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TUDIES OF WARHOL have symbolically marked him as the apogee of

the disinvestment in signs of the 'virile figure of the subject agent', pre-
empting the post-modern waning of affect. He therefore marks a
paradigmatic shift in the cuftural framing of artistic identity. and in relations
of art, artist, and world. Interpretation of Warhol's matives, and the
contradictions which biographical and critical texts attempt to resolve or
repress, have to deal with the conflation of identity and mask. Problems
arise when Warhol's mask is taken to reveal or conceal his (true) identity.
With such an emphasis on illusion and appearance, | wish to consider that
Warhol's 'hexis', or his deportment or conducting, as well as his
interactions (particularly with his interlocutors) are constitutive of readings
of Warhol's identity. My focus is therefore on Warhol's performativity, and
on the interpretation of his 'playing out' of an image of himself which is
both improvised and negotiated. It is the intersection of Warhol's actiens -
his 'singularities' - and their interrogation by others, and the aporia (the
gap at the centre of Warhol's 'identity') which is subsequently generated,
that constitutes the body of my proposed discussion.

HIS PAPER FOCUSES on the Indian-born British sculptor Anish

Kapoor. It explores the construction of Kapoor as an 'Indian' artist by
critics in the 1980s, and considers his attempts to avoid such biographical
readings of his work. Finally it examines his 1998 one-person exhibition at
the Hayward Gallery. Many early readings of Kapoor's work concentrated
on his Indian background, largely because of his use of pigments and forms
associated with Hinduism. Despite participating in the 1980 group show
'India, Myth and Reality' Kapoor increasingly denied that his cultural
background could be used to position his artwork, in 1989 refusing to
participate in the "The Other Story: Afro-Asian Artists in Post-War Britain'.
The paper argues that increasingly Kapoor aimed to erase his cultural
identity whilst implicitly referring to it. The main body of the paper looks at
the conflict between artistic self-fashioning and critical construction, and
centres on Kapoor's appearance at the 1990 Venice Biennale. Kapoor's
growing interest in the void is explored as a refusal to return the
coloniser's gaze, and indeed an attempt to control and undermine this
gaze, a strategy which culminates in Kapoor's 1998 Hayward exhibition.

HERE ARE A NUMBER OF SUCCESSFUL ARTISTS in Britain in the

[990s who have presented themselves as media celebrities. Damien
Hirst is perhaps the most extreme example in the sense that it is no
longer clear whether he requires the art market to continue his career, or
whether he needs to continue to make things which are sold in galleries.
Hirst, Sarah Lucas, Tracey Emin, Gavin Turk and perhaps Chris Ofili make
work which feeds off and contributes to their media images. Ofili
describes the dung as a 'hook', and what these artists have done is self-
consciously create a brand image for themselves. Such branding has long
been the concern of artists and dealers, of course, but here it has become
the major theme of the work in a manner which holds out the promise of
critique but also finally withholds it. The extent to which these artists are
tied into the fabric of commerce, the deliberate resistance of their work
to "Theory', and the hard, resolutely external identities which their work
constructs, have the potential to challenge common art-historical views of
identity: conventional postmodern and psychoanalytical approaches have
Iittle to say about this work. The work's resistance to such readings has
been motivated in part by institutionalisation of such theory and of art
history itself into art education and art discourse.
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STRAND

MAKING EXHIBITIONS:
MAKING ART HISTORY

Fiona Bradley (Hayward Gallery), Penelope Curtis (Henry Moore Institute),
Sarah Hyde (Courtauld Gallery), Liz Prettejohn (University of Plymouth)

This strand explores issues around exhibitions as major centres of art-
historical discourse. The scope includes exhibitions of contemporary as well
as past art. Issues will include: the role of 'star' curators, critical practices in
exhibition reviewing, collaborations between 'in-house' curators and
academic art historians, and the distinction between collections-based
institutions and exhibitions-oriented ones. The strand will consider both
theoretical and practical issues concerning the interpretation and
organisation of art through exhibitions. The way in which this division is
often mapped cnto the distinction between art historians and curators is
ancther issue which we hope will be considered.
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MAKING EXHIBITIONS

HE ARRIVAL OF MODERN AMERICAN ART in Britain in the late

1950s has been consistently referenced as a significant moment in the
history of art. The Tate Gallery's displays of "Modern Art in the United
States” (1956) and "New American Painting™ (195%9) were instrumental in
producing a partial reassessment of the position of American art.

This introduction of American art has to be placed within a wider debate
that constructed an image of America based on myth rather than
experience. The exhibitions are cited as being influential to a grouping of
“younger generation’ British artists, particularly associated with the R.C.A.
Their use of American abstraction, though, was consistent with rather than
distinct from the consumption of a whole range of visual material taken
from the mass media. The relationship of image to reception will be
explored through writers such as Alloway and Banham and their attempts
to view American art as part of an “anti-elitist” and ‘linear” view of
culture.

The paper will examine the exhibitions of American art in the context not
just of the impact of new art, but as representative of a different culture.
Their position will be considered as part of a complex set of relationships

that are as much about British cultural debates as about the dissemination
of American art.

N WHAT SENSE DOES AN EXHIBITION tzke place! What does its
physical realization matter! Have some exhibitions made a play of such
questions!

This paper considers such questions in terms of "Nine at Leo Castelli’, an
exhibition organized in a warehouse by Robert Morris in 1968. Its
canonical status seems assured. It was widely reviewed at the time of its
appearance, whilst in subsequent accounts big claims are made for it in
terms of the changing condition of modernity, or exhibition space, or both.
Yet it is no easy matter to establish the facts of the exhibition: the
exhibition dates vary in published accounts by up to four months, and
there is similar variation in the names of the participating artists. If this
factual information is obscure, it seems that both Morris and the gallery
also diverted or blocked the usual channels of communication: one
prominent critic complained that he had been advised to stay away, whilst
historians may be frustrated by the absence of records from any archive.

To find such obscurity is curious given that the critical discourse around
the show centres on such highly physical questions as process. One would
think that it was a show that demanded to be experienced. But given that
physical experience is in various ways denied, | propose to discuss the
extent to which "Nine at Leo Castelli” may be seen as a play on the
exhibition form itself: what if any is the evidence for this view, whether it
corresponds to any pre-existing discourse around exhibitions, and what
the implications are for histories of the art of the recent past.

HE COMPLEX PROJECT of re-ordering South African art history

and the gradual process of forming a new, more inclusive and more
truly representative canon of South African art began in the [980s.
Publications and exhibitions, such as "Art from South Africa’” (London
1990) were crucial trajectories in this process. The dramatic change of the
political landscape brought about by the 1994 first General Elections in
South Africa provided a further impetus and highlighted the need for the
closure of gaps and correction of imbalances, the establishment of new
paradigms, new stylistic and thematic taxonomies, and new criteria of
evaluation for art in South Africa.
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In this context the two Johannesburg Biennales - *Africus™ 1995 and
“Trade Routes™ 1997 - were extremely significant events. Both biennales
were major international exhibitions, where a “new South African art” was
shown not only to an international audience but alse - as opposed to
previous overseas exhibitions - to South Africans themselves. Perhaps
more importantly, in both biennales local art was exhibited alongside
works from a wide array of countries in Africa and other parts of the
world, thus placing South African art in a global context and reflecting the
relationship of South African art to the international art scene.

Nevertheless, there are significant differences between the two
Johannesburg Biennales in terms of organisation, curatorship, selection,
modes of display, public reception and in terms of the works of art
themselves, These differences provide valuable insights into the
development of South African art and the ongoing process of the
formation of a new canon and a new identity in post-Apartheid South
Africa. Based on a comparative analysis of the two Johannesburg Biennales
and their public reception this paper seeks to investigate the influence of
these exhibitions on the emerging ‘new South African art” and art history.

ROM MY PERSONAL INVOLVEMENT with both small, focussed
exhibitions and a major block-buster, | would like to explore the issues
involved in presenting the work of a single artist, James McNeill Whistler.

Take three reviews of one exhibition: Richard Cork on |8 October 1994,
under the headline "Float like a butterfly, sting like a bee” saw Whistler, 120
years after the Whistler v. Ruskin trial, as a minor artist who was impudent
enough to attack a major art critic. Attacks on critics instigated then as
now a knee-jerk reaction of denigration of the work of the artist. In
France, Beaux-Arts Magazine in February 1995 announced “Paris dEcouvre
Whistler/le peintre des brouillards de Londres™. The exhibition of
atmospheric Nocturnes by a relatively unknown painter was heralded as a
triumph of French culture. As the creator of one great American icon,
Whistler was welcomed with naive enthusiasm by the Washington Post of
28 May 1995: "Hi, Mom! She's Here for a Visit - and a Whistler
Reappraisal’. Diverse critical reactions in the |990s mirror the responses
to Whistler's exhibitions in the |880s, while the publicity and marketing of
his work by Whistler and his dealers influences and provides interesting
contrasts with contemporary exhibiting patterns.

HIS PAPER SEEKS TO EXAMINE the increasingly popular concept of
“artists' interventions’ in museum collections. It will begin with an
overview of this practice, assessing its potential as a vehicle through which

to open up debates about curatorial practice to wider audiences. It will
also explore the positioning of “artists' interventions” as either a separate
discipline or as part of an integrated practice. In analysing these points, the
paper will consider the following questions: How does the site-specificity
of these projects and the location of the museum object in such particular
contexts affect the construction of art-historical narratives in the gallery?
Ownership/authorship: do “artists' interventions™ allow museums to
relinquish control over the construction of meaning? How does the gallery
space itself provide the environment in which artists can physically engage
with the cultural values such institutions imbue? Or have “artists'
interventions’ become institutionalised?

Using as case studies a series of collaborative projects between the Henry
Moore Institute and Leeds City Art Gallery which relate directly to the
Leeds collection of 20th-century British sculpture, the paper will address
the way in which Leeds has attempted to use "artists’ interventions’ to
create a site of reflexivity.
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In conclusion, the paper will debate whether by encouraging artists to
intervene we are simply creating a hybrid collection of artists' responses
1o objects in our collection, or whether these projects can have an afterlife
other than as temporary engagements with the making of art/gallery
history. Are “artists' interventions” tools by which audiences can make
sense of museum practices or are curators simply being self-indulgent?

PANEL DISCUSSION featuring independent and museums- and

galleries-based curators. Each participant will give a short presentation
of their own curatorial ideals and experience, to be followed by a
discussion of some of the issues raised by the session. Speakers include
Katrina Brown, Dundee Contemporary Art; Lisa Corrin, Serpentine
Gallery; Mark Francis, independent curator and founding director, Andy
Warhol Museum; Martin Caiger Smith, Head of Exhibitions, Hayward
Gallery. The panel will run over two 45-minute sessions but each 45-
minute session will be self-contained and may be attended independently.

HE BRITISH INSTITUTION for Promating the Fine Arts played a

crucial role in the development of British art-historical and
museclogical discourses, a fact often overlooked because of the
institution's failure to survive beyond the |860s.The first British loan
exhibitions of "old master” paintings were held there in 1815-16.The
British Institution also pioneered the notion of “retrospective” exhibitions
of works by deceased British artists, beginning with Reynolds and Hogarth
in 1813-14, and including a remarkable series of shows in the |840s which
seemed to raise Wilkie, Stothard, Callcott and others to the same status of
"British classics™.

Both the “old master” and "British classics™ exhibitions took place in the
summer at the same time as the Royal Academy show, while works by
living British artists were exhibited in the spring. In fact the two summer
categories often overlapped: the boundary between an “old master” and a
recently deceased "British classic’ was deliberately blurred. This was a
cause of resentment for many who felt that the British Institution's
patrician Directors and the exhibitions' Superintendent, William Seguier,
were taking it upon themselves to dictate the parameters not only of art-
histerical canons, but alse of the as yet undefined competence of what
was later to be called a “curator’.

This paper will examine the importance of the British Institution in
defining the role of the loan exhibition in Britain. It will ask how these
early exhibitions may be said to carry meaning. The history of the
reception of, say, Hogarth or early ltalian art cannot be written without
taking seriously the role of the British Institution. Who intended to do
what with these exhibitions! If this question could be properly answered,
the role of the art exhibition would have a fuller history.

HIS PAPER REFLECTS on the experience of a university-based art

historian as guest curator of two exhibitions: “Toil and Plenty: Images
of the Agricuttural Landscape in England. 1780-1890" (1993-4) and "Rustic
Simplicity: Scenes of Cottage Life in Nineteenth-Century British Art’
(1998-9).These were thematic exhibitions with an interdisciplinary focus,
intended initially for a university art gallery (the Djanogly Art Gallery,
University of Nottingham), but also shown at more collections-based
institutions in Britain and the US.A.: the Yale Center for British Art, New
Haven, and Penlee House Gallery and Museum, Penzance.

The exhibitions were designed to appeal both to an academic public and
to a more general one, and to varying groups within each constituency.
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Historians, geographers and English studies specialists, as well as art
historians, contributed to the accompanying symposia and study days;
gallery talks and lectures were organized for adults, events and educational
packs for teachers and schoolchildren. Films were shown and concerts
arranged. In addition, lecturers at Nottingham and Yale made use of the
exhibitions in their undergraduate teaching.

These two exhibitions therefore provided scope for interaction between
academic art history and the wider community. The need to make
exhibitions both didactic and visually appealing, both accessible to the
‘ordinary’ visitor and informative to the specialist, as well as the usual
adjustment of the ideal exhibition to what was possible in practical terms,
necessitated compromise at every stage. This paper argues that such
compromises are essential to the practice of art history, considered as an
educational activity, and that distinctions between the interests of curators

and these of university art historians have been over-emphasized in recent
years.

HE INTERNATIONAL EXHIBITION of Chinese Art, held at the

Royal Academy of Arts from the summer of 1935 to the spring of
1936, was a definitive event for the shaping of western narratives of
Chinese art.This paper will address the tension between, on the one
hand, the objectives of the survey exhibition (expressed in the organisers'
desire "to hold up to the public of the West a many-sided mirror
reflecting from its every surface the brilliance of the creative artistic spirit
of China’), and, on the other, its role in the construction of the Sung
dynasty as the "golden age” of Chinese ceramics. Organised by a
committee of collectors and museum professionals, the exhibition marked
the culmination of several decades of collaboration between private
individuals and public institutions, advancing a taste for pre-Ming ceramic
art. The exhibition was the first major public exhibition in Britain to include
early Chinese ceramics and also the first to provide a genuine survey of
Chinese Art held in this country. At stake in the chronological narrative
articulated through the exhibition's displays were western audiences'
perceptions of the relative status of the art of different dynastic periods.

HIS PAPER WILL FOCUS ON the 1971 Arts Council exhibition "Art

in Revolution: Soviet Art and Design Since |917", held at the Hayward
Gallery. In the British historiography of Russian Constructivism, the
exhibition is generally regarded as a turning point in how and why
constructivist art was exhibited, and as signifying the formation of an
identity for Constructivism that moved away from the dominant Gabo-
centred paradigm propagated in the West since the 1930s. According to
Camilla Gray the exhibition was originally conceived in order to define a
coherent movement that existed in the West largely as a "much-cited
name’, that is, to re-establish the movement in a Russian context,
emphasising its political imperatives and multiplicity of practice.

There are a great many acknowledged, yet unexplored issues arising from
the exhibition, for example the effect of Soviet intervention as regards
loan policy, and the role of the Hayward as institution, in the context of
other pioneering exhibitions held in commercial galleries. The exhibition's
reputation as a defining and decisive moment in the history of
Constructivism in this country is generally recognised. This paper will
question this notion, exploring the relationship between the critical
position the exhibition occupies within a post-197| British historiographic
tradition of Constructivism and the meanings acquired by the exhibition in
its original context. This paper will ultimately suggest the ways in which the
exhibition impacted on the formation of an identity of Russian
Constructivism for a British audience.
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INGENIOUS TRANSFORMATIONS
AND VISIONARY TECHNOLOGIES

Sanda Miller (Southampton Institute)

Ingenious transformations and visionary technologies have transformed the
physical and psychological world from at least the renaissance to the present
day. From Leonardo's experiments with hydraulic engineering, comparative
anatomy and musical instruments, through Isaac Newton's work in optics
and colour, to current research interests in perception, visualisation,
computer simulation, information transfer and digitial imaging, established
categories of understanding have been, and are being, continually
re-imagined and revised.



AND VISIONARY TECHNOLOGIES

CIENTISTS HAVE ALWAYS expressed a strong urge to think in visual

images, especially today with our new and exciting possibilities for the
visual display of information. We can 'see' elementary particles in bubble
chamber photographs. But what is the 'deep structure' of these images.

Artists face similar problems. An excellent example is Pablo Picasso's
painting 1907 Les Demoiselles d'Avignon.This work is considered to be a
turning point in 20th century art because from it emerged what became
known as 'Cubism’, the origin of all subsequent art movements.

In their own way, both bubble chamber photographs and Picasso's Les
Demoiselles d'Avignon contain data offered by nature.What is behind these
data - that is, what is their "deep structure" - or meaning not revealed to
our sense, but is there nevertheless?

| will address this part of the wide-ranging problem of knowledge
representation with a case study of how artists and scientists discovered a

new type of visual imagery, one that represents reality beyond sense
perception.

N THIS PAPER | WOULD LIKE TO EXPLORE my interest in lignt,

which is part of an inner need to emphasize the spiritual or immaterial
side of life,

One night when | was eighteen and spending the summer in Geneva, |
was at the airport waiting for my father to arrive. | stood in front of the
large glass panels that formed the walls overlooking the airfield and | saw
myself reflected in the glass, my image pierced by the guiding lights spread
across the field, the airplane lights on the move and the lights from the
houses sprinkled across the focthills. | felt at that moment an intense
experience of my own transparency and the ambiguity of solid matter,
which has influenced all of my own work since that time.

In this paper, | concentrate on three areas of my work in which | have
used light to explore the relationships between the material and the
immaterial. In the first, | used the disc, circle and sphere, each of which
relates to the shape of the sun, the moon and the human eye. The second
area of work centers around the forms of cylinders and cones: the shapes
behind our retinas that convert light into electrical impulses. The third area
of my work began with a vision | had of a transparent crystal world of
light, using the many faceted forms of the prism.

| propose to follow my progression from this cool world of outer space
to a much more turbulent world of inner space.

MONG THE ILLUSTRATIONS in Jurgis Baltrusaitis's Anamorphoses, a

book on curious perspectives and magic transformations, first
published in 1955, there is a very strange double image. Horizontally it is a
landscape, but when turned vertically it shows a bearded man in profile.
For Baltrusartis the image depicted the anamorphic garden of Cardinal
Montalti in Rome. A number of scholars have retained the view: the
gardens of the Villa Montalt), laid out by Cardinal Montalt, later Sixtus V, by
the end of the I6th century, had the form of a giant head shaped of rocks,
turf, trees and bushes, as well as architectural structures. Was such an
anthropomorphic and, apparently anamorphic garden possible at all in
Rome at the time when formal designs predominated?

The ingenious garden designs of Solomon de Cause (1576-1635) included
anthropomorphic mounts made to conceal internal grottos with
mechanical and steam operated fountains. Some of these designs were
inspired by Cause's visit to Italy. A number of real gardens modelled on
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the human form have been known in the North of Europe, but in none of
them anthropomorphism manifested itself as overtly as in the head-
landscape in question. The existing documentary and iconographic
evidence forVilla Montalti also speaks against Baltrusaitis' view.

The print used by Baltrusaitis comes from Ars magna lucis et umbrae
(Rome 1646) a scientific consideration of light and shadow by Athanasius
Kircher, §) (1602-80). Like many other aspects of his wide ranging
scholarship, Kircher's print, Campus anthropomorphus, was not his original
contribution. The paper traces back numberous earlier versions of the

composition, including the one which is believed to have caused the
confusion.

Using contemporary iconographic, scientific and documentary evidence,
and by analysing some of its material through the manipulation of digital
images and computer simulation, the paper attempts to reveal the secret
of the mistaken identification of the campus anthropomorphus as the
anamorphosis of Montalti's garden.

HE 'ARTS-SCIENCE DIVIDE' seems as wide in Britain as in

C.P Snow's day - not helped by some commentators in both camps
who insist on their irreconcilable differences. Science and religion have
often been at loggerheads and still do great damage to each other - again
not helped by zealots in each camp. Of course these three modes of
thought are different. Science, after all, is rooted in the (metaphysical)
notion that there is a real Universe out there with real creatures in it,
which can be understood; artists need not be their concern; and religions,
traditionally (though they do not need to) have been happy to move in
and out of what scientists would accept as 'reality’ and make much of
what scientists call 'supernatural’.

But it does seem worthwhile to work on reconciliation. | want simply to
suggest that the creative process in artists and scientists is effectively the
same, and that the two differ primarily in what they do with the results:
artists seeking to polish the ideas and scientists teasing out those specific
elements that are testable. Religion need not be linked ineluctably with the
supernatural. lts prime tasks are to provide a complete account of the
Universe - one that should embrace science - and deliberately to refine
emotional responses. The latter endeavour is unique to religion - and
seems very necessary. All in all | suggest that the commeon ground that can
be discovered between the three pursuits should prove fruitful.

OR FIFTEEN DAYS IN 1956, the citizens of Marseilles were privileged
to witness the 'premier festival' of art of the avant-garde. The event
took place at Le Corbusier's Unité d'Habitation regarded by the maverick

critic Michel Ragon 'as the only contemporary architectural work
comparable with the most ambitious building of the past: the medieval
cathedral and renaissance chateau', worthy of hosting so momentous an
event. Against a background of valiant attempts by the organisers, artists
and critics alike to define, yet again the concept of the avant-garde, the
unsuspecting citizens of Marseilles were regaled with an all embracing
Gesamtkunstwerk which included theatre, music, dance, poetry and the
visual arts. Among the rich pickings on offer was a collaboration between
Maurice Bejart and the Hungarian born sculptor Nicolas Schoffer.

His sculpture CYSP | (cybernetic-spatiodynamic construction) was first
introduced to the public in 1956 on the stage of the Sarah Bernhardt
theatre in Paris and during the same year, made to 'dance’ by Bejart in a
ballet entitled Etudes Rythmiques presented on the concrete corridors of
Le Corbusier's masterpiece in Marseilles. It was - as Ragon commented - a
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unique demonstration whereby 'l'art abstrait et la mecanique s'unissent a
la cibernetique’. An analysis and critical discussion of this 'union' seen from
a contemporary viewpoint will constitute the subject of my paper.

OBSERVED A PAINTER, Humphrey Ocean, with two modern
biomedical tools in order to find out more about the process of seeing.
So with Oxford University's Sensorimotor Control laboratory, we fitted an

eye-tracker on Humphrey while he was drawing a portrait. The eye-
tracker informed us precisely where the artist's eyes were focusing at
every instant when he was looking at the model and then drawing on the
paper. We combined a movement sensor to record what his hand was
doing, and filmed in close-up the details of the emerging drawing. Then
with Standford University's Neuropsychology laboratory, we placed
Humphrey in an fMRI brain scanner to see which parts of his brain were
active when he was drawing portraits from photographs. This exploratory
study, which has already produced some fascinating results, was done with
the help of a Wellcome Trust Sci-Art grant, and will form the subject of an
exhibition at the National Portrait Gallery, London in April/June, 1999.

This | believe, is the first time that factual data about the picture
production process has been recorded. For the Art Historians

Conference, | propose to introduce a 26-minute documentary film, which
shows the various stages of this study.

eclectic range of artists interested in science, scientists sympathetic to
he arts and other professionals interested in both art and science. What
the group shared was a commitment to finding a practical scheme that
brought together the often separated cultural spheres of science and art.
What would happen, they wondered, if the Wellcome Trust encouraged
and enabled artists and scientists to work together on projects that grew
out of genuinely reciprocal processes of inspiration? The initiative built on
the foundations of this simple idea was a competitive funding scheme
launched under the title of SCI-ART.

JUST OVER TWO YEARS AGO an intriguing notion emerged from an

The SCI-ART initiative was intended to supplement the Wellcome Trust's
existing support for the historical and cultural contexts of medicine,
seeking first to interest people in the biomedical sciences who might not

otherwise be drawn to them, and second to enrich both the worlds of art

and science with the seeds of cross-fertilisation.

The SCI-ART initiative was launched and has continued to be run in the

spirit of an experiment - with those most closely involved with its initiation

having little idea of what outcomes it would bring. Now in its second year,
having clocked up over 400 applications and || grant winners, we believe
that the experiment has been successful and have been unreservedly

impressed by the creative energy that partnerships have brought to their
projects.

The winning projects this year were: The Painter's Eye Movements, a study
and exhibition concerning how a painter uses his eyes: Ritual Tendencies, a
wry film based on home-movie clips that presents a window into the
genetically inherited features and behaviours of family-life; Biotica, a project
to create computer forms that explore how life controls itself, Chemical
Portraits, an attempt to capture and analyse scent in order to convey the
mood of an individual; Inside Out, a project that presents medical objects
woven into attractive fabrics in order to explore patients making
processes; and The Dance of Death, a collaboration to generate a fresh
body of artwork that looks at the age-old idea of the dead having a rich
existence after death...
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MIDST THE DYNAMIC cultural community in Barcelona at the end

of World War |, Rafael Barradas stunned the artistic establishment in
Spain with a new art form he called Vibracionismo. Besides reflecting the
commotion of modern urban life prominent in Barradas's Futurist-inspired
art, Vibracionismo also recalls the growing popular interest in modern
science and its advances in the areas of wireless telegraphy and X-rays, as
evidenced in the work of Marcel Duchamp and Francis Picabia.

The wide popularization of the discovery of Hertzian waves at the end of
the nineteenth century made 'vibrations' a general, layperson's term for a
wide range of recently discovered electromagnetic waves. Furthermore,
Vibrationism implies a connection with correlative interests in telepathy,
contemporary spiritualism and other forms of hyper-conscious
communication prominent in the Simultaneist days of the Delaunays.

Barradas situated his new aesthetic territory in the higher, invisible realm
of vibrations, or; as his friend Joachin Torres-Garcia described in 1936 ‘algo
sobrereal 0 mas real' ie. something beyond the real.

It is this effort to go beyond reality, beyond visible nature that not only
links Barradas to his contemporaries in the broader European avant-garde
of the war and post-war years, but also establishes Vibracionismo as an
important source in the development of the Spanish vanguard.

N THE 1960s a visionary technology which created great public interest

and concern as the decade progressed was the use of psychoactive
drugs such as LSD to explore altered states of consciousness and
perception. By 1965, increasing public familiarity with the effects of such
drugs created what Bridget Riley, whose Op Art works were by then
internationally famous, later called 'a collision between my intentions as an
artist and the cultural context in which | found myself. | remember being
told, as though it were some sort of compliment, that it was the greatest
kick to go down and smoke in front of my painting Fall'.

My paper will explore the collision between Op Art and drug cufture.
What was the cultural context in which ways of confronting the nature of
perception as diverse as an Op painting and a drugs trip should have been
seen as being as closely related as Riley's interlocutor implied? How did
Op relate to other debates on perception in this period? Also, did Op
itself amount to no more than an ingenious transformation of the quasi-
scientific optical illusion diagrams reproduced in encyclopaedias and
textbooks, and if not, how did it transcend such material for the artists,
critics and curators in Op Art and its promotion?

N 1685, MARIA SIBYLLA MERIAN (1647-1717) moved from Frankfurt to

the Dutch Republic. A painter of plants and insects (her painstaking
depictions, made in distant Surinam, were published in Amsterdam in 705
under the title Metamorphosis Insectorum Surinamensium, she thus found
herself in culture for which the question of perception - of seeing or into
seeing; of accessing the very small and the very distant - had become
vitally important from a scientific as well as aesthetic, intellectual and
indeed commercial standpoint. She found herself, in other words, in a
culture that had been undergoing transformations due to the active and
innovative engagement of its scientists and artists in the field of optics and
with the development of optical technologies.

Whereas previously such technologies had been generally regarded by
natural philosophers as devices that deceive by distorting reality, they were
now being used to open up the previously unknown and unexplored but
apparently infinitely expansive regions of the micro- and macrocosmic. The
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AND VISIONARY TECHNOLOGIES

dramatic and destabilising effects of researches in these fields, particularly
for astronomy and navigation, are well documented. It is against this
background (of technological transformation and trans-oceanic trade, and
the philosophical, cultural and socio-political practices both derived from,
informing, and coexisting alongside them) that the visual records of
Merian's journeyings over the immense and into the minute are explored.
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STRAND

X111

ARS TEXTRINA:
PRESERVING THE IMAGE
AND ENHANCING THE VALUE
OF TEXTILES

Mary Brooks and Maria Hayward (Textile Conservation Centre, University
of Southampton)

When a textile passes from the context for which it was produced, whether
sacred or profane, professicnal or amateur to a museum or private
collection, it becomes a historical artefact to be stored. studied or displayed.
This strand will explore how contemporary textile professionals such as
curators and conservators interpret textiles and whether these
interpretations bear the mark of the interests of the professionals
concerned. Papers considering the social, anthropological, historical, artistic,

financial, spiritual and evidential value of textiles for the curator, conservator
or art historian will be presented.

The convenors of this strand gratefully acknowledge the support of the
Arts and Humanities Research Board
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HIS PAPER WILL EXPLORE various ways of looking at textiles
represented in paintings of the fourteenth to sixteenth centuries in
order to demonstrate the interest of this type of interdisciplinary study for
both textile and art historians, with special reference to the collection of

the National Gallery in London.

The first part of the paper will consider two main themes: the
involvement of artists in designing textiles and the depiction of textiles in a
few, selected paintings. For these works it is hoped to present material to
reveal whether painters tended to copy existing textiles or invented
designs to suit the need of the composition. In order to round out this
discussion, comparisons will be made with sculptural representations as
well as surviving textiles from a range of collections.

The focus of the paper will then shift to explore the way in which a
contextual study of forms of worship - arising from a study of textiles -
can contribute to our understanding of how small, portable altarpieces
were used during the later Middle Ages. This refers specifically to the
Wilton Diptych, a key part of the National Gallery's collection, The Wifton
Diptych represents many fascinating aspects of Richard II's kingship, one
facet of which will be discussed here.

EXTILES ARE AN IMMENSELY VERSATILE MEDIUM, acting as bold

statements of an individual's aspirations or conveying subtle nuances
about social standing, political allegiance and disposable income. Whether
used as personal adornment or domestic embellishment, textiles provide a
valuable insight into human society. This paper will discuss aspects of the
semiotics of symbolic display in two contrasting fifteenth century ltalian
states, Florence and Ferrara, and examine the range of available evidence
for the visual significance of dress and textiles in contemporary life. The
author will also explore the economics of textile and dress production in

relationship to everyday expenses and with reference to use by differing
social hierarchies.

HE PAPER WILL TRACK THE DEVELOPMENT of several public and

private collections of linen damsk and diaper napery, and consider a
number of interlinked questions relating to collecting policy, method of
acquisition, and the relationship between collecting and scholarship.

The purposes for forming collections and resulting acquisition policies have
been, and remain, diverse. These have variously included: to provide
stimulation and historical examplars for contemporary manufacturers; to
reflect a state's history through bespoke and personalised patterns woven
for its citizens and apposite commemorative stock patterns; to form a
comprehensive collection of the output of a particular weaving centre or
afternatively a cross-section from all production areas; to collect individual
pieces to satisfy the need of particular research interests.

The methods of acquisition, whether through purchase or donation, has a
direct impact upon the implementation of collecting policy. Further the
seriousness with which the details of provenance have been pursued
affects aspects of the collection's usefulness to scholars.
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RUTH BARNES
(Ashmolean Museum, Oxford)

Indian Trade Textiles: Sources and
Transmission of Design

CHRISTINE WISE
(Fawcett Development Library,
London Guildhall University)

Suffrage Banners at the Fawcett
Library, London Guildhall University

DINAH EASTOP
(Textile Conservation Centre,
Southampton University)

The Social Life of Representations,
The Value of Haddon's String Figures

REGULA SCHORTA
(Abegg-Stiftung, Berne)

Learning about Medieval Textiles: Co-
operation between Conservator and
Art Historian

PRESERVING THE IMAGE

THE PAPER WILL PRESENT Indian block-printed textiles that have been
traded widely to societies around the Indian Ocean littoral. The design and
specific motifs of these fabrics will be introduced, and the link to other
Indian artistic forms will be developed. Of particular importance are
comparisons to architectural ornaments, to manuscript paintings, and to
Islamic grave stones, all associated with north-western India. While
iconographic and stylistic comparisons have been made in the past, the
recent research results on trade textiles provides new, and considerably
more reliable, evidence for the connection. The paper will then give
evidence for the importance of the textile trade for the transmission of
certain Indian designs to other parts of the Indian Ocean.

‘A BANNER IS NOT A LITERARY AFFAIR, it is not a placard; leave

such to boards and sandwichmen. A banner is a thing to float in the
wind, to fly in the breeze, to flirt its colours for your pleasure, to half show
and half-conceal, a device you long to unravel; you do not want to read it,
you want to worship it'. (‘On banners and banner making'. The
Englishwoman, VIl, August-October 1919). So wrote Mary Lowndes, the
designer and member of the Artists' Suffrage League. The Fawcett Library,
London Guildhall University, holds 51 suffrage banners, from the early
twentieth century. They are both unique and striking visual images and a
living record of the struggle for women's suffrage. This paper will examine
the tactics used by women's suffrage societies to achieve their goals and
how suffrage banners were used to promote women's suffrage and social
equality in Britain during the early twentieth century. It will look in detail at
the preservation and conservation, storage and display challenges the
Library now faces in its custodianship of these wonderful textiles, with
illustrations from the collection.

ADDON'S STRING FIGURES are part of the British Museum's

ethnography collections. They are eight loops of string sewn onto
card (BM. 89+207-213 and 89+215).They were probably constructed in
1888 during A.C. Haddon's first visit to the Torres Strait. This Zoological
expedition inspired Haddon to organise the 1898 Cambridge
Anthropological Expedition to the Torres Strait, now understood as a
founding moment in the history of social anthropology in Britain.

This paper describes the process whereby the string figures (cat's cradles),
made by Torres Strait Islanders as part of their social life, have been turned
into objects, part of Britain's imperial heritage. Haddon's string figures exist
as artefacts (string on card), as figures (published text and drawings) and
as action (performance, ritual and enactment).

This paper demonstrates how these string figures can be seen as
representations, which gain their value through their own social life and
the social life of what they represent. The hypothesis that objects gain their
value via the complexities of the social life of what they may represent
may resonate within art history as well as within museum ethnography.

OCUSED AROUND A SELECTION of well illustrated case studies

about significant medieval textiles, both secular and ecclesiastic, this
paper will explore the important role textile conservation plays in the
growing body of knowledge about surviving medieval textiles.
All knowledge, whether derived from a detailed examination of a
particular artifact or by in-depth archival research, brings us to a better
understanding of objects which can often appear to be far removed from
modern society, either by their age or their poor condition. Art historians
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ENHANCING THE VALUE OF TEXTILES

can provide invaluable information on the cost and appearance of fabrics,
their origins, the use and significance of iconography and changes in
fashion, whether the owner of the textiles was a person of rank, such as a
bishop or leading noble, detailed documentary evidence about their
clothes and textiles for home and chapel. A conservator can compliment
this with analysis of the weaves and fibres, evidence of the cut and reuse
of fabrics, an assessment of the construction and condition. This
information can be supplemented by a range of analytical methods,
including identification of dyes and metal threads. Collaboration between
experts with complimentary expertise can reveal fascinating details.
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STRAND

ART AND FASHION:
MAPPING THE BOUNDARIES

Robert Radford (University of Southampton)

In the light of current interest in the proximities, confluences and analogies
- as well as the discrepancies and ruptures - observable within the fields of
art and of fashion, this strand will explore further the potentialities of this
topic. The concept 'fashion' is to be taken both in its inclusive sense, as the
cultural desire for the new, but in the more specific sense of dress and
personal appearance. Contributions will offer approaches from within a
wide scope of disciplines and theoretical positions and which might include
the history of taste, consumption, representation or gender theory, material
culture or social or institutional history, or the question of periodisation and
style.



HE CONTENTION THAT RECENT ART practice has progressively

taken on distinct characteristics of the fashion mode has been widely
affirmed and largely taken as both axiomatic and inescapable. It has
become a commonplace of popular and academic criticism. An indicative
series of international exhibitions, dedicated to exploring the
interpenetration of art and fashion, has served to add further weight to
this proposition.Yet it would appear that this apparently genial acceptance
is based on a notably insubstantial theoretical support. This paper will aim
to examine some of the potential methodologies which might be of use in
devising more convincing and secure explicatory models of the
relationship. In particular the modernist, sociological perspectives of
Simmel, might be taken as a starting point to examine the claim that the
all-consuming merging of social experience, including the production and
consumption of art, is directly related to the social and economic
dynamics of individualism. This might then be reviewed in the light of the
postmodernist commentary on The Empire of the Ephemeral by Lipovetsky.
The factor that must now be added to these positions is the pervasive
mode of irony, which demands, above all, the playful participation of an
increasingly sophisticated public. Can it be shown then that the most
successful current interplay between art and fashion relies on a shared
sense of disputed territories and the excitement of border raids, which,
ultimately, have the paradoxical effect of asserting differences?

WOULD LIKETO REVISIT AND AMPLIFY some ideas | could only

touch upon in Fashion and Communication concerning what | called in
that text a 'sort of generalised undecidability' of fashion and clothing.
Fashion and clothing exist between so many dichotomous pairs of
concepts (public/private, animate/inanimate, individual identity/mass
production, modesty/seduction, display/concealment and so on), that they
seem pre-eminent examples of Derrida's version of deconstruction. |
would like to develop the account of these undecidables by exploring the
relation between the ambivalent status of fashion in society and the
anthropological and cultural anxieties that result from the experience of

the anomalous, as explained by Mary Douglas, for example, in her Purity
and Danger.

ANET'S COMMENT, MADE IN 1881, neatly juxtaposes the

enduring convention of the nude and the modernity of the corset.
but the most significant word is, perhaps, 'perhaps’. If one juxtaposes, say
Cabanel's Birth of Venus with Monet's Camille, the contemporaneity of the
green-striped dress and fur-trimmed jacket of the latter forces the pseudo-
classical nudity of Venus into the category of outmoded convention. But
there is no linear progression, even for the avant-garde, from the depiction
of nudity to the representation of modem clothing. The aim of this paper
is to show something of the range of the debate.

Baudelaire's heroic and/or mournful men in black have long focused
attention on the possibilities on modern dress in artistic representation.
For Baudelaire, modem man, and more particularly modem woman, rose
above the banal naturalism of the phenomenal world by virtue of the
imaginative design of their clothes. But there was not unequivocal
acceptance of this analysis. Baudelaire expounded his ‘theory of fashion'
most fully in Le peintre de la vie moderne, only published in 863, although
written in |860. He was preceded in this discourse by Théophile Gautier,
who produced his article ‘De la mode’ in |858. Gautier celebrated
modem dress as natural, finding the nude as preposterous as the duck-
billed platypus. While Baudelaire struggled to place his article anywhere,
finally finding a home for it in Le Figaro, Gautier addressed the two distinct
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LESLIETOPP
(Oxford University)

Men's Clothing, the Warenhaus and
the Goldman & Salatsch Building by
Adolph Loos

ALICIA FOSTER
(Independent scholar)

Portraits of the Artist as a Young
Woman

SUSAN ATHANASSIOU
(Falmouth College of Art)

Fashioning Artistic Identity: Matisse's
Femme au Chapeau, 1905

ART AND FASHION

readerships of L'artiste and the Journal des Dames. Boundaries (and
therefore alternatives) seem everyhere at issue.

The debate might be characterised by two subtly different criticisms of
Monet's Camille at the 1866 Salon. Edmond About complained "What
does the dress matter to me if | can't imagine a well-modelled bogy
inside it, while Emile Zola insisted simply, 'Look at the dress',

N 1909 AND 1912, Adolf Loos built the premises for the men's tailoring

firm Goldman & Salatsch in the centre of Vienna. The building, usually
referred to as the Looshaus, holds an enigmatic position in the history of
modern architecture, having been embraced by modernists for its stark
honesty and by post-modernists for its playfully deceptive qualities. |
explore the ambiguity of Loos's design in this paper with reference to the
ideas about men's clothing circulating in early 20th~century Vienna and to
the politics of the clothing industry there.

First, | will review Loos's well-known analogy between modem
architecture and men's clothing. Loos believed that the best model for the
modern urban building was the well-made tail coat; it was simple,
unornamented and made of good material, but far from exposing what
was behind it to view, it served as a mask. | situate Loos's analogy in the
wider Viennese discussion of the 'English style' (in clothing) and use it as a
framework for an analysis of the 'honest masking’ quality of the Goldman
& Salatsch building,

My second theme is the status of the Goldman & Salatsch building in the
context of the proliferation of retail emporia (Warenhiuser) for ready-
made clothing inVienna at the turn of the century. Loos tock pains to
point out that his building was not a Warenhaus but the headquarters of a
prestigious and established tailoring firm. Using comparative examples, |
show that the building's simplicity and modernity on the one hand and its
opagueness on the other served to distinguish it from the typical
Warenhaus, which was simultaneously an eclectic invocation of historical
styles and a transparent vehicle for the display of clothing. This distinction
was particularly important, | argue, in the context of a contemporary anti-
Semitic political campaign against Warenh%ouser:

HIS PAPER WILL ADDRESS the role of dress in the construction of

identity in two self-portraits made by Gwen John early in her career,
the painting now known as Self-Portrait (National Portrait Gallery), and that
titled Self-Portrait in a Red Biouse (Tate Gallery, London). Atthough the
artist used dissonant strategies of representation, and the costume and
composition represented in each painting could be interpreted as creating
two very different images of the self, | will argue that both portraits are in
fact linked in that they are rocted in the new models of femininity which
were in circulation during the late 1890s and early 1900s. The artist's use
of dress to masquerade in the guise of artistic authority, and to refer to a
tradition of representing artistic women, will be discussed, and the
relationship of the costumes that could denote a modern creative
femininity with mainstream fashion will be considered. Uncovering these
strategies of self-representation will reveal the significance of the politics of
appearance for a woman artist of this period.

HIS PAPER SEEKS TO EXAMINE through the methodology of a

polylogue, the interconnection of ideas between the words Fashion,
Art and Identity. Within the art-historical context of Matisse's oeuvre it is
suggested that he consciously sought to construct an artistic identity by
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MAPPING THE BOUNDARIES

harnessing/exploiting the ideological concepts of the ‘femininity' of his
present, 1905, embodied in the wearer of the hat, identified as his wife -
the Femme ou Chapeau.

Using the inter-disciplinary and cross-cultural approach in the social
anthropology of Barnes & Eicher, (eds.), (1992) which relates dress to
gender as an extension of the body, it is possible to explore the social
identity inscribed in dress that is simultaneously perceived and understood.
Defining this dress analysis as a fundamental understanding of 'fashion' as
dress, the relation of fashion to art is viewed through Baudrillard who cites
... the fashioning of the body as a characteristic feature of modernity.’

It is argued that the 'social identity’ reinscribed in a work of art seemingly
confirms and perpetuates a degree of continued control by those who
maintain power at any given point in time, but in reality fashion', as a
reflection of the 'politics of taste', can be seen to be the motivator of
change.

N 1989, WIM WENDERS was commissioned by the Pompidou Centre

to make a film 'in the context of fashion'. Although he says, at the
opening of A Notebook on Cities and Clothes, that the industries of fashion
and film may have broad similarities, Wenders chose to start with
something which feft especially close to him: a jacket bearing the signature
of Japanese designer Yohji Yamamoto.

Throughout, Wenders finds similarities between his own practice and that
of Yamamote and between their respective responses to Hollywood and
Paris. Both declare themselves at odds with the 'neomania’ by which theirr
industries are generally characterised and promoted. Indeed, Yamamotao is
presented as a familiar Wenders protagonist - the nomadic outsider;
searching for meaning in the process of his craft and in everyday
existence.

Extrapolating from Baudelaire and Benjamin, Wenders seems to suggest
that the prototype fabricated in the studio stands in the relation of a
negative to a photograph, and conducts an apologia for the status of
Yohii's fashion as high art with the same degree of fervour with which
early enthusiasts defended the Art of Photography. But Wenders barely
acknowledges the political and social content of Benjamin's argument,

maintaining, apparently, a somewhat elitist and strangely conservative
posrtion.

The purpose of my paper will be to explore the grounds and the
plausibility of the analogy which Wenders draws between film and fashion
and to examine the particular means he employs.

N THE FACE OF GROWING GLOBALISATION of the marketplace

and deregulation, Australian fashion design of the 1970s abandoned a
longstanding reliance on inspiration from Europe, to re-examine its
domestic and especially indigenous 'grassroots’. These indigenous sources
of ideas were believed to stand outside the notion of western style itself.
This paper examines a highly productive decade in which fashion design
and Aboriginal paintings (dot painting) were in some senses unevenly
‘braided' together; offering the notion of 'threading' as a new way of
thinking about cross-cultural stylistic engagements.

Fashion designers like Linda Jackson and Jenny Kee turned atavistically to
the products of traditional indigenous painters and textile designers for
inspiration, whilst at the same time Aboriginal painters in remote centres
like Papunja Tula and Utopia were being encouraged to use Eurcpean
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materials and enter the European marketplace. Both black and white
design cultures embraced new ideas and concepts within a vibrant political
climate of national renewal and encouragement, and what emerged by the
80s were highly successful commercial ventures on both counts. Yet this
'braiding’ of styles has ironically impoverished European fashion design and
paradoxically allowed Aboriginal painting to grow and develop, to the

extent that today they represent some of Australia's most original art
forms,

N SYSTEME DE LA MODE (1967), Roland Barthes evinces the idea of

the magazine as a 'machine for making fashion' by focusing on what he
calls le vétement écrit (written clothing) and le vétement-image (image-
clothing). But he affords priority to the first of these two terms,
maintaining that words seem to profer a purer reading of the fashion text
than pictures. In this paper | want to contest Barthes' logocentrism by
arguing that most fashion spreads seem rather to elaborate a dialectic or
complementarity between words and images. Indeed, fashion spreads
operate not only on the level of intratextuality, in so far as captions,
descriptions and photographs are laid out in them as a composite entity,
but also frequently on the level of poetic intertextuality, in so far as they
refer, for example, to literature and film. | shall concentrate my analysis of
these issues on 'Close Encounters', which appeared in Arena Homme Plus
(Spring/Summer 1995), and its ostensible relationship to Genet's
picaresque novel Querelle de Brest (1953). Accordingly, | shall also be
dealing with the performative sexual and racial ambiguities of both texts
and the way that they seem to deal with masculine identity as a mutable
and transgressive phenomenon.

HE DANDY CASTS ASIDE CONVENTION to run riot along the

curlicue line of fashion. With a cynical air he epitomises all the
mockery and brilliant despair of his epoch. Investing wholly in a 'discourse
hung on a clothes-peg, ' the dandy weaves himself into a living visible
garment, which serves, as his chic rebellion against middle-class hegemony.
Pride is taken in the possibilities of paradox, while his visual tissue is
threaded with fantasies of homosocial clublands and illusions of happiness,
in infected and cancerous. In spite of this, he appropriates these bodily
surfaces for an artistic fashioning, wrapping himself in the swaggering luxe
of a disengaged sensibility. a mixture of the exaggerated, the fantastic, the
passionate, and the naive.

"To be or not to be, that is the question: Whether 'tis nobler to suffer the
slings and arrows of outrageous fortune or to take arms against a sea of
troubles, and go shopping for a new Versace outfit? Thusly facing the void,

armed with gay irony (and ironing) as a positive destructive force, the
dandy fashions a fine conceit.

Bruce Weber's photography for the Gianni Versace menswear catalogues
narcissistically reflects the persona of the modern dandy. The models,
languid, sybaritic, sprawled and unbuttoned, pose with sculpture’s
snobbery, glorying in their superior material endowments. Yet, even though
these models revel in masculine negligence and doggedly battle with the
Devil, their morbidezza and Brummelliana bespeak of a gilded not golden
existence.

This paper will define post-modern constructs of the dandy as fashioned
by Weber for Versace, the designer's wrappage of the body with a
bacchanalia of styles, the fetish of clothing, its consumption, and the
contextualisation of Versace's murder.
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STRAND

POLICIES AND POLITICS
IN THE VISUAL ARTS

Stephen Foster and Oliver Sumner (University of Southampton)

The impact of the British state upon the production and understanding of
the visual arts since 1945 has been relatively little examined. Themes
addressed will include state enterprise and opportunism, centralism and
regionalism, prescription and support, as they arise from party political
policy for the arts, funding criteria and mechanisms, the activities of the
Regional Arts Boards and the recent impact of the National Lottery. The
particular relationship between state guidance and control, and the
production of contemporary art in the 1990s, will form a focus of inquiry.
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POLICIES AND POLITICS

HE 1980s WITNESSED a fundamental political transformation in

Britain. After Margaret Thatcher came to office in 1979, she and her
allies set about robustly advocating the doctrine of free enterprise, and
continued to do so throughout her successive terms of office.
Individualism being one of the cornerstones of the enterprise culture of
the Thatcher decade, it should come as no surprise to find a particular
group of individuals transferring to the art world the same sort of
entrepreneurial initiatives that they so successfully used in business. These
men of free enterprise, by virtue of their standing in the corporate world,
were in a privileged position to transform their economic capital into
cultural capital, and vice versa.

The paper will examine how a collection of high profile businessmen came
to making the running of British art institutions their business within the
new privatising culture of '80s and '90s Britain. Concentrating on the
trustees at the Tate Gallery, it will lock at the changed role of the British
art trustees and the demographic composition of the Tate trustees. It will
also analyse the underlying problems which may arise once the needs and
the logic of private capital enter and permeate a public institution.

TAKE THE TERM 'NEW CIRCUS' to represent new initiatives dreamt

up by funding bodies in attempts to distribute their money more
equitably during the 90s, set against a continuing British establishment
undercurrent where issues of quality, excellence and cultural value remain
terms to be manipulated by various vested interest groups as convenient. |
will chart the role and impact of Arts Council funding in relation to three
areas of artistic practice in the 1990s. The methodology will inevitably be
framed by my personal experience gained over a number of years
through sitting on funding panels, working as a grants officer, a gallery
curator and also a board member of an arts organisation.

The three areas | will take as case studies are: Lottery-funded gallery
architecture; New Collaborations; and The New British Art ('The Turner
Prize', 'Sensation', 'Die Young Stay Pretty'). | plan to illustrate how in each
of these three areas the dictates of funding, ie new funding schemes,
funding language and eligibility for funds, have shaped or influenced
practice/mind set/language surrounding practice.

The paper will draw from articles, official documents (funding scheme
guidelines, annual reports, newsletters etc), conference papers, lectures and
interviews with key individuals involved either as funding body staff,
committee members or as practicioners in each field.

The research will be underpinned by a theoretical framework informed by
Bourdieu/Hans Haacke, Adorno and Horkheimer and Foucault, as well as
more recent developments around their work including Horkheimer,
Bennett, McGuigan et al. and the recent discussions around cultural value
informing work in the field of cultural studies.

This paper develops on my work as Programme Director of the MA in
Fine Art Administration and Curatorship at Goldsmiths College, where we
interrogate curatorial decision-making processes, and the political and

social context in which decisions of taste and value are made, and also my
own PhD research.
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IN THE VISUAL ARTS

HE NEW CHAIRMAN OF THE ARTS COUNCIL, Gerry Robinson

has promised under the slogan 'Art for Everyone' a 'new era for the
arts’. "Art for Everyone' turns art into an instrument of social inclusion.
This policy, | will argue, both misunderstands the uses of visual culture and
Modern Art and seems unaware that the policy has nasty precedents. This
paper will critically look at some of the origins and assumptions of the
policy.

HIS PAPER WILL LOOK at the various ways in which the

Government has seen, valued and used British art in the Government
Art Collection, in order to promote various images of Britain throughout
the century. The paper will examine the extent to which the art displayed
in Government buildings reflects the change (or lack of change) in the way
Britain has seen itself, and the impact of the present Government's aim to
create and give recognition to a new, more up-to-date image of Britain
both at home and abroad.

Works of art from the Government Art Collection are displayed in major
British Government buildings in the United Kingdom and in British
diplomatic posts throughout the world, 300 of these buildings are abroad
and about 160 are in the UK (including 10 and | | Downing Street). Each
year many thousands of people see works from the Collection in these
locations. The Government Art Collection also lends works of art from its
holdings to national and international temporary exhibitions.

The objectives of the Government Art Collection are to help promote
the image of Britain and reflect its culture. history and creativity in the
visual arts. The collection is predominantly British, ranging from |6th
century portraits on wooden panels to contemporary video art. Now
100 years old, the Collection was first the responsibility of the Office of

Works and is currently part of the Department of Culture, Media and
Sport.

E SECRET ART OF GOVERNMENT looks at the hidden world of art
inside the walls of government, and interviews ministers including
John Major and Margaret Thatcher.

Delegates are invited to discuss with Professor W.)J.T. Mitchell

a range of ideas arising from his key-note lecture and from his
published work.
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ANDREW BRIGHTON
(Tate Gallery, London)

State Kitsch: the Social, Political and
Aesthetic Origins, Assumptions and
Consequences of 'Art for Everyone',

MARY BEAL
(Government Art Collection)

The Changing Art of Government

FILM SESSION

The Secret Art of Government,
produced and directed by Nicholas
Rossiter;

narrated by Jancis Robinson,

60 mins, BBC2, 13 June 1998,

SPECIAL EVENT:
Discussion

WITHW.).T. MITCHELL
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