion, itisaninterestingchallenge atthe same
time.

Overthelastyearlmainly workedona
collection of materials and ways of manufac-
turingto overcome thetime margin between
gettingthe callfromaclienttodesigna CD-
boxand producingthefinal product (the
deadlineistooshorttostartfromscratch).
Withthis research | willhopefully be able to
handinproposals much earlierby choosing
frommy selection appropriate tothe music
andhavingthetechnicalproblems mainly
solvedbefore hand.

Besidethetwoboxes | exhibited atthe
Goethe Institute, I willshowaboutfive other
prototypes and proposals forcoming
releasesinmydegree-showatthe Royal
Collegeof Art. ®

Jorg Willich graduated in Graphic
Designatthe Krefeld Polytechnic in
1991. Since autumn 1991 he has been
studying a postgraduate course at the
Royal College of Art.

After a Year in London

Howmuchtime do | needtonotice whetheranythinghas changedforme?
Perhapsonlyalittle. Oris everythingthe same asitwasbefore?

Rightnowitis hardto say. Maybe the rhythym hereisjustthe same. Obviously, |canmake
myselfunderstood—reasonably. Buttalking about ones workis difficultanyway; solcan only
fail. Nodiscussions anylongerandbecause ofthis free spaceis created, therefore more

silence, which feels good.

Ralf Peters after finishing highschoolin Malerie, studied atthe Ecoledes Beax Arts (Nimes -
France)andreceivedhisdiplomainsculpturefrom MunichAcademy. Sincel976 he has had
several exhibitions throughout Germany. During this past yearhewona DAAD scholarship
to Londonand s currently based atthe Southgate Studios, Islington.



BE= eforecomingto Londonin 1992 | tooka
degreein Graphic Designand Product
DesigninKrefeld, Germany (nearCologne).
Atthe Royal College of Art (RCA) 'mnowona

‘twoyearMA course in Graphic Designand Art
Direction.

During myfirstyearlamreceivinga
bursary fromthe German Academic
Exchange Service (DAAD)whichcoversfees
andlivingexpenses. Becausethisis only
awardedforoneyear, |lhaven'tasyetagrant
forthe comingyear.

Movingto Londonandjoininganother
College asaforeignerobviously brings about
alotofchanges. Higherexpensesforrent,
foodandtransportation,and muchlonger
distancesbetweenhome, college andshops
areamongthefirstthings oneisconfronted
with. Butlwaslucky andlivingwiththree
secondyear RCA students (twoofthem
DAAD bursary studentsaswell) helped me
settlein quite quickly.

Evenmorechallengingisthe attemptto
developanunderstanding of British culture
andway of life. Before | came here I thought,
speakingthelanguagewouldbe enoughto
communicate with the British. This, however
isnotexactlytrue. As aforeigneroneis unfa-
miliarwith many cultural details, allthecross
references andallusions soessentialin
conversationsare hardto understand atfirst.
Evenbasicslikethe namesofactors, TV
speakers orwell-known programmes have to
belearned.

Thestyleof workingatthe Collegeisvery
differentaswellandittookme sometimeto
familiarise myselfwiththis. InGermany|was
workingmainly athome, havingonly lectures,
tutorials and ‘crits’ atcollege, whereasthe
time spentatcollegeismuch moreflexible at

the RCA.

My German college opened from8amto
6.30pm, the workshops from 9amto4pm, and
closed on Saturdaysand Sundays. The
College hereisopenfrom9amto 11.30pm
andatweekends from 10amto6pm. Sowork
starts slightly later, butstudents have access
untillateinthe evening. My daily routine has
thereforechangedquitealot.

Alsobeing usedtoworkingalone was quite
achange from nowworking with 17 other
studentsinone studio (whichisfairly
crammed). InGermany | didn'thave adeskat
collegeatall (infactveryfewstudents had
one). Now|'musedtoworkinginastudioand|
enjoyexchangingideasandopinionsand
seeingotherpeople’sworkin progress;itisa
very motivatingandenergeticatmosphere,
youcanaskforhelpifyouare stuckand help
otherswhen asked. IfIwanttoread orthink
undisturbedforawhile, | gotothelibraryordo
thisathome. Anotherbigadvantage of study-
ingatthe RCAishavingaccesstosomany
facilities offered by the college, as wellas
covering numerous designfaculties.
Although mycollegein Krefeldwaswell
equipped, we hadfewerdifferentdepart-
ments. | alsoexperienced workingaspartofa
teamhere, whereasatmyBAcollege we
occasionally developed conceptstogether
butthen splitup togofurtherwith the project
alone. Atthe RCA | have started various
projects with people from my course andeven
fromotherdepartments.

We had, forexample, ajointprojectwith
industrial designandfashion, where different
communicationsystemsand overalldesign
concepts were developed. As partofthe
graphics we developedaboardgame
explaining how to use the mobile communica-

Anna-Lisa
Schonecker

tionsystembasedin ‘Hyde Park’. Sounder-
standingthe concept, showingaplanofthe
parkand, atthe sametime, havinganinde-
pendentboard game introduceddifferent
methods of communication.

Anotherprojectwasaposterforthe mid
term show, commissioned by Architecture
and Interior Design. Thetheme was urban
and ruralstructuresinarchitecture.

Working with students fromotherdepart-
mentshasnotonly given meaninsightintothe
relations ofthe differentdesign disciplines but
also overcame the problem of Graphics being
seenmerelyasaservice. Thisapproach
helps towards the practice of standing up for
innovative and unusualsolutions, ratherthan
justprovidinga ‘nice and slick’ visual solution.
Theworkonthese projects, especially the
discussions, gave me alotof experience, as
wellasinthe fieldwhere two and threedimen-
sional designs meet; thisisanareal'mpartic-
ularlyinterestedin.

Atmy formercollege we hadlectures
throughouttheyearaswellaswritingtwoor
threetheses which gave me abroadview of
artanddesigntheory. Atthe RCAwe have
lecturesinthefirsttwotermsandduringthe
thirdtermwe prepare ourthesis. Fromtime to
time differentdepartmentsinvite guest
lecturesgiven by people fromthe ‘real world'
and from various backgrounds, this provides
us with opportunitiesforfurtherdiscussionin
additiontoweekly discussion sessions of our
own.

Atthe moment|'mlearning mostly frommy
fellow students, ratherthan fromthe tutors:
the differentapproaches studentshave, the
many facilitiesandthe rediscoveredoldtech-
niques (forinstancethe letterpress) are influ-
ential.

Inthe‘coming yearl'dliketoconcentratea
bitmore on productdesignagain. My thesis
willexplore the so-called goodtasteinarchi-
tectureand how people’stastesrelatetoitin
theirdaily life.

Livinginacitylike Londonwithitsown
particularculture seemstohave changed my
attitude towards design. Seeingall the differ-
entcultures andthetastesof one placeis what
Ifind fascinatingabout Londonand!'mlook-
ingforwardtothe next 18 monthshere. @

Anna-Lisa Schionecker is currently study-
ing Graphic Design and Art Directionat
the Royal College of Art, London.

Stefan Reichl

Shownobjects

My contribution forthe exhibitionatthe
Goethe Institute was aninstallation entitled
‘Remote Relationships’. As one of my first
yearprojects linvestigated the meaning of
remote controlsandtheirreplacementby
gesturalinput. My thesis atthe end of this year
completedmy researchinquestioningthe
relationship which exists between the comfort
factorinelectrical gadgets and the satisfac-
tion experienced whilstusingthem.

Atthe momentleading electroniccompa-
niesare undertaking researchinthe field of
developingthe perfect“human”interface, but
ineveryday life we stilldeal withthe same
blackboxesastenyearsago. The possibili-
tiesof modern electronics allowustocreatea
level of communicationwith appliancesthat
haven'tbeenusedsofar. Ratherthancreat-
inganewlanguageforgestural controls, we
shouldrememberwhatwe possessalready.

Ithink thatproducts should always consist
oftwomaincomponents: Featuresthatare
innovative andthusfascinate us, andfamiliar
notions we have knownsince ourchildhood.
Therefore we donothesitatetotake tothese
objectsastheyrepresentthingsthatare
familiartous. My installation ‘Remote
Relationships’attemptstoexpressthat.

Todays remote controls are stillboxes with
only one side activated, asthe hollow TV
shellsare. Thetechnologicalstatus quohas
beenpreservedovertheyearslikejarsofjam
standingonashelfinthe cellar. Nevertheless,
theintrinsic possibilities of the TV technology
allowmore. Thefive concepts lamoffering
relatetothe abilities of our bodies and of our
technologyinthesameway:

® The Pen Remote Control offersthe
movementofwritingforscanning oftextand
pointing. ® The Carterpillar Remote Control
showsincreasing ordecreasing of selections
bythetransformation ofthe whole appliance.
® The Hermit Crab Remote Control explains
thatmodern electronicisflexible, itcouldbe
applied asstickertoexisting objects orthe
standardbox of buttons couldbe replacedby
sensorsthatretrace movements of objects.
® The Dish Remote Control correspondsto
the domestic environmentofcrisps bowland
distractioninfrontofthe TV.® Soft
Technology Remote Controlallowsthatwe
transformall ourtemperinfrontofthe screen
tomanipulateit. Sqeezingandbending, drag-
gingandthrowingduringNewsatTen.

One ofthestriking differences when start-
ingtostudyin GreatBritainistheageand
experience one has whencomingfrom
Germany. Inthe firstmomentIthoughtthat|
wasalittle bitlate to become agooddesigner.
Fourorfiveyears difference are notabnor-
mal. Thisisdue tothe factthatthe educational
experincein Germis one ofthelongestin
Europe—eg thirteenyears atschool (from

Stetan Reichl Remote Relationships Installation. 1993

preparationtohigh school) followedby at
leastfouryearsatauniversity or polytechnic.
Meanwhile mostcourseslastbetweenfive
andsevenyears. Many male students also
undertake national service (whichis obliga-
toryandlastsnowbetween12and15
months). Anotherbig differenceisthe factthat
studentsin Germany don'thavetopayany
fees, eventhereareafewgrants. Students
justhavetopayfortheiraccomodation, mate-
rialandlivingexpenses. Working alongside
studyingisalso possibleas German courses
arenotfulltime astheyareinEngland.
Certainly there are many students reducing
the amountoftime they spendincollege and
extendingtheirtime workingsoastoearn
money forlivingand studyingexpenses.

Thecoursesthemselvesarealsodifferent
instructure. Here | have toadmitthat| might
tendtowards a superficial generalisation
regardingthe English educationsystemas|
only knowthe Royal College of Artasarefer-
ence point, although| have spokentomany of
my fellow students concerningthese points.
InGermany studentshaveto selectwhich
courses, which lectures and which projects
theywanttojoin, and when they cannot
manage to getintothere favourite lecturethey
mighttryagainthefollowingyear. Thetime
spentincollegeislessthanin England.
Germancollegesdon’tprovide individual
workingplaces andmostworkisdoneat
home. Here, incontrast, | spend virtually day
andnightatthe College amongst myfellow
students (whoacceptthisas normal).
Anotherwonderful experience formeisthe
amountofinterdisciplinary work undertaken
atthe Royal College of Art. Certainly thisis
specifictothis college butingeneral students
are more likely to work togetherwith other
disciplinesasaresultoftheirownspecialisa-
tion.

Avery positive differenceistherelation-
ship betweenstaffandstudents. | experi-
encedaverycloseand, inparticular,avery
open attitude fromthe College teaching staff

incomparisontothe German professorial
structure where professorsretainareal but
remote authority. Anothersurprising fact is
the amenities ofthe Collegeitself. Certainly
onehastopayahightuitionfeein England,
butthe College library, the technical material
andthe number of technicians perstudent
reflectsthe need of this.

InGermany therewas no possibility of
postgraduate studiesin Industrial Design
thereforelamvery gladthatl decidedto study
abroad. Animportantaspectisthat| have now
gainedanadditional experience of change of
cultureandlanguage whichcomplementsthe
contents of my studies. Itisnotthe “betterthan
undergraduate course”butthe synthesis with
my firstcourseinMunich. Duringfive yearsof
study| receivedaperfectbase covering
aesthetics, modelmaking, construction,
marketingandrepresentation techniques.
Onebigdifference with English design
educationisthefactthatduringmy studies|
spenttwotermsinindustryaspartofthe
course. InEngland | metstudentswhodesign
formass productionbuthave neverbeenina
factorytolearnwhatis possible orhow prod-
uctsaredeveloped. Thelength oftime | stud-
iedisduetothefactthatmyeducationwas
broaderwhichleaves mewiththeimpression
thatthe Englishsystemisstrongly specialisa-
tion-basedfromanearlyage onwards. The
thematicapproachin Germany was mainly
basedon problemsolvingandformalreduc-
tion. Herein England| particularly enjoy the
researchintothe culturalaspects of products;
itismore the ‘way’thanthe ‘result' which
seemstobethe educationalaim. Thereis
alsoapermanentinfluence ofimprovisation
andperhapsananarchicprocess, ignorance
andobsessioninthe detailsandfactsthat, |
think, characterises many situations onthis
Island. @

Stefan Reichl completed his studiesin
Industrial Designatthe Royal College of Art,
London.

Porchia

Br 1989, statistics in Britain show there was a 20
% increase in violence and sexual offenses, the
greatest increases showing up in rural areas like
Norfolk, which saw a 26 % increase in violent crimes
anda74%increaseinsexual crimes.

Inthe U.S.A., the latest FBI survey reports violent
crime in the United States has now reached epidem-
ic levels, showing an increase of 25 % over the last
decade, with rape at a 50 % increase listed as the
most rapidly rising crime of violence. The report
adds, violent crimes appear more common in all
races, social classes and life styles, however, in the
black communities they are of “tidal proportions.” For
every 100,000 blacks between the ages of 10 and
17, 1,429 were arrested for violent crimes in 1990,
(more than five times the rate for white youths). “Date
rape” and pre-meditated violence against women is
a common occurance with numbers growing at
alarming rates in our western industrial societies.
Rape is among the most underreported of major
crimes because of fear of retaliation from the rapist,
fear of notbeing believed, self-blame, shame of hav-
ing to bring the truth into the public's eye through the
justice system, and wanting to protect family mem-
bers and friends from the agony and/or embarass-
ment.

Of the nearly 3000 rapes reported in Britain in
1988, only justover 1000 ever wentto court, and only
420 convictions were made, regardless, or perhaps
because of the fact that over 60 % of the rape victims
knew their attackers. Women are less likely to report
rapes thatinvolve men they know, and when they do
report it to the police, they are less likely to be
believed. Because “acquaintance rapists” are rarely
reported, prosecuted and convicted, the naive public
issubjectedtoaneverincreasingthreatofviolence.

Furthermore, current statistics show over one
third of all married women suffer violence and/ or the
threat of violence from their husbands, and one-third
of all murdered women are killed by their husbands
or lovers. In the London area alone, more than
100,000 women a year require hospital treatment
afteranactofviolenceinthehome.

Injuries sustained by these women ranged from
the less severe bruises, bloody noses, broken teeth,
split lips, cauliflower ears to more serious fractured
skulls and feet, sadistic cigarette burns, wire whip-
pings and far worse. Regardless, police in the U.K.
make arrests in only 17 % of the ‘domestic disputes'’
involving physical injury, and only 20% in ‘life threat-
eningcases’.

As a woman artist | cannot, with good con-
science, ignor this overwhelming and ever present
problem, and am compelled to address these and
other related issues in my artworks. In my recently
completed multi-media installation, which was
exhibited at the Byam Shaw School of Art in July, |
tried to raise questions about the roles and defini-
tions associated with “Woman" and “Man" which are
promoted in popular culture, as one of the many
approaches used in historic feminist inquiry. The
idea of the “pedestalled” or “goddess” woman was a
theme | used in five of the seven-piece installation
project, which | collectively titled “Battling /
Embracing Images of Woman.”

In feministtheory, the “pedestalled” or "goddess”™
woman represents the idea that women need male
protection and that they should be more virtuous
than men. Typical and familiar double standards that
apply to women and not to men embody virtue in the
eyes of society which is dictated and structured by
maleterms. Women are assumedtobe ‘loose’ifthey
drink too much, dress or act provocatively, hitchhike,
work as waitresses or bar maids, or stay out late at
night. Such behaviour casts doubt on the integrity or
virtue of women and they are easily dismissedin the
eyesofajudgmental publicandthe justice systemas
being “deserved” of rape, after all, they are simply
“dirty sluts.” ;

One of my installations which appeared in
“Battling/Embracing Images of Woman"was appro-
priately titled, “Sluts and Goddesses”. It consisted of
24 sets of 4 boxed images with display tops. The
‘Sluts’ were pin-up girl images appropriated from
Pop Artists Allen Jones and Mel Ramos, while the
‘Goddesses’ were taken from Botecelli's Modonna
and Venus. The face in each image had been
blanked out, and in its place were typed the words
“Your Face Here'. This piece not only identified the
‘good-girl' / * bad-girl’ stereotypes as accepted in
society, but the display arrangement of the 192
boxes referred also the the perpetual merchandising
andsellingoftheseideals.

“Paper Dolls" was a similar installation of six life
size cut-outs with folding tabs, reminiscent of the
Victorian paper dolls | played with as a child. Again,
the images | chose have art historical references,
and suggest the idea that women, like little girls, play
at putting on different roles. The flatness and pop-up
effect of the images emphasize the two-dimension-
ality of simplistic stereotypes as believed in the “god-
dess” myth, while the cut-out faces invite the viewer
toparticipate ornottobe a part of this senario.

“Venus Icons” was a set of six cut-out Venus sil-
louettes, painted black, and written on like a chalk
board. The texts appropriated paragraphs from
famous authors, psychiatrists, andlawmakers which
try to define and / or describe women's sexuality and
male / female roles. Mirror strips on each cut-out
engaged the viewer in the text, and actedtoconfront
eachpersonwiththeirown attitudes and beliefs.

Eachsillouetteis titled by its own authorand book
citingie:

“Blackstone's Commentaries Vol. | Rights of
Reasons. 1768", which directs British law to consider
woman as the inferior sex and husbands and wives
tobetreatedasoneperson;

“Sigmund Freud, Some Character Types Met
With in Psycho- Analysis Work, 1915", whichdis-
cussesfemale penisenvy;

“D.H. Lawrence, Lady Chatterly’s Lover. 1928",
which describes the romantic fantasy of woman
being everso helpless andinawe of man's superiori-
ty;

“Norman Mailer, Barbury Shore”, which linksvio-
lenceandsexasinseparable;

“Marie Bonaparte, Female Sexuality, 1953",
which re-affirms Freud's teachings and claims
female sexuality is derived from her masochistic
Propensity; and

“Henry Miller, Sexus”, whorelentlessly describes
his contemptforthe ‘snail-like’ female sexorgan.

During my research for Battling / Embracing
Images of Woman, | came across a book by Diana
Scully, an American feminist, who along with her
research associate, Joseph Marolla, recently con-
ducted a year long study of rapists. They entered
numerous maximum and medium-maximum securi-
ty prisions in the southeastem region of the US and
interviewed convicted rapists. Her book is fascinat-
ing, informative and thought provoking, and gives us
aninside glimpse of what kind of men rape, why they
rape and how they perceive women. Many of these

men’s attitudes about women sound familiar, and
chancesare, youknow some “normal men”who hold
thesame beliefs.

Scully explains that for many convicted rapists,
rape is sex, not violence, and sex is rape. She distin-
guishes convicted rapists into two catagories, the
deniers and the admitters. However, both types of
sexually violent men believe in the sexual stereo-
types of macho-men and coy-women. So, in the
case of men who deny rape, they actually believe all
women reallymean ‘yes' whentheysay ‘no’, andthat
women like men to be forceful, “so they won'thave to
feelresponsible later.”

This type of man also believes that if he persists,
eventually, the woman will ‘relax and enjoy it'. One
example of a denier who had hidden in the victims
closet and attacked her while she slept, argued that
while she was scared atfirst, “once we gotintoit, [the
rape], she was okay.” He still believed what he did
was not rape because, “she enjoyed itand it was like
sheconsented.”

During Scully’s interviews, she reports 28 per
centofthe deniers believedthat theirvictims enjoyed
thesex, andthat“someone else, suchasaboyfriend,
husband or parent, had forced the victim to report
[the rape] to the police, or had done so themselves”;
while an additional 28% maintained that the victim
was “forced to report rape as a cover-up for her own
behavior or to avoid personal consequences.” It
didn’t seem to matter that many of these rapes
involved the use of weapons and resulted in injuries
tothe victim.

Deniers also believe that ‘nice girls don't get
raped,’ only the ones thataskforit, like allthe women
who “act loose", get raped. The denier, Scully
explains, “rapes because his value system provides
no compelling reason notto do so. Infact, none ofthe
deniersthoughtofhimselfasarapist.”

-In my three monitor video installation,
“Prospeculum”, | addressed the issue of violence in
society, and in particular violence against women.
The title is derived from the words “prospect”, as in
looking to the future, and “speculum” as in the gyno-
cological instrument used in examinations.
Prospeculum extracts explosive, murder and sex
scenes from popular cinema, then reassembles
them into condensed, quick clips of back to back
action. Images of the “good girl/ goddess”, gradually
give way to images of “bad girl / slut”, who swiftly
receives punishment for her behaviour in the form of
violence, rape andmurder.

The sound track for Prospeculum is a mixed
down frenzy of violent and misogynist rap music,
from the American group, 2 Live Crew's popular CD,
NastyAs | Wanna Be. Their lyrics celebrate physical
and sexual abuse of women, sodomy, degradation,
guns and racial violence. Some of the popular

thoughin some cases, they hadinjured theirown vic-
tims. One suchadmitter had been convicted of group
rapeandsaid,

“I'm against hurting women. She should have
resisted. None of us were the type of person that
would use force on a woman. | never positioned
myself onawoman unless she showed aninterestin
me. They played to me, not me to them. My weak-
ness is to follow. | never would have stopped, let
alone pick her up without the others. | never would
have let anyone beat her. | never bothered women
whodidn't want sex: never had a problem with sex or
gettingit. llovedher-like allwomen.”

Many of the convicted rapists in Scully’s
research, reported thatrape was their preferred form
of sex because it was impersonal, rather than inti-
mate and mutual. “Rape gave me the power to do
whatlwanttodowithoutfeelingl hadtoplease apast-
nerorrespondtoapartner. | feltin conirol, dominant.
Rape was the ability to have sex without caring about
thewoman’sresponse. | wastotallydominant.”

For some men, rape represents recreation and
adventure. Thisis especiallytrue among gang rapes
and gang date rapes, and usually involves young
men, early to mid teens, who consider rape just
another form of delinquent activity, or rite of passage
- the male bonding phenomena. Such was the case
with the 28 year old woman jogger in 1989, in New
York’s Central Park. A gang of youths, in an act of

movies | used include, The Accused, Rambo First
Blood, The Burning Bed, Death Wish, Fear Stalk,
Terminator2.

On the false wall holding the monitors, | collaged
blown-up photocopies of news headlines, photos
and articles about Los Angeles street gangs, the
recent LA riot, the date rape case of Kennedy, and
some of the mass murderers and serial killers that
have plaguedthe Los Angeles area over the pastfive
years.

Susan Griffin wrote a bookcalled, “Rape: The All
American Crime”, 1971, wherein she explains about
revenge rapes occurring because women are
viewed as commodities. “In raping another man’s
woman, a man may aggrandize his own manhood
andconcurrently reducethatofanotherman.”

One of Scully’s interviewees described how he
acted out his revenge on his friend'’s wife because
her husband had refused to pay back money owed
him,

“I grabbed her and started beating the hell out of
her. Then | committed the act. | knew what | was
doing. | was mad. | could have stopped but | didn't. |
didittogetevenwithherandherhusband.”

In Roslind Miles’ book, The Rites of Man: Love,
Sex and Death in the Making of the Male, she also
explores this socially accepted myth of woman as
man's property. Miles claims that the world wide epi-
demic of divorce, whereby the vast majority of peti-
tions for divorce are filed by wives, leaves the majori-
ty of divorced men feeling ‘dumped’, ‘abandoned’
and ‘betrayed’, and that many of these men will use
violence againsttheir former wife, especially against
arivalmale orsupplanter. Suchwasthe casein 1988,
in Woking, England, when David Holmes declared,
“No bloke is going to sleep with my wife on my side of
the bed.” He was found guilty of the death of his
estranged wife and her lover by burning them to
deathinbed.

Some revenge rapes are also displaced punish-
ment directed at victims because they represent the
“collective” woman who they perceive as responsi-
ble and liable for their personal problems in relating
with women in general, or specifically to their
woman. In these cases, rape is used to “put women
intheirplace”and confirm the rapist’s “manhood.”

The second type of rapist described in Scully's
reportisthe admitter, amanwho acknowledges hav-
ing raped. He can sympathize with his victim, in retro-
spect, feel guilt, remorse, and apologize, however,
some admitters continue to believe their victims had
enjoyedtherape.

Both deniers and admitters acknowledge use of
alcohol and/or drugs, in relation to the rape.
However, admitters use the role of these substances
asobviousselfservingmotives.

Forexample, an admitter who had ingested eight
beers and four “hits of acid”, reported, “Straight, |
don'thave the gutsto rape. | couldfightaman, butnot
that. Tosay, I'm goingto doitto awoman,’ knowingit
will scare and hurt her, takes guts or you have to be
sick.” In the study done by MacAndrew and
Edgerton, in 1969, Drunken Comportment: A Social
Explanation, they concluded, “Over the course of
socialization, people learn about drunkenness and
what their society “knows" about drunkenness; and,
accepting and acting upon the understandings thus
imparted to them, they become the living confirma-
tion of their society’s teachings. (p.88)" Admitters,
claim their rapes are totally out of character for who
they “really” are. They say they musthave been “tem-
porarily sick”, thereby removing responsibility for
their actions. Scully recorded that 80 percent of the
admitters and 25 percent of the deniers had experi-
enced an upsetting event prior to their rapes, which
they related to having made them act out of charac-
ter. Of those men, 76 per cent of those events
involved a wife or girlfriend wherein their sexual con-
duct and virtue conflicted with the standard the men
expected of them. “Discovering that the ‘pedestal’

didn't apply to theirwives or girifriends senttheminto
afury.” Admitters also claimed to be “nice quys”, and
during Scully'sinterviews, stated theirmoralindigna-
tion toward violence and harming women, even

‘wilding', chased down their victim, raped, sodom-
ized and viciously beat her, then left her for dead.
Most of the assailants were as young as thirteen and
fourteen, none were overthe age offifteen.

Aconvicted rapistin prisoncommented:

“Seeing them laying there helpless gave me the
confidence that | could doit...With rape | felt totally in
charge. I'm bashful, timid. When a woman wanted to
give in normal sex, | was intimidated. In the rapes, |
wastotallyincommand, she totally submissive.”

Sexual fantasy and the fine line between erotica
and sadomasochism in a sexually liberated society
is as equally complex an issue as trying to under-
standwhy menrapeandareviolent.

In her book, About Men! 1978, Phyllis Chesler,
foundthatthemes of rape and violence made up the
substance of male sexual fantasy. She wrote, “Upon
being asked about their sexual fantasies, many men
describe pornographic scenes of disembodied,
faceless, impersonal body parts: breasts, legs, vagi-
nas, buttocks. Men of all ages fantasized, voyeuristi-
cally, scenes of whorehouses and male gang rapes;
scenes of rape and mutilation, scenes of seduction
andstrangling.”

Further recent studies are consistent with
Chesler’s earlier findings and in addition emphasize
the fantasy men have that the woman being raped
also becomes sexually aroused. Interestingly, it is
thisbeliefthatrapists use tojustify theiractions.

Sentimentality, romance, erotica, fetishism and
S &M are the elements that made up my peep show
installation, “Eros / Masos”, constructed inside a
locked room which the viewer could only see by
peeping through partially opened blinds. With a red
light interior added to the sex shop atmosphere,
which displayed various articles of erotic clothing
and sado-masochistic paraphemalia, raising ques-
tions about the process of sexual arousement, sexu-
al liberation, erotic fantasy and the more deviate
minded sexual fantasies.

Camille Paglia, in her controversial new book,
Sexual Personae, 1990, claims, “Rape is male
power fighting female power. ..Society is woman's
protection against rape, not, as some feminists
absurdly maintain, the cause of rape....the rapistis a
manwith too little socialization ratherthan toomuch.”
Paglia cites, “the worldwide evidence is overwhelm-
ing that whenever social controls are weakened, as
in war or maob rule, even civilized men behave in
uncivilized ways, among which is the barbarity of
rape.” Along this line of thought, she also accepts
pornography as a necessary means of acquiring
knowledge and understanding of man’s nature,
which she claims is grounded in an “aesthetic profa-
nation” of erotics, as has been documented in Sade,
BaudelaireandHuysmans.

As Scully points out, “Most of the conjecture
aboutfantasies of rape has been focused on women
and can be attributed to Freud's early pronounce-
ments on woman's alleged masochistic need to be
violated. However, despite the maleinherentinclina-
tion toward sexual violence, considerably less atten-
tion has been focused on men's fantasies of doing
therape. Clearly, malerapefantasyisnotconfinedto
menbehindbars.”

Ininvestigating the complexities of violentbehav-
iorinmen, itisimpossible to discount historic feminist
inquiryandthe relevant issues raisedabout howa
patriarchal society supports and perpetuates tradi-
tional male/female roles whichatminimumare detri-
mental to communication between the sexes, and at
worst case, promote dangerous attiudes and beliefs
harmfulto society.

Change starts with awareness and understand-
ing of any particular problem. As a woman artist, |
hopetofacilitate suchawareness and thusbetterthe
understanding and communication between the
sexes.®

Porchia'svideo/installationwork “Prospeculum”
has been selected for the BT New Contemporaries
‘93 Touring Exhibition, opening in June at the
Cornerhouse, Manchester.
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WAF e areinaperiod ofchange, the post-
modern conditionhas nowpermeatedarted-
ucation. Decisions are being made which will
affectarteducation fundamentally andinflu-
ence, profoundly, the nature of the studentex-
perience. Itisan opportunity to focus on this
studentexperience atapointintime whenwe
might effectively bringaboutchangeswhich
openup learning notjustthroughmodular
choice butbyincorporatingmore of the stu-
dentasanactive participantinanenterprise
whichrecognisesthe studentasafundamen-
talinfluence onthe evolution of the education-
alprocessitself. lamnotreferringtothe mod-
ularchoices which students will make, |lamre-
ferringte how andnot what..

Howflexibleisitpossibletobe, bothinour
attitude toourownideasandin ourattitude to
students’ideas? How much differencecan
wetolerate? Does goodteachinginvolvetol-
eratingdifference? Theoriesandstructures,
programmes andtimetablesemergeto
handlethe ‘educational experience’ butitisas
welltorememberthatwhenweplan, weare
devising, very often, waysin whichwecan
teachasmuchaswaysinwhichstudentscan
learn. We are very frequently inthe position of
usingthe pastasthe ground plan ofthe future.
Inarteducation we are atleastsometimesre-
minded, by the force of creative eruption, that
pedagogicaltheoriesandpracticesare
plankstocrossby, notfortresses againstpas-
sage.

Iwouldlike to suggestthatitiswhenmore
ofthelife experience of the individualis con-
nectedtothelearningsituationthatreal de-
velopmenttakesplace. Learning occurs
whenthe contextof newmaterialis under-
stoodandthe contextiswhatthe studentcar-
riesaroundas experience. Thisis of particular
concernwiththe process of modularisation:
largerstudent numbers, andless continuity in
the expanding range of units on offerwill lead
toaneducational system which formany stu-
dentswillseem de-centred. Howis communi-
cationtobe maintained betweentutorsand
students? howis continuity to be safeguard-
ed?whereisthe student’'spersonal space?

Inthe summertermof 1990, firstyearstu-
dentsonthe Fine At BAdegree courseatthe
Polytechnicof EastLondon, (nowthe
University of EastLondon) weretospend
sometime atMargum Sculpture Parkin South
Wales. Theywouldbemakingartinresponse
tothe environmentandthe culture they found
there. Inthissituation, very differentfroma
college-basedstudioprogramme, whatwas
thebestformatfortheirtheoreticaland sup-
porting studies? Anessay seemedinappro-
priate, whileadiarywasinadequateanda
sketchbookwould notcoverthe ‘thinking'and
‘reading’ activities which we expected stu-
dentstobe engagedin. Studentswereasked,
instead, tokeep ajournal,intowhichthey
would place elements of both theoreticaland
visualresearch, and havingaformatwhich
bothrecorded everythingrelevantandalso
presentedalessformalworkingspace. Inthe
process, acloserrelationship totheoryand
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practice was envisaged, andindeedtook
place. Ineachsuccessive yearofthe Margum
Parkjournalthe relevantcreative processes
became more visible, andthe informality of
the journal space andits portable naturein-
creasedthe parameters of whatwas consid-
ered ‘relevant’. Thiswas partly theresultofthe
journal’stime basedelement, sometimesbe-
comingdiary likeinform: foralltime spentat
Margum became equally valid ‘working time’.
Nolongerwasitjusttime spentmakingwork,
ortime spentreading, ortime spentintutorials
orseminars whichwas considered worthy of
analysisand reflection; many otherthings
foundtheirwayintothejournal. Inthe course
ofthis, the mannerof documentationbecame
increasingly free of preconceived notions of
presentation. This, inturn, ledtonewrelation-
shipsbetweentextandartprocess, between
photographs andpoetry, betweensounds
andmarks. Notonly diditmakethe creative
process morevisibleitled to greatercreativi-
ty.Here, lunderstood, was aforminwhich
students couldboth explore creative process
withoutthe boundaries of specialismandpre-
sentthemselvesasanessentialelement in
thatprocess. Here was a potential space
where the studenthad permissiontoaddress
arthistory andbiology, performance artand
thebakingtime of clayinanopenfire.

Whatever projectthe studentwasinvolved
in, ‘related material' was whatthe student
broughttoit,andinaspacewhich wastheir
own.

Thejournal has subsequentlybecomean
integralpartofthe Fine Artcourse. Students
workwith itfromtheirfirstterm. Itinvolves
Visual Theories projectwork whichincludes
drawingandartprocessandincorporates
written material of every conceivable kindin
the students’ studioresearch. itisatool which
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connectstheorytopractice andtheinitial pro-
jectsare assessed, buttheaimsand objec-
tivesaretogive studentsthe opportunity for
effective researchwithincreasingfreedomin
the development, processes andformatofthe
journal. There are few prescriptions,and no
ultimate expectations otherthanthatincreas-
inglythe journalshouldberelevanttoevery
aspectofthe courseandtothe students’
whole experience.

Thevalue ofthe journal asacreative toolin
fineartlearningisemerginginanarea, histori-
cally, whichis notwell researched ordocu-
mented: the journalis providingnotonlyan
excellentcreative space which the student
manipulatesintheirownlearning process, but
also, thejournal exposesfarmore ofthe learn-
ingprocess perse, andthe opportunities
whichthe journalpresentsinateachingand
learning situation are notlimitedtofine art
practice. Whatwe have withthe journalisa
place for research: forthinkingand notetak-
ing, forflashes ofinsightand the price of milk,
forproblem-solving, fordiagrams,pho- *
tographs, sketches, collage, emotional ex-
pression, photocopies and newspapercut-
tings; thejournalbecomesakind of map
whichlaysouttheterrainoflearning.

Thejournalhas emerged as amixture of
processesandtheories which are always, by
theirvery nature, breakingdown lines of de-
marcationand atthe sametime, buildingup,
literally, avolume ofknowledge. Andthis
volume ofknowledge hasthe stampofeach
individual studentuponit: knowledge be-
comes experience. The studenthaslocated
the studyintheirownspace;itisrelevant.
Learning, assuggestedabove, occurswhen
the contextof new materialis understood:
whenatextisnolongersomethingsittingona
shelfinalibrarybutanintegratedpiece ofthe
fabric of one’s ownlife, thenithasthe mostrel-
evantofcontexts. Ideas have noexistence
untilthey are embodied anditis surprising
withwhatalacrity ourstudents embody them.
Thejournal givesthe studentthat opportunity;
itgivesthe studentpermissiontoviewthe
contentoftheircourse fromaperspective
widerthan thatof received wisdom, tobringin
themselvesandtorelateall of these elements
towhatever projectis the currentfocus oftheir
attention. Itisanaccumulatory processwitha
formatwhich allowsbothreviewandreflec-
tion. Furthermore, becauseithasanelement
oftheunknown, itincludes risk. Perhapsthat
iswhythereis sometimes aninitial hesitancy
whenthe studentencountersthejournal; the
studentwantstoknowwhatthe journalis
comprised of, whatis expected. Sometimes,
thereisannoyance; one studentasked“why
should I write forsomeone else? whatis this
for7 Thisattitude, whereitexists, changes. It
isinterestingwhatstudents havetosayin
theiruse ofthe journal, fornotonly dothey
learnby usingthe journal, they discoverhow
theylearn. Overtime, the journalbecomesthe
history of the student's effortsand unlike the
objectsofart, which are focused and isolated
creative effort, thejournal's effortremains an
enmeshed
process. ltislike
liftingthe lid off
the hive, yousee
industry, butyou
seepatternsin
thatindustry:

“atfirstlwas
unsure howto
useit,butnowl
justwritemy
ideasdownandit
isusefultomefor
mywork”.... “itis
helpfulinrelation
todevelopment,
ithelps me under-
standwhathas
happened”...“l
have jotteddownideas, collectedimagesand
usedits pagestoworkthrough problemsand
questions. |havebeenabletocrossrefermy
ideas with others of mine”... “writingabout
ideas generatedby self,ideas generatedfrom
talkingtootherstudents, ideas generated
fromlectures, sketchingideas, writing some
inpoems,... writingdownideasasagoodway
ofdistillingthem”... “..if Ihitupon aproblem
withmyworkItalktomyselfinthejournaland
normally thissortsitout”...

Studentsarealsolearninghowtofinetune
theirownindividual journal processinthis pri-
vate placewhichisthejournal;itallowsthem
totakerisksinasafespace:

“the processes of myjournal havevaried...
they areamixture of private material, in diary
form, of abstractthoughts, fromtheorieson
musicto pure feelings aboutmyself. They
have enabled metorelatetothe workfroman
organisational pointofviewandalsoasapri-
vate placeinwhichtodealwithissues about
myown creative process...”

Thesamestudentcontinues...'thejournal
hasbeen usefultomyprocesses ofwork...this
isapparentandclearhalfwaythrough...the
originaltraditional approachcomestoan
abruptendandthentakes offintowhatl really
wantedtosay...[it|hasbeenone oftotal de-
velopmentandlearning...|have learntmore
aboutmyselfandwhere |amdistractedand
howtocopewiththis..."

Anotherstudent
summarises:

“Ihavefoundthejournalusefulasaplace
tobeginnewideas, butatacertainpointlneed
todevelopthemelsewhere ...|wrote quitealot
of personalthingsdowninmyjournal. | have
donelessofthat[recently] mainly becauseI'm
talkingmoreto people,[including] discus-
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sionsoverjournals....thejournal has helped
metoseewhatinterestsme...andthatit's
possible tohave disparate interests which do
insomeway linkup”.

Thisdisparateness, whichwill atleast
partlyarise fromtheinitial confusion of experi-
encesinthefirstyear, and partly by the bring-
ingtogetherofthe student'sinterests, isheld
togetherbythe temporal continuity of the jour-
nal. While anxiety about skills, talent, ability,
taking upandunderstandinginformationare
allpartofthe firstyearexperience, the journal
becomesareflectionofthatexperience
which, atalater, objective moment, the stu-
dentcanlearnfrom.One studentcomment-
ed;

“Thejournal shows quite clearly the diffi-
culties | foundin expressingmyideasvisually,
italsoshowedthe problems | had dealingwith
suchabroadtopic...thesamethemecropsup
againandagain.... Howdifficultl finditto
focusinonasimpleidea, andthenexpand
anddevelopit... Ithinkthe journalhelped me
toalterthe way | dealtwith thisissue. By the
time | startedonthelastprojectiwasableto
startfrom one simpleideaanddevelopit.”

Itwillalsobe possible forateachertopick
uponthis; ajournalfullofgoodideaswhich
nevercome tofruition requires consideration
anddiscussionwiththe student. Thatdiscus-
sionisnotonly based onwhattheteacher
knows aboutthe student'slack of progress, or
onthestudent'sanxious explanations, itis
basedonwhatcanbeseenandhandledinthe
journal. Thelearningsituation ofthe firstyear
asreported by studentsis oneinwhichthey
are oftenuncertain regardingwhatconsti-
tutes good workandveryuncertainabout
theirown abilities. Thejournal oftenemerges
astheplaceinwhichthe studenttriesthings
outandhasthe permissionto play withideas
andforms. Intheteachingsituationithas
proved extremely helpfulto studentsthatthey
cometothe seminarortutorial withthe jour-
nals undertheirarm. ‘Discuss yourwork’the
tutorasksandthe studentpresents a history
ofthatwork which nowincludes something
visible ofthemselves. Itistheirterrain, itis
saferground, butitis groundwhichcanbe
crossedbytutoraswellasstudent. Itgivesthe
individual workacontextanditalsohighlights,
both specificallyand generally, difficulties,
omissions, potentialities and repetitions
whichthe studentisdemonstrating, con-
sciously orunconsciously.

Whatthetutorlearns ofthe student’s ca-
pacitytolearncanbe simple and/orcomplex:
itcanbe, inthe contextoffineart, toofewen-
counterswith galleries orbooks; orapiece of
exhibited work with poorcolourand handling
andajournalfullof black and white drawings
whichimmediately suggeststothe tutorthat
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some experimentation with colourand
processisinorder. Maybe, however, the
drawings are whatthe studentisfallingback
oninaperiodoflack of confidence, andthe
journalis signalling the student'sdistress but
alsothestudent’s onestrongareaofpastsuc-
cess. The studentmay knowingly be present-
ingthemselvestothetutor, caughtbetween
two stools:longingtojumpbutunabletoletgo.
Whatthe studentistoo diffidenttoverbalise in
public, the journal demonstrates ontheir
behalf. Insome journals, the problemisclear
andimmediate; thereare problems with
spelling, with grammar, with vocabulary,
thereare problemswith organisation, orso
little reference tothe course thatthe student
hasclearlybeenotherwise engaged. Thereis
personalstress, anxiety, and clear difficulties
withsomeareas of learning. Astudentwhose
essaysarealwaysinontimeandwhogets
decentmarkswillconfide inthe journal that
these essaysarecostinganarmandalegin
preparation time andanotherstudentfor
whom essays arenoproblematall willreferto
the humbling process of printmaking tech-
niqueand oftheintransigence of the material
Thejournalcan be adiagnostictoolwhichcan
helpfocus ondifficulties early on, butitcan
alsohighlightskillsand potential: becausethe
Journal has no prescribed format, itisnot
basedonassessingthe pastasmuchasillu-
minatingaspaceinthe present; the potential
ofthe studentandofthe cohortandtherange
of skillsdemonstrated are maybe well outside
the usual parameters of expectation; the stu-
dentsays ‘I neverthoughtlcoulddothis'and
the tutors willadmittothemselves ‘neitherdid
we'.

Inrelationtowhatthe tutormaylearnfrom
thejournal aboutthe course structure and
teaching programmes, theanswer is, again,
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both simple and complex. Thetutor, basically,
canlearnwhatis andis notworking. Some
students will notlike particularsituations while
othersthriveinthem, some studentswillhave
nointerestinsomeareas or subjectswhile
otherswill quickly showthatthey have found
theirmetier. However, itis clearenough;
whenyouliftthelid offthe hive youdo see pat-
terns, and youcansee very wellwherethere
are clusterings of successful activityand
wherethere are problems, andthe problems
ariseforallmannerofreasons. Studentsare
lookingatthe course as participants, theyare
addressing notonly the subjectarea, butthe
structureinwhich thatsubjectareais present-
ed. They willdemonstrate effective learning
with greatinnocence andwholeheartedness;
andtheywill, intheirnotes and reflections, tell
youexactlywhytheydidn'tlike ateachingpro-
gramme orwhytheyfailedtolearn. Again, it
canbeassimpleas theroomissostuffy |
can'tstayawake’,anditcanbefarmore com-
plicated, reflectingcomplex relationships be-
tweendifferentelementsinacourse which
onlythe students’ experiential testing has un-
covered. Studentsare responsive, and here
weneedtobe particularly attentive; theyare
notjustpassivereceivers, theyarealso
proactive; theywillfind ways, they will attempt
newroutes. Theywillsuggestothersolutions,
and allthe time this willbe tothemselves, not
tothetutor. Thetutorneedssimplytopayat-
tention. This has ramifications forfuture plan-
ningand course contentandstructure. The
journal demonstrates thatthe studentis not
justABorCbutalso XY andZ, thattheycan
workindependently, andtogether, inways
thatthetutorneverconsidered. Thatmeans,
forthe future, courses and programmes with
methods of learningandassessmentasyet
inconceivable. Thereis potential emerging
which hastobe reckonedwith, andwhy? be-
cause Tthejournalallows more ofthe stu-
dentstobevisible. Thejournalmay confirm
ourexpectationsbutitalsoexposesusto
whatwe didn’tknow. Inadmitting our own his-
tory:inadmittingthatwe cangotothejournal
tolearnaswellastoteach, we are admitting
whole new areas of educational possibility
andthatis because weare providingthe stu-
dentwiththe spaceinwhichtoemergeasan
activecomponentinthe equation. Inthe jour-
nalthe studenthasfoundaplacetobe more of
anindividualinrelationtotheirstudy, asa
result, the journal alsodemonstratesthe indi-
viduality oflearningand QED, the strengths
andlimitations ofthe learning environment.
Withincreasingnumbers and modularisa-
tionthe journal offersthe studentapersonal
space,asafeareainwhichtoworkwhich has
nodemarcation linesandnoprescriptions, it
offerscontinuity anda physical reality, itis
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groundwhichthetutorandstudentcanshare,
whichisilluminatingtothe teacherbutwhich
howeverremains student-centred. Itisa
space which offers experimentation and the
converging of often very disparate elements
togetherinanewsolution. Itallows the sepa-
rate educational experiences withinthe mod-
ular processtocometogetherandinfluence
eachother.

Itisasmallsteptotake fromthe potential
space ofthejournaltothe largerspace of po-
tentialinteractioninthe student's relationto
the peergroup, the modularenvironmentand
totheworldbeyond. Yetthe enmeshing
process ofthe journalin which specialist
boundaries arefirstbrokenandthenreconsti-
tutedinanewrelationshipleads naturallyto
extension beyondthe empirical boundaries
and constraints of existing pedagogy. The art
studentiscreative, butthatcreativity requires
acontext,anditneedstobetested againstthe
same creativeforcesinsociety atlarge. This
is experimental ground: ittestsreceived
wisdomand refutesdogmatism. Quraimas
teachersshouldbeto make newspacesin
which students canoperate andto empower
themtodosoeffectively.

Asearlyas 1987, the Residencies pro-
gramme was instigated by the course tutor
GeoffBrunell,ithasbeenanimportantpartof
the student's experience since thattimeand
remainsin the forefrontofthis development of
enlargingthe student’sinteractive space.
Furtherinitiatives have emerged which have
setouttotestexisting notions ofteachingand
learningwiththe emphasis beingincreasingly
placed uponthestudent’s owninitiative: the
student's own opportunity to claim authorship
and demonstrate theirown position. Insuch
situations the student’screativityistested
beyondthe confines of existingpedagogy: the

experimentaljournal spaceis extendedinto
the social space; with allits concomitantrisk of
failure. The studentbrings everythingtobear
inanew configurationandthatfrequently, in-
creasingly, involves anembodimentbeyond
thatbetweenthe student, ideas andprocess,
itinvolvesthe addition ofthe social body inthe
student’s creative equation. Itis experimental
learning withinthe social fabric. Empowering
the studentinthiswayleadstoadifferentrole
forthetutor:itinvolves oneinwhichthetutor's
letting gotakesthe place of the student's earli-
erdependence. Besidesthe normalteaching
andlearninginterchange betweentutorand
student, the essential rolewhichremainsisin
creatinganappropriate andflexible support
systeminwhichthelearningis notone-sided,

education: thoughtup by students, organised
by students and withthe articles written by
them.

Hermes, the God of Boundaries, isalsoa
tricksterfigure, thereisriskinthe dissolving of
boundaries, butthe students are everyinstitu-
tion'sresource: itwouldbe apityifundermod-
ularisation, inthe name of choice, everyindi-
vidual became a productofasysteminwhich
choice was everywhere and opportunity
nowhere. The studentis notsimplytobethe
effectofaneducational process, butshould
be affective withinit.

The potential space, whetheritis the jour-
nalorsomeotherlargerenterprise, isthe
place, wherefirstexperimentandthen
change cantake place.|amreminded of this
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forinreaching outside the normal parameters
of pedagogy, itis notjustthe studentwho
learns. Thisalsoinvolvestheindividual stu-
dent'srelationshiptothe peergroup. Inrecent
years students have notonly gone beyondthe
confinesof studiopracticeinanextensionto
theircreative learning, they have alsoin-
creasingly lookedtoeachother. Thismaybea
natural developmentstemming fromthefirst
anditcanbefacilitated. Collaborative work
and peergroupdiscussionallows the modular
systemtoretainhumanproportions. A proc-
toringsysteminwhich eachfirstyearstudent
issupported by asecondorthirdyearstudent
willbenefitallstudentsinvolvedandleadto
newteachingandlearningsituations which
may notbetutorled. Itdevelopsfurther, acon-
tinuity within the modular structure which, like
thejournal, both supports the studentand
offersthem safe passage fromone pointinthe
coursetoanother. Collaborative work over
thelastfewyearshascentred onalargerin-
volvementwithcommunity. Initiatives devel-
opedby students orby collaboration between
students and staff has seentheflourishingofa
numberofsuc-
cessfulenterpris-
es, including, at
present,arela-
tionshipbetween
TheGillGalleryin
Newhamandthe
University. Inter-
active exhibitions,
whichinclude
workshops specif-
icallyaimedatan
involvementwith
the public, extend
the student’s
learningspace
andempowersthe
studenttobecome
responsiblefor,
andresponsive to,awhole newsetof criteria.
Anynumberoftheoreticalassumptions
become the subjectof experientialtesting. In
the recent‘Shell Suits’ exhibition, students
workingwith localschoolchildrenallweekon
the Swimming Mural [the Gill Gallery is part of
Newham Leisure Centre] gavethe studentsa
renewed appreciation of children’s creativity
andthevalue of patience, concentrationand
skill.

One mature studentcommentedthatpart
of hislearningwas infindingthe appropriate
language and objectivestoengage his group;
“first, gettingontotheirlevel; afterthat, itwas
easy”. Hewasbeingmodest:itwasnot‘easy’
toengageagroup oftentoelevenyear-olds
who hadjustcome outofthe swimming pool,
inacommon objective, workingas ateamand
producingartworktheywereall proudof. For
the childrenand students, the mostrecent
satisfactionwasthe preview eveningwhen
the muralists showedtheirparentsthe work
they haddone, complete with signatures, dis-
playedinapublicplace.

Inthe monthstocome, projects with
Newham Education ArtCentre, Free Form
Arts Trustand Perpetual Beauty Carnival
Clubwill offerfurtherlearning spaces forstu-
dentsinwhich pedagogic parametersare ex-
tended andre-drawn by the creative permuta-
tions whichthe studentandsituation will pro-
videtogether. Likethe privateinitiatives of the
journal, the atmosphere of enterprise leads
staffand students toview themselvesdiffer-
ently. invite a studentto make a presentation
based ontheirjournal activity to agroup of
tutors atastaffdevelopmentdayandasubtle
butirrevocable shifthas beenmadein how
thatrelationshipisviewed. The mostcurrent
exampleisthesettingup of anewspaper
whichwill deal with criticaldebateinartandart
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byone ofthe clearpointerswhichfirstyear
students were giving stafffromtheirjournal
work. This wasthe frequently voiced anxiety
overdrawingandthelack of drawingskillsand
the confusion, expressed by many students,
aboutthis. Theyregardedthelack of struc-
tureddrawing classes as perplexing: where
werethelifemodels? where wasthe pro-
gramme of regulardrawing fromthe model?
Thead hocavailability of the model was not
whattheywereafter, they wantedstructure
andtheywantedregulartuition. Theirdesire
forstructured researchinthisareawasbased
onanassessmentoftheirownneeds.In
givingthem choice we had notgiventhem op-
portunity. The choice hadbeenours. Ignorant
oftheinfluence of post-warabstraction on stu-
dents’prioritiesinthe 1960sand 1970s, these
students, asaresultoftheirown life experi-
enceandtheinfluence of post-modernistfigu-
ration, were askingforopportunitiesin which
tolearntodraw, and ratherlike thelittle boy
andthe emperor'ssuitofclothes, wondered
whythese were notthere.

This example should remind us thatstu-

Andrea Duncan A Littie Death at Neml. From a photographic narrative.

dentsrenewthe educational systembythe
changing circumstances whichhave acted
uponthem:

Inthe example givenabove, the circum-
stances ofthe 1960s and’70s havelittle rele-
vance forthe studententeringartschool now.
Inthe demanding educationalsituation, the
mostpainfulthingforstudentsto acknowl-
edgeisthatoften, inorderforlearningtotake
place, something previously held close hasto
be givenup: youcannotcross the riverwithout
givingupthebank. Asteachers, involvedinan
educational process, itis perhaps salutary for
ustorememberthatno system, however
seemingly neutrally constructed, iseveren-
tirely free of oursignature uponit. The system
whichdelivers education mustbe sufficiently
flexibletocontainanelementofitsownlearn-
ing, inthisway the educational structure
growsandchanges withthe educational ex-
perienceandis notjustourprescription. ®

AndreaDuncan teachesinthe Visual
Theories and Fine Artdepartmentsofthe
University of East London. Sheisengagedon
researchintothe relationship oftheory and
practicewithincourse structure, the rela-
tionship between creativity andthe Selfand
ininitiativesforchangewithinarteducation.
She hasrecently completedareportonthis
researchtotheuniversity.
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‘Shell Suits’ aninteractive exhibition atthe Gill
Gallery, NewhamLeisure Centre, March/April
1993. Co-ordinators, FionaCarsonand Andrea
Duncan, University of EastLondon. Educational
Arts Centre initiatives with Newham Education Art
Centre, Free Form Art Trust, Perpetual Beauty
Carnival Trust. Projectleader, Geoff Brunell.
University of EastLondon.
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“WF e couldneverdothisatthe Tate
Gallery”,amemberofthe Education
Departmentofthatinstitution saidtomeatthe
private view lastNovember ofthe Central St
Martin's studentexhibition Upin Arms. But
they alsowouldn't, becauseitis notthe remit
ofthe nationalmuseums andgalleries, of
whichthe Imperial WarMuseumisone, toact
asashowcase forcurrentstudentwork. That
functionis properly carried outby severalart
spacesinLondon, includingthecolleges
themselves.

Thefactthatmuseumsandgalleries
provide avisualresource and sometimes

researchfacilities forartstudents, as we dofor

students of otherdisciplines, does notoblige
ustoexhibitthe results oftheirartpractice any
more thanwe are obligedto publishsome-
one's PhDthesisbecauseithappenstobe
basedonresearchinourarchives.

However, giventheimportance whichthe
Departmentof Art places onthe exhibition
andacquisition of newworkconcernedwith
theissue of warinthe twentieth century, we

After Up

W heannualvisitsundertakenbyfirstyear
studentsfromthe Fine Art Printmaking & Photo
mediacourseatCentral StMartinstothe
Imperial WarMuseumwerenever, or rarely, a
pleasure. Formanystudentsthefirstreaction
tosuchaninstitutionwasnegative. Forsome it
wasmore thanthat, closertoanger. Whenthe
opportunity arose toexhibitinthe museum
somerefusedtoparticipate asamatterofprin-
ciple. Others sawapossibility tomake publica
responsetothe museumandits subjectofwar
inourcentury, many agreeingwith lan Hunter,
thethen Dean of Fine Artat Central/StMartins,
that'lgnorance of ourhistoryisthe dangernot
theknowledge ofit. Indeed, questioning
whetherornotthe museumwaspresentingan
objective history formedthe substance ofthe
workofanumberofexhibitors.
Theresultingexhibition‘Upin Arms’ proved
tobealessoninaccommodating the work of
the studentstothe needs and expectations of
the museumasaninstitution. Foranumberof
studentsthis wastheirfirstcontactwiththe
concermns, bureaucratic, practicalandpolitical,
ofalarge publicorganisationwhichwasshow-
ingtheirwork. Restrictions were place onsome
workintendedforthe exhibition. Forsome
therewassense ofanecessarycompromisein
exchangeforthe opportunity toexhibit.
Coincidingwith ‘Upin Arms'anumberof
students organised and rantwo one-day work-

in Arms(intro)

are more thanusually interestedinthe way
thatthe subject of warand the Museumandits
collections feed backintoartistic practice.
Furthermore, nothaving the status ofthe Tate
Galleryasthe national collection of modern
art, wecan affordtotake arisknowandagain,
like getting down off our pedestaland getting
involved with a box of unexplodedfireworks,
i.e.artstudents. Michael Peelhasbeen send-
ing his students here fortenyearssoit
seemedagoodideatorecognisethis consis-
tency withan exhibition.

The studentsonthe Fine Artand Print-
makingcourse atCentral/St. Martins are sent
tothe Museum on aprojectsotheydonot
come entirely oftheirown accord. Some will
be surprisedand may discoveraninterest
theydidnotalready have; somewillhate the
placeandnevercomeback. Thatisinevitable
inamuseumdevotedtoaparticularly contro-
versialsubject-warinthe twentieth century.
Whatactually happenedwasthatsome
twenty students submitted work for selection
ofwhom 16 were chosen;inseveralcasesthe
workwasinprogressorintheformofa
proposalwhichwe hadtotake ontrust, but
nobody letusdown. The bestwork | think dealt

withthe body and sexual politics or
metaphors.
Theexhibitionwasalessoningiveand
takeforboth the studentsandthe Museum, as
Mike Peeland| knewitwouldbe. The
students experiencedthe benefitsand
restraints of showingtheirworkina public
space; benefitsinthe form of professional
presentationand exposure toawiderpublic;
restraintsinthatthere wasalimittothe
Museum’stolerance of criticism. British
museums have sofarnotshownthemselves
willingto permitartisticinterventionsin their
spaces, nordotheywelcome play withor
inversions oftheirideology. Peter Greenaway
hascuratedanexhibitioninthe Louvreand
Joseph Kosuth hasliterally transformedart
galleriesin Germany andthe United States.
Artistsdon’t mess withinstitutions here.
Iregard Upin Armsasalearningexperi-
ence;itopenedmy eyestothe variedways
thatyoungpeoplereactio the Museum; it
stretchedmytolerance (agoodthingasone
getsolder) butaboveall I really enjoyedthe
contactwith freshminds. ®
Angela Waite is Keeperofthe Department
ofArtatthe Imperial War Museum.
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B orapproximately 10years studentsfrom
the Fine Art Printmaking course atthe Central
School of Artand Design and more recently
fromthe merged Central/St Martins College
of Artand Design, Fine Art Printmakingand
Photo-mediacourse, have beenencouraged
tovisitand use source material fromthe
Imperial WarMuseumas partoftheirfirstyear
BA.(Hons)course.
Theinitialaimhasbeentodevelopthe
students ability to research, document, react
to, and generate work fromthe richand varied
objects, artefacts, archive material eic
encounteredinthe museum. Whileitis possi-

. bletoapproachanumberof museumsor

|

1)
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galleriesinthisway, the keytothe success of
this particularmuseum asasource ofinspira-
tion, isthe fundamental content of the mater-
ialheldhere... War. Some studentshave
approachedthe contentwithambivalence,
examining objectsfor formalappearances,
mosthavebeendrawntotheissuesraised,
both emotionally and politically whilst others

have actedwith absolute rage atthe futility of
warandthe very notion thatthe museum
should seemingly actto sustain orcommem-
orate thewars ofthis century.

Forsome ofthe students, and artists
exhibitingheretheinitialexperience has
provedtobethe basis ofa continuing enquiry
intoquestionsandissuescentredaroundthe
practice of makingart, the function ofartand
the exploration of form, contentand context.

The processesusedinclude examples of
traditional printmaking techniques, suchas
reliefprinting, etching, lithography, screen-
printing etc. aswell as photographic tech-
niques, computergeneratedimages, Xerox
andmany examples of cross-mediawork.

Theworkincludedinthe exhibition repre-
sentscurrentas well as past students of
Central/SaintMartins who are now continu-
ingtodeveloptheirpractice as artists. ®

Michael Peel Senior Lecturer Fine Art-
Printmakingat Central/St Martins(L.I)

P =——

shopsforlocalschoolchildren. These were
intendedto give thechildrentheirown opportu-
nity torespondtothemuseum, whichstandsas
aloomingpresenceinthatpartofSouth
London. These workshops were educational
forthe organising students, whoneededtofind
awayof makingitpossibleforthe childrento
developtheirresponsesintheshorttime avail-
able.

Thosewhotookpartinthe exhibitionand
associated events acknowledge the efforts
madeonourbehalfby AngelaWeight, Keeper
of Artatthe Imperial WarMuseum, Judith
Glass, co-ordinatorof ‘Upin Arms', Robin
Hamilton ofthe DepartmentofArtatthe
museum, Mike Peel, seniorlectureronthe
CourseatCentral/StMartinsandtoallthosein
the Artand Educationdepartments ofthe
museumwhodemonstratedsupportand
enthusiasmandoccasionallyshareinthe
disappointments.

‘UpinArms'may bethelasttemporary exhi-
bition ofthe contemporary artatthe Imperial
WarMuseum, withthe space available re-allo-
catedtowellfinancedtemporary historical

displays. The collaborationbetweenCentral St | |
. Distributionand consumptionarethe path-
|', waysthatleadfromthe raw materials of mind

Martins, its publicand ourselves—the partici-
patingstudents, couldhave beenanexample
ofthe potentialinfurther, similarassociations,
butitmayturnouttohavebeenanisolated
event, withoutsuccessors. &

[ERRITORIAL ARMY MEDICS WERE STRIKING
MISERS MY FATHER ALWAYS SALD 11y
WANTED TO BE CREMATED INTHE FIRST W AR
IF JUMPED INTO A SHELL HOLE AND INTO A
GERMAN HE'D BEEN DEAD 2 WEEKS WAR Was
ONE OF THOSE THINGS THAT ADULTS DID
WHEN MY FATHER WAS KILLED | WAS 8 [ WAS

TOLD TO STAND TO ATTENTIC
EMOTION ONCE IN THE

SOLDIER SHOW

N LIXE A LITTLE

BLACKOUT DURING A RAID | HEARD THE
SOUND OF A DOG FOLLOWING ME | COULDN'T
SEE IT BUT 1 COULD HEAR IT WHEN WE WERE
MARRIED WE ARRIVED AT THE CHURCH AS A

RAIN ATAIY T RAIMUW OTAR IV w0 o

F “heprimeroleofthe Imperial War Museum
is educational.
Theytrytotelliswe'retooyoungtooyoungto
reallybeinlovetheysaythatlove'saworda
wordwe've only heardbutcan’tbegintoknow
themeaningofandyetwe're nottooyoungto
knowthislove willlastthough years may
comeandgoandthen some day they may
recallwe were nottooyoungatallwhatis your
experience of war?

The Imperial War Museum: partofyour family’s
history.

Doyou believe thatthe lives of future genera-
tionswillbe affectedbywar? Iremember
hearingthe scrapingoftin hats againstbrick
wallsmostUN Peacekeepers are pro-pales-
tininanthe PLO campin Beirutwas
surroundedby christian troops nothing could
goinorcome outonedaythe PLO runoutof
ammunitionand are defenceless but‘by acci-
dent'anammunitiontruck getsthroughthe
linesthenallcan continuefightingin 1985-86
christianand muslim forces stole the entire
petrolexport stock solditbacktoforeign
buyersandsplitthe profit 50-50 when the
United States entered Beirutin 1982they
fired ashellevery 50 minutes from from off-
shorewarshipsintothe cityasaway ofkeep-
ingorderthe warlordstellthemitis OKtofire
the shells butbe carefuldon’thitthe hills
wheretherich people live the Americans
missed the cityand hitthe hillsand 200
marinesdieinacar-bombattack canindividu-
alsaffectwhetherornotwarsbegin?
Thelarge exhibits areintendedto beseenina
depersonalisedspace.
IhadmalariainLibyalwas giddyandbreak-
ingdown andcryingonthe boathomethe
nervous and psychriatric cases were sent
withthe homosexuals dischargedwhen
bombardmentovercametheirresistanceit
wastreated mutually as ajoke many did not
doenoughwarwas nottreated seriously at
homethe Britisharmy is unnecessarily brutal-
isingthe bestterritorialarmy medics were
strikingminers my fatheralwayssaid he
wantedtobe crematedinthefirstwarhe
jumpedintoashellholeandintoa German
he'dbeendead2weekswarwasoneofthose
thingsthatadults did whenmy fatherwas
killedlwas 8 1wastoldto standtoattention like
alittle soldier shownoemotiononceinthe
blackoutduringaraid |heardthe soundofa

dogfollowingme | couldn'tseeitbutl could
hearitwhenwe were marriedwearrivedatthe
church asaraidbeganwedidn’tstopandas
we came outwe heardthe all-clearthenwe
drovethroughthree streets of flattened
houses | heard nothing from my husbandfor
three monthsthen I receivedapackage of
waterloggedmailalltheink hadrunhewas
waiting forD-Day when his fatherdied and
afteracompassionate leave foundthathis
unithad leftforNormandy he always said my
fatherdiedinstead of me he doesn’'twantto
talkthe displays shook himuptoomuch|
couldn’tseeitbutlcould hearit.

Corporate Hospitality: The museumis available
forhirefordinners, dances, lunches and meet-
ings.

Graveswere openedbythe bombsthey
wouldbereburiedatnight|sawthe under-
ground hospitalinJerseyits walls are made of
Russianprisonersinthelavatoriesonthe
walls were the names ofthe womenwho had
gonewiththe Germansthere wasnofoodand
muchstarvationthe Americanswere segre-
gated by race differenttables different
suppliesless bedding he sentme perfume
from Paris when a factory was hitthey just
concretedthe bodies overmyhusbandhad
amnesiathemanhadbeenaprisonerinthe
fareasthe would noteatthey hadtoputhis
foodinacleandustbinand he wouldcome up
furtivelyandeatit

Experiencewhatitfeltliketo wearasteel helmet.
| have asense ofinvolvementmy wholelife
leading uptosome meaningful purpose my
mindisclearmy opinionsresolved|forget
aboutmy family | don’tthink aboutwhatmy
wife would bethinking | feel alive really alive
andafterwardsyoufeeldeflated.
Itisyourstorytoo,whateveryourage, countryor
creed. Learn fromil.
Forsevendays|wastrappedinthedesertat
nightthe wild dogs came and by day extreme
heatlhadnofoodandthe dogsbecame
bolderlater|sawvisions | donot remember
beingrescuedafterthe monsoon the salt
risesoutofthe sandandthelightisblinding. ®

Peter Dukes: ‘Common Cause?’
video/photography . Extracts from Imperial
War Museum statements and information.
Interviews collected from visitors to the
museum inJuly and September [992.

Georgé Thomas

‘| W hemicrochipisthe cosmic metaphorfor
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| happinessproducedandreproducedina

|[ united system of consumption. Experience

andknowleded of reality are processedina

| trueuniversallifestyle thatburiesfundamen-

i. tal, earthly reality beneath the social functions
'. of plasticsurvival. Where adeferral of time,

| wedgedbetweenthe encoded/decodedsign

incommunicationtherelooms exploitationin
| theMedia;the Worldispresentedas Ideology
and oursurvivalisadvertised asatake-away
service.
Inourspace-age of satellite communica-

i
(, tion, does Ronald McDonald liveinthe outer
I

limits oftime?

| and matter, mappedoutbythe Capitalist
State, governingthe means of communica-
tionand production-censoring, withthe ability

| toputinformation onpermanentthaw, using

ideology thatinflates ordeflatesinfluence
overourobservation. Theimmense power of
radarandsatelliteare harnessedand
employedto capture Unidentified Flying
Objectsmovements. Asystemconfiningand
labellingthe alienimmediately decodingand
devaluingits obscurity, soas todiffuse sensa-
tionexcitationand questionfromthe ‘ordinary
consumer'. Realityis conveyedthroughabox
24 hours, incomparison, is continualfire.
Technology hastherole of blanketingthe

N/l odelofanair

foodshortages.®

1: Thatwonderful seed way downinthe

6 Budfromthe plant—‘Upin Arms’ marked
theend of temporary artexhibitions at
thelmperial WarMuseum. There were

Barnaby Richardson

raidinLondon 1940, people, NFS Patrol, Polaris A3 Missile, the manwith the army
uniform, trench, the trench and naked picture, tank, rations, Italian human torpedo, Emperor Franz Josef
1848-1916, food shortages, recycle, wars, the guns, | like the cave becauseit'sscary, the model of the
bombingandthe bigbombedchurch, the bustrench, waraeroplane, blitzroom, mybus, Andersonshelter, |
likethe biggun, warbombs, model of ascene afteranairraid on Londoncirca 1940, | did notliketobe
aroundwhenthe warwas around, itwas good, recycling, | liked the bitaboutthe model boat, periscope,
bus, gunshat, dying, | like the big gun, my bestthingwasthe blitzdiorama andthe ‘B'type bus, creations,
bayonet, bombs, ladies, the shelter, the guns, llikeit, llike the teachers, dead.

Children'schosenthingsinside permitage 9-11. Compiled during a series of workshops.

Oneday Wayne wentto Shepherds BushMarketand he sawanakedlady runningdowntheroad.
Suddenlya bomb dropped and they saw adyingmanwho dropped hisdead bacon. Everybody thoughtit
was scary whentheblitzstarted, people intrenches were queuing up fortheirfood. Everyone suffered from

ground— Theincreaseinnumber
Thebigguns stoppedbytheircrested The Imperial WarMuseum
emblemsfacethecity, whosewealthand The Government
contentmentisbuiltuponthesameguns. Thehealth service

The endotthe financial year
The Director General
Theinterestingthingaboutitis...

flames of countlessconflictsleavingdense
smokescreens; aforcefieldaround space-
time, creating the absolute fake of freedom:
ourpresentslice oftime.

Mythological UFOs provideasound *
excuseforventure/adventureinspacetime.
Considerthetrophy of cosmic-colonialism,
pushing‘man’s’ desiretoconquerthe mater-
ialbondsthattie ustoearth, ejectingthe
celestialmasters of science overthe thresh-
old of cosmic pollution; establishingthe free-
space-market, offeringindividual choiceona
mass scale. Trans-national, trans-planetary,
trans-communications systemsrelaying
noughtsandcrosses, codedforthe frequen-
ciesofcosmic consumerism. Trappedintheir
livingrooms, earthbound, film footage and
Mediaarchivesare employedtoentertainthe
masseswatchingthe ‘Battle ofthe Titans’, the
conflictbetween capitalismandthe Third
World.

Traces ofanother ‘world’liesbeyondthe
limits of fundamental survival, scienceisa
disarray of confusion.

Mythological, UFOsexisttojustify the
State Minority tunnelling, gasping atthe invit-
inglight. Ourmediaiconthreatenstomeltthe
consumerintoanemptylifeifitdoes notabide
bythelaw of opposites —black/white,
rich/poor, young/old, war/peace,
male/female—adiscourse of binary opposi-
tionand computation. Realmen’sdestinies
are seated highand mighty onthe phallic shaft
oflifestyle out ofthisworld—towalk onthe
earth, towalkon the moon, toflyinthe sky, to
flyinspace—whoshouldwonderatthemanin
the ‘silversuit'? Heis godin the voice of
cosmic-colonialism, godinthe voice of micro-
chiptechnologiesand godinthevoice ofthe
state.

Theairis scented with opportunities, the
one offbargain to shuttle offtothe universe
andby godforasmallfee. Directed, the -

PERMIT

YOUR COLOUR

BLUE GREEN

Example of group generated narrative using group permits.

Thefinancialtarget

Thegoodsthey promise
ThelWMisallabout...
Thefreedomatthe pointoldelivery...
Thetellingof childbirth
Theexhibition—the exhibition

2:Footfromtheseed- Themore elderly peoplelivinglonger TheParty
A prestigious and popularexhibition Theministers Theunemployed backtowork
space, raisingquestionsofsize, power, The pre-election period TheParty ... Party*"******
contentandstance. TheParty The historic party

3: Shootfromthe root— Theclaims The Welsh and Scottish Nationalist
Wherewasthefirebomb? “CanMrs Thecostofthecountry Party
Jonesgototheblitzexperience?” Thefactol thematteris. .. Theelection

4:Leaffromtheshoot— Thefigures Thechairmanof the Police Federation
Successful sponsorship, managerial Thevoters Theopinionpolls
censorship, (domesticorfeminine)anda The viewers Theopiumwholes
veneerof comradeship (team photos— Thepresentsituation Theinnocentmortals downnear
thelot). Thewaiting Paddington

5:Plantfromthe leaf— Thetinkeringaround The Shadow Chancellorofthe
Kidsfrom Lambethand Southwark have Theproposal Exchequer
whatusedtobe Bethlem Mental hospital The onlyway The Toriesdon'tcare
(Bedlam) loomingoverthemasthey The Imperial WarMuseum The economy they choose torun
growup. Thecharge The City of London

Theinnercityarea
Theminister'smanufacturingunem-
ploymentstatistics

accusationsoffoulplay, peoplewere Themanifesto commitment Thestagnantpoop
called liars, Thecostofdrugs Theoveralltotal
The history ol display changes Thepartol honesty andtruth

7:Flowerfromthebud— Theriskiswe dogetprivatisationalithe Thethought police

Theprivatisation of discrimination. .. way Thebattlebus

Theresources Thegoods they promise Theleelingisredundant

Thefuture The paricularissue The Wicked Old Witcholthe

The politicians The private sectorhasnotpaiditsway WestillitnnmuunniiArghghghghghgha

The Govemment Theoldmanseendancing overthe park hgh

TheNorth-West atmidnightwithakitchenknife Barnaby Richardson
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Myth and Micro chip technologies

consumerispressedintothe systemtolive
outthetangible reality throughawindow of
dreams, amonitorforlife. The look, the gaze
becomesaninvitationtoparticipatein
passive passion, to ‘satisfy yourdesire’ by
supportingthe exploits of greed. Healthand
happinessexistinthe picture beyondthe

visual plane scanned by thezoomlens, mask- |

ingthefraud of ‘nature’. We are coaxed “geta
hold ofthe real worldandtake the driving seat

ofyourlife.”“Yes, intoyour Dinky Toy—whose |

exteriorechoesthe glimmerof military pris-
tine-cruise overto Ronald's trans-national
corporation. fillthe nextpiec of puzzle your-
self, there are nofool proof methods! Buy your
happiness, build yourown family anddeco-
rate yourenvironmentwith waste andfumes!
Beaconsumerand gotothestars!" @

George Thomas This textwas adaptedfrom
writings andnotes made in August 1990.
precedingthe events andaftermath ofthe
GulfWarJanuary 1991.

Samjem -

B mmsidethe Imperial WarMuseum | felt
likeanineyearoldboy on hisbirthdaywho
hadbeentakentoHamleys Toy Store witha
freerunonhisrichparent's Goldcard. | asked
myself‘...Whatwould be more appealingtoa
child, Hamleys orthe Imperial War Museum?’
My question wasanswered within thefirstfive
minutes of thefirstchildren’sworkshopatthe
Museum: Hamleysdidn'thaveachance! The
Imperial WarMuseumisanineyearolds
paradise, the ultimate in glorified toy shops.
Oneboyasked ‘Whendowe gettoplayon
thetanks?' Unfortunately for him, asnotices
gently reminded us notto Touchorclimbon
anyoftheexhibits’. Aswe know, though,
tellingachildnotto dosomethingisliketelling
afishnottoswim. We walkedthroughthe
‘Trophy'cases ofthe Firstand Second World
Warsandpast‘Operation Jericho'—asimula-
tionof“adaringairraid over France duringthe

!

| nordidlhavethemuseuminmindyet, asmy,

i

Etched in steel

N/ y workinthe Imperial WarMuseum
was notmade specifically for the exhibition,

work deals with some commonissuesitwas
goodtohaveitinthis context. The work was
made up of sixseparate pieces, akind of
cycle, the lastwascensored by the directorof
themuseum,asbeingtoo offensive. Itbaffles
mewhy the museum with the sole preoccu-
pationwithwar, andtherefore death, would
censorapiece ofartthatwas about mortality.
Themuseum, to me, isamonolith dedicated
togenocide. Thereisvery little ornomorality,
soitmakes nodistinctionbetween one death
andfive milliondeaths. Asbasicallyaninsti-
tute ofeducation shouldn’titpossess some
morality foroursociety? Orare we justto
wanderaroundandadmire the workmanship
and pretty uniforms they usedtowear? Over
theintercomwe hearthatthe blitzexperience
isintenminutesandthe heroicairraid of blah
blahblahisimmanentdown stairs. A sterile
tone thatreminds of Big Brother, whateverit
is, itwill be glorious! Disclosure of informa-
tion, censored artstudents, where doesit
stop? Artthatdeals withwarand/ordeath
mustbe hardand punchyouinthefacetojolt
youintoawareness. Inthisrespectlcan't
pretendthat!didn’tmean myworktobe offen-
sive, yetpeople should gobeyond and ques-
tiontheiroffence and primarily think: |
thoughtaboutit, soshouldyou. We always
speakofartist'sobligations, butsurely so
musttheviewer, forthe viewercannotbe
passive. Unlike the utilitarian exhibits of war,
the artwork haspassedthroughahuman
experience, anessential exhibit. lttherefore
requires thoughttounderstand meaningand
intent. People findartlanguage threateningif
they have little knowledge of it, yet, success-
fulartisbasically intuitive aswell asintellec-
tual. The museum's exhibitsdon’trequire the
viewertothink, everythingis statisticsand
documentary factwhichyoucantakeorleave
butalwaysbe passive. Factsareeasyto
consume andwhocandisputethem? They
propose history, rathertheirstory. lamglad
themuseum existsasitisabhorrent,
although lamslightly disheartenedbythe
generallethargy ofthe publictorealise
exactlywhatthemuseumis. It'sagreatday
outforthe whole family! ®

Damon Summersgill

SecondWorld War, whenanotherchildasked
me ‘Whencanwe goontheride?' and ‘How
muchdoesitcosttogoonit?’ Anotherasked
‘Whichisthe bestbomb?’ unaware ofthe
irony of his question | told himitdepended
uponwhathemeantby ‘best’. Realisinglwas
obviously beingcryptic, | told himthatinterms
ofdestructionandwarthe ‘best'isalwaysthe
‘worst’! Of course he simply frowned,
shrugged hisshouldersandwentofftolook at
thetanksandaeroplanes: ...theinnocence of
youth. Ithenasked them, whilststandingbya
portraitof Hitler, ifthey could tellme hisfirst
name, none ofthemhadaclue—solthen
askedthemiftheycouldtellme
‘MacDonald's' firstname—‘Ronald' they all
shouted‘RonaldMacDonald'. ®

John Baptiste presentlyworking onaplace-
mentwithAmnesty International
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Damon Summersgill
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John Baptiste
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L.eon Kuhn

~W hestereotypedrole ofthe political
cartoon hasbecome ossifiedandthis has
emasculatedits potentialuse asa progres-
sive force. Cartoonists have participatedin
theirown emasculation; they have
succumbedtothe pressures of consumerism
to provide quick space-fillers whichmeetthe
demandforup-to-the-minute topicality. They
arereactive asopposedtoactive, forwhere
the reporterdeterminesthe news, the
cartoonistmerelyillustratesitin orderto

entertain. Aslongascartoonists do notallow -

themselvestobetaken seriously theirwork
willalwaysbe expendable. Solongasthe
political cartoonis deprived of its potential to
informand pose alternatives; solongasitis
usedmerelytoamuse andentertain, thenthe
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fieldisleftwide
opentothe
‘Jaks’of this
world—those
whoareadept
atraisinga
laugh, attrivial-
isingissues,
andusing
cartoonsto
appealto
emotions with-
outsupportof
facts—omitting
argumentsand
frequently
attaching
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conclusionsto
personalities. All
thisservesto
reinforcethe
notionthat
historyonly
movestothe
tune of great
people,andsois
outside ofthe
control of ordi-
nary menand
women...
...Theidea
thathumourcan
educate,can
becomeavehi-
Birminghamoity
counciliorsand
Midland’s MPs:
thatthe monarchy
exhibitionbe
‘banned. Site
‘agentsrepresent-
‘ingthelandowners
“havedemanded
therighttoveto

1

]

‘gallery. Itnowseemsfashionabletodemanda

cleforknowledge, willnodoubtbe trotted out.
Textbooks oncommunication usually recom-
mend humourasadevice forsecuringand
holdingattention. Fromthisitshould follow
thathumourwillhelp anaudience learnmore
sinceattentionandlearningare assumedto
becloselyrelated. Thereis howeverlittle
evidence ofthis relationship, someofitiseven
negative. Humour may work forthe advertiser
whereithasnotbeen foundtowork forthe
political persuader, becausethe former’s
rhetoricaltaskisfarsimpler. Evidence points
tothefactthatonlyinnon-humorous pleasure
ischangeinexistingknowledge orconceptsa
permanentone.

forthcomingexhibitions andhave demandedthe
immediate withdrawal of politicalliterature fromthe

clampdownon controversial exhibitions isa
dangerous development. Ir '
thefullestpossibleexchange ofargu
clashofideas, the propensitytocensorisensuring
thatemotive andcontroversial subjectmatter gets

‘Kuhn'sworkpresentsachallengetothese

trends. ‘Onthe Offensive'isanexhibitionwhich

‘growingcensorial onslaughtonthearts. Both.
‘deservefurthershowings andsupport.

Leon Kuhn has worked continuously for the
Left press since winning the Sunday Observer
National Political Cartoon competition in 1969.
After studying at the Slade School of Art in
1972 he spent four years working and studying
calligraphy in Japan. His cartoons have
appeared in publications from Labour Weekly
to Socialist Worker to New Statesman and News
on Sunday. On winning second prize in the
1993 National Political Cartoon Competition,
organised in conjunction with Private Eye, New
Statesman, Living Marxism and the Angle
Gallery, has provided an opportunity for his
new works to be seen for the first time together
with work from earlier years.

(Text extracted from Leon Kuhn's book The Big Bang for

Bureadcrals’. First published by Buming Issues in 1383,

Ceri Dingle is co-ordinator at The Angle Gallery.
For more information about the Angle Gallery and
exhibitions phone 021 455 9216. , \




