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tona) turmotil ot the aftair, and by the fact
woman who works for an art gallery. by thit her best friend Molly is going out with
chance meets John, a commodities brokee.  her ex-husband  Bruce., John remains o
when buying food for a dinner party. Some  mysterious figuce, domnanng  Elizabeth.

New York. Elizabeth, a divorced business-

davs Liter, while wandering around a market.,
she becomes aware that Johin s watching her
atid they have @ briet conversation. e 1ol
lows her,and atter he gives her an expensive
scarf she had been admiring carlier, they
have o meal wgether. They begin o rela-
tionship in which John introduces Elizabetin
0 4 variety of sudo-masochistie experiences
i his expensive Manhatan apartment Eliz
aberhias distracted ison e work by the eino

buving her clothes and jewellery without
consulting her on the choice, and cooking for
her while retusing (o socialise wath any of her
tricnds. At one point, Elizabeth follows him
to his Wall Street office to try w gain more
intormation, Larer, she dresses as a man and
18 Laken toa bustessman’s club, so that John
can supposed!y explin more about himselt.
Followmg the mead, they are artacked by iwo
\ John and

muggers  \ler heating them of)

Ehzateth make love mnoan alleyway Ve
vehind with her work, Elizabeth visits 4rtist
Muthew Farnsworth at his country cottase
(o finabise arrangements for her exhibstion ol
his work. Back in New York, she s 10-
creasingly disturbed by the sex acts in which
[ohn forces her o participate, At the success:
tul opening of the Farnsworth exhibition, she
abandons the gallery and goes o John, cven
though she has decided 1o end the aftan In
the mormingz, he tries to prevent her lrom
leaving by revealing more about himselt and
admitung that he really loves her. She tells
him that the gesture is wo late, and while he
pravs for her to come back, she walks away
Irom the apartment, crving.
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In the car park beneath Madison Square
Gardens in New York City, a young antique
dealer, Conner MacLeod, ts confronted by
an apparent stranger; both produce swords
and a savage duel ends with Macleod
decapitating  his  adversary. MacLeod s
apprehended by the police and questioned by
Lieutenant Moran; the latter is informed by
forensic scientist Brenda Wyatt, a metallurg-
ical expert, that fragments of metal found at
the scene of the duel are credibly old.
Brenda is sulticiently antrigued o make
Muacl cod’s acquainiance after he is treed,
and she is with bim when he s attacked
on waste ground by another swordsman,
Kruger, a menacing los-lifer, though the
limely arrival of 4 police helicopter inter-
upts the ensuing duel. Meanwhile. tlash-
tacks disclose that Macl cod is one of a band
“l immortals, nto whose compiny he was
Welcomed by the Namboyant  Ramires
Spparently onve: pwo thousand vears old)
e hocnygaealously” recovered from o
W received i baitle o sk ail-
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“eternity of evil”. Subsequently, Ramirez
perishes at the Kurgan’s hands, after which
the latter ravishes MacLeod’s wife Heather.
It transpires that present-day New York is
the scene for the *Gathering’, when the last
few members of the band will fight it out for
the mysterious ‘Prize’. After the Kurgan has
triumphed over a further adversary, with the
popular press exploiting the inability of the
police to track down the killer (dubbed *The
Headhunter™), he kidnaps Brenda, whose
lover MacLeod has become, 1o provoke i
showdown with Macl.cod. Afler a ferocious
and prolonged set-to, MacLcod emerges the
victor. With Brenda, he revisits his Scotnish
homeland in possession of the Prize. which
evidently allows him to expericnce the
thoughts and teelings ol anvbody and thus 1o
be an influence for good.
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INTRODUCTION

I remember once,reading amn account of the life of Renoir in wilch
he stated that he wondered what had happened to all the''nice people' he
knew in art college, this thesis is dedicated to these "nice"individuals.
They are the oness: who will never succeed in the contemporary art world,
they are naive artists, black artists, women artists,they are the ones,
who, by virtue of their humility, will be ignored , and by virtue of
their circumstances , will not be allowed to take part in a white, male-
dominated art system.

T do not think it is unusual to think of the americzn art world
as being a huge film production, after all, the only way I get to see
the works discussed is through periodicals (shadows of the original),
and therefore it is obvious that like Socrates/Plato's cave dwellers we
zre only seeing the shadows on the cave wall.

A use of Camp in assessing the works does not need a cefense, it
is just as selective as the art world is. It is also, a feminine viewpoint
and serves to emasculate an incredibly powerful financial system.

The thesic does not deal specifically with art movements as such,
rather, I hope it will serve to highlight misconceptions all of us

are fed by a commercial art system.It is not like Hailm Steinbach's

Supremely Black (1986), a cynical work , but ratier a Rousseau, a labour

of love, which of course will go ignored.

Stephen Loughman. April 1987



CHAPTER I THE FILMS

Before I proceed I wish to point out that I do rank film as
an Art (if not the highest of the Arts) but the two films I have
chosen to discuss are of absolutely no artistic merit whatsoever.
These films are devised not in the directors heart but instead in
the boardroom. They are commercial exercises, their object is
financial gain and nothing else. I wish to stress that they are
pure fantasy and bear no relation to reality whatsoever. It is
the effortsthat go into sustaining this fantasy that I intend to
explore. Both films rely on the male hero figure and the fantasies
within both are overtly male in outlook. In particular I wish to
examine the make-up of the hero in both pictures. Finally
throughout the essay it must be remembered that I regard both as
consumer items which have been made by a team, and not an
individual. The films I have chosen are the soft-porn "9z Weeks"
and the swashbuckling post-modern fantasy '"Highlander'",

Of the two films chosen 9% Weeks (Adrian Lyne I985) is the
more stylized. Because the scenario takes place within the Art
world of New York it has to be quite convincing visually, indeed
art luminaries such as Jack Goldstein and Robert Longo are inc-
luded in the credits of the film. I have included a synopsis of
the plot of both films which enables me to dwell on the signifiers
used to sustain the fantasy of the hero-figure within the film.
Susan Sontag mentions in her essay on Camp the fact that perhaps
in the future the method acting of James Dean may become a sort
of Camp. 9% Weeks in many ways could be classed as future material

for Camp, it's ridiculous attitude to women and it's pretentious



ambitions make it an incredibly beautiful "Turkey'". This does

not however, detract from the fact that it caused quite a storm.
Initially on release, the film was attacked (and rightly so) by
feminists groups and organisations, as being degrading to women.
However, this kind of controversy only succeeded in increasing
viewing figures, and in proving the public's desire to be titillated
(the film was popular with both sexes). The treatment of women

in 9% Weeks" should be condemned, but without this sadistic de-
gradation of the heroine the image of the hero crumbles. The

figure of John as hero in "9% Weeks" (and indeed, the attraction

he holds for Elizabeth) is composed of two main elements. Acknow-
ledging the fact that being handsome in a hero's make-up is essentiall,
the two other gualities of John's heroism are his financial success
and his 'knowledge". Both these traits are implied through certain
scenarios in the film, and hold great bearing over the hero's
relationship with his leading lady. Our hero's financial success
is reflected by the objects he surrounds himself with, the
Manhatten apartment, his charcoal-grey suits and his high tech
office, all contribute to John's image of affluence. However,
although rich, John's wealth is not overstated, he is put across

as being a humble individual who has earned his money honestly
through hard work. It is made obvious in the end of the film, that
John comes from a working-class background, in effect, he is a
product of the. American belief that no matter what your circum-
stances are, you can succeed in life financially. In short,

John is a working model of "Reaganism". Ironically, John has not
been polluted by his wealth, instead, he understands and masters it,

"I make money from money" 1



This is crucial to his role as herol, as he proves he remains

detached from the "lesser mortals'" love of, and seduction by money.
Through his manipulation of money, and through his distancing of
himself from it, it becomes obvious tous that money could never

be his master. John is not a slave to money, instead, it is his
slave. Therefore he is "forgiven" when he tries to bend Elizabeth

to his will, as, evidently, it is of his nature to master everything.
The film uses a series of montages to "pronounce" John's mastery

of life in general. We are served scenes of him speaking chinese
(presumably he is fluent), John is continually seen in the best
restaurants and shops, It has to be said that John has that elusive
quality, good taste. His apartment is decorated with Renee-Mackintosh
furniture and has a '"state of the art" sound and video system.

His apartment design suggests a discriminating taste, a taste which
can only be attained through knowledge, and which can only be dis-
played through wealth.

All John's character traits which are hinted at by the support
of visﬁal images alone, are closely allied to the philosophy of
financial gain, and it's rewards, as a right to dominance. Elizabeth's
slave-like relationship with John, has no basis without the support
of John'"s image of omnipotent businessman. In the film, Elizabeth's
unattainability is stressed by the series of scenes in which garbage-
men, and janitors whistle at her as she passes. The "garbage-men"
of this world, could never enter into Elizabeth's life, as she is
more powerful than theme. Only a man like John, can make this succ-
essful businegswoman crawl on the floor while being hit with a belt.

The fantasy that "9% Weeks" exploits, is that of power. Although



it deals specifically with male domination of women, it has
inherent in it a philosophy of materialism and its rewards in
general. The fact that the ridiculous ending of the film, serves
to partly upturn this fantasy is of no consequence, because of
the fact that it is misplaced within the general philosophy of
the film.

In summation, the fantasy exploited by "9% Weeks" is patently
obvious. However, its interesting aspect is the enhancement of
the fantasy by the film-maker's use of visual aids. As a commercial
enterprise, it sells its commodity (the hero/fantasy) quite well.
In fact, the film acts, one way or another, as one long, voyeuristic
exercise. On the one hand there is . the soft porn element, and on
the other, there is what Adrian Wooton describes as the film's
nwindow shopping pleasures'".2 There is as much pleasure to be
had in recognising a Robert Longo or the interior of a Yohji
Yamamoto shop as there is to be had from the laughable sex scenes.
In a way these visual titbits act as a support to our belief that
what we are watching is (within the framework of the storyline)
real. This 'support system' supports an illusion,

In the film "Highlander" (Russell Mulcahy, I986) the fantasy

is less explicit than in 193 Week'". Because the film makes no
bones about being a swashbuckling romp, and approaches its theme
in a lighthearted vein, it could be interpreted as a mild exercise
in fun. In effect, the central fantasy of this film is just as
unpleasant as that in "9% Weeks". Again, it concerns power,
albeit power of a different kind. Predictably, all sympathy lies
with the hero, who must prove himself in mortal combat with a

series of foes in: order to gain the exalted "Prize". The hero,



Conner MacLeod, is also immortal. One of the minor themes of the
film is that immortality has distinct disadvantages. Through a
series of flashbacks we are made aware of MacLeod's agony in
watching his wife grow and die before he does. These emotion
laden sequences serve to conceal an underlyinh web of misogny
and fear of death. In an interview, Christopher Lambert, who plays
MacLeod, says
"If this guy is immortal and he's wounded and it

doesn't hurt him - then it's over. He's not a hero. Whereas the
only power that he has is that it hurts like a real bullet but
he's able to get up again. He's able to feel things like other
human beings. He's just a normal human with normal feelings.
The difference is that he has this strength which copes with what
is happening to him. That to me, is what we can call a hero". 3

Lambert's (and the film's) notion of a hero is of someone
who can imitate life to the utmost degree, but never die. This
hero can take the subway, queue in McDonalds but will never be
confronted with the prospect of death. MacLeod survives four and
a half centuries whilst observing the twists and turns of history.
In a chilling scene in which the hero (of course to the bafflement
of his heroine) recalls the first flight of the Montgolfiers'
balloon, it becomes evident that this man is not only part of
history, indeed, he is history in it's most fundamental form. The
fantasy which this film plays on is one which is more common than
this supposed harmless romp would have us believe. In the film
"Chinatown" (Roman Polanski, I974) an account of a truly corrupt
businessman's attempt to '"hijack" the Los Angeles water supply, the
naive private detective, J.J. Gittes, asks the already wealthy Noah
Cross what more he will gain from this evil act. He candidly replies,

"The future, Mr. Gittes, the future".
2 2 b National College of Art and Design

LIBRARY



At its most basic, human endeavour centres around the support and
continuation of the family unit, an attempt at 'history buying' in
a dynastic form. Most members of Western society rarely go beyond
this basic process. However, a more informed instinct exists among
certain individuals who have an understandiing of their own
vulnerability and fragility. Such people strive to make their mark
within the framework of history. Naturally, there are different
ways Oof achieving this goal. In its most vulgar form it can be
attained through the attributes of notoriety and wealth and in its
highest form through those of intellect and vision.

"Highlander", however outwardly outlandish it seems, can be
seen to work as a metaphor for the yearning of the public (through
their identifying with the hero) for immortality. In truth, the
fantasy at the core of the film plays on the desire of everyone for
eternal life and on the reason for this desire, a fear of death.

These films' have more to do with video technology, than the
art of cinema. They rely on the visual tricks used within I eiVie
advertising, establishing character more by means of signifiers than
through the use of a script. In short they are disposable. The
elements that go up to. make a character like Polanski's Noah Cross
are much more convincing than the glossy veneer that is John in
"9% Weeks". Instead in these '"vid-films" we are served a sense oOf
the heroic, a sense of wealth, a sense of intelligence, everything
is honed down to perfection and economy of suggestione This ''sensem
is not confined to Cinema alone, it's effects are many. In the field
of advertising it is used to imbue a product with certain qualities,
Levi's 50I's made in the 80's are injected with all the attributes
of the I950's original. An alert P.,R. agency like Saatchi & Sattchi
can turn a grocer's daughter into a replica of Queen Victoria. It
is to these fields that the "sense!" truly belongs, these two profess-

ions take advantage of a public's preconceptions and biases. Both



professions feed on a lack of real experience and a desire for
visual stimulation, in effect, it is an industry that transforms
fantasy into profit. An agency like that of Sattchi & Sattchi is
the highpoint of this phenomenon, that is to say, that such a cor-
poration has at it'"s disposal a massive network of both aural and
visual outlets which serve to distribute their messages to the public.
If the P.R. and advertising agencies are the gurus of this imagistic
cult then their most obvious disciples are the followers of 'street
fashion" and various youth/rock movements. It is in this form that
this system reveals itself as a method of placation. Through an
exploitation of a lack of identity such groups arise, with Fashion,
every asdect of the real is trivialised, reduced to signifier,,and
ultimately is anaesthetised.

"Couture castrates " 5

"You are not what you wear anymore than you are what you eat.
Excessive fussiness about clothing, every bit as much as health food
faddishness, indicates a small, frightened mind aware of the size,
disorder and just plain DANGER of the world and neurotically desperate
to create order in a tiny part of it -—=--—-----= even if it is only

the mirror or the table".6




CHAPTER II, THE ARTISTS.

At the time of writing a new Art movement has already been
born. Neo-Geo, or M.B.A. Abstractionism (it has various titles)
has taken centre stage in the New York Art market. Already it's
protagonists are being groomed for Art stardom in the same way their
predecensots were. The German 'New Expressionists" and the Italian
"Trans-Avant-Garde'", although established, are no longer being given
the coverage they once received. Thus two relatively young
movements which were at one time heralded as being the '"mew spirit"
in painting already haunt the corridoors of Art history. The
digestion of both these movements was completed in a period of less
than ten years, a remarkably short time. The reason for their
untimely retirement from public life was not because their philosophy
was unsound, on the contrary, as a reactionary impulse these painters
accomadated Art historians nicely. Their failure, and they have
failed, in that their notion of painting no longer bears up under
the Baudrillardian philosophies, ie it is too '"fake'" to be taken
serious. Their reliance on the publics' Preconceptions of .
Expressionism; and their brash self marketing as artistic heros‘—ied
to their early disappearance from the public eye. The "New
Expressionists' movement failed because it was as Craig Owens says

ssecese. ''shown to be an idolatry, a fascination with a

false image that mimics the presumed attributes of authenticity
when it is in fact just the hollow mask with which a frustrated,
defeated consciousness tries to cover up it's own negativity" cesesq
in effect it was a simulation. What justifies then the use of
simulation within the movement that has taken the place of the
unfortunate Europeans 2?2 1Is it any more commendable to create a

work of Art which has as it's premise a philosophy of appropriation ?

An Art that makes no bones about being "dead on arrival", Just what



is it that makes the cynical Neo-Geo more attractive than the serious
- minded Expressionist ? In order to determine why one form of
simulation supersedes the other, it is necessary to examine the
nature of these representations and their respective philosophies.

To do this I intend to compare and contrast their similarities under

various headings.

The Work Itself.

f

The Art of the New Expressionists * was guite classical in
nature. Painting, Sculpture, even Fre.:co:s were used to stress the
links with this classicism. 1In appearsnc2 the paintings (especially
those of the Germans) wev: quite crude. Saint was smeared in thick
daubs on an (unusually) unprimed canva:, lending an air of animalism
to the finished work. As a painting exercise i% was quite restrictive
in nature. In short, for the germans, there was only one way of
"true expression'" and that was through spontaneity, the intended
final product béing a genuine piece of unmitigated self expression.
Little time was devoted to composition which was sacrificefl for the
purer ideal of accuracy of expression through a fast ap.lication
of paint. This concept of raw Expressionism makes a gesture towards
Post-Modernism by virtue of it's suggested distancing (of the artist)
from the finished work, in the brief seconds between conception of
idea and ap lication of paint. Painters like Immendorff, Chia and
Clemente, however, went to great lengths to utilize personal devices
and symbols., Immendorff's "Uafe Deutchland! series was a type of
"New Expressionist cartoon strip", a concise history of Post World

War Two German neuroses. The Italians, especially Clemente, aimedq

* Here New Expressionism refers to the Trans-Avant Garde also.




to shock by means of sexually ambiguous imagery, and these images

were painted in bright undiluted colours. When Sculpture was

attempted it was usually of a monumental nature and usually in bronze.
lemente's choice to make a fresco was quite clearly, yet again an
allusion to classicism. Therefore apart from some imsignificant
gestures to Post-Midernism, these artists created work which alluded
to previous painting genres. Through their '"hi jacking" of styles,

and their historical attributes, they strained to produce, what

Crantgd Owens callls iseie s oo

"the Artifical Masterpiece" ,
That is, a painting which arrives laden with classical notions

which serve to comfort and confirm the viewer that this, indeed, is
a "PAINTING". The process of imbueing an artwork with pseudo-classical
values runs the risk of veering toward Kitsch or even Camp. This
aspect of supposed "High Art'" masquerading as Camp (or vice-versa)
will be expounded upon later. The point of note, concerning New
Expressionism is that it relied on a series of preconceived biases
about, and a series of signifiers from, classical Art. For the
germans the historical basis for their Art was the Weimar expressionist
groups and for the Italians (especially Chia) a curious mixture of
renaissance/fuaturist imagery.

Neo-Geo artists, in no way, can be accused of being '"classical®
in their choice of materials. All materials used, whether in
Sculpture or Painting, have their roots firmly planted in the 20th
Century. There are no mythical qualities one can cling to in a
work by Jeff Koons or Haim Steinback. Various laminates and plastics
are the order of the day here, indeed there seems to be a strong
urge to create a new aesthetic form from kitchenware. All materials

used have, however, one overriding quality, they are pure Kitsch.

Meyer Vaisman's Stretch Painting (I986) Fig. I is held up on a

60's like blow-up of a canvas weave, and is quite tasteless, if not

vulgar. The aesthetic sense at work here is the antithesis of that



of the Metro Pictures set.3 These are not monuments to technology
they are it's detritus. Basketballs, Star Wars toys and lurid lamps
are paraded before the viewer, rather like the conveyorbelt finale
in "The Generation Game". These kitsch objects presumably serve

as a metaphor for consumer-glut. Yet again, (indeed it seems to be
a prerequisite for any '"new Art'") the critics are dumbfounded,
Eleanor Heartney exasperates ceececsces.

""Nevertheless, everyone is trying, Critical discussion is
filled with references to death. Hal Foster, in Art in America,
remarks, "Painting must die as a practice so that it might be reborn
as a sign." Donald Kuspit calls it "dead on arrival® and, in hié
poetic way, describes its visual appeal: "It's eerie irridescence,
like that of many deep sea creatures, seems to bespeak the full
force of organic burgeoning, but it has an oddly inorganic-crystalline,
mineral aura to it. It is the phosphorescence of decay, creating
the semblance of flourishing life." Phillip Taaffe, meanwhile,
remarks that his work has a "tragic dimension'. |

Neo-Geo is going to be a tough nut to crack. Baudrillard's
philosophies (as regards the simulations) are quite labyrinthine
and will serve a cynical Art movement like this quite well. It can
obliquely be read as a reactionary fragmentation from New Expressionism
not (in the patently obvious sense) that it is largely abstract as
opposed to figurative but that it seeks to define a new aesthetic

without regard for past models.*

* This may appear, on the face of it a rather ludicrous gtatement,
given that, a large proportion of this work is rehashed Newman and
Riley. However, it does not serve to mystify in the sense that the
heroic myth of Expressionism does, by virtue of the fact that the
paintings are exact copies, they serve to negate any romantic

associations. They are as Kuspit says' D.0O.A.



Elements of Camp Within the Works.

"Camp sees everything in quotation marks. It's not a lamp, but
a "lamp" ; not a woman but a "woman'". To perceive Camp in objects
and persons is to understand being-as-playing-a-role. It is the
farthest extension of sensibility, of the metaphor of life as theater."5
Much has been written on the phenomenon known as Camp, (indeed
it has virtually become an industry) these writings embrace many
topics from simple satire and wit, to poliﬁical theory*. Susan Sontag
as early as 1964 drew up several guidelines for Camp in her essay -

Notes on Camp . It is her definitions, and reading of Camp, I shall

use as the seminal text, as to give the philosophy of Camp some credence
it must be seen to be associated with a "respectable'" writer su¢h as
Sontag. The most important point I believe she made, was the above
one, that Camp does indeed see throughb ' certain pretensions. As a
philosophy of simulation it bears up equally to Baudrillard's (i.e.
both philosophies can be applied to all aspects of life). The

problem with Camp is that it can too easily be used to ridicule. For
instance, a critic like Carter Ratcliff could be classed as a "Camp"
art critic. Ratcliff has his name on the introduction of every "Coffee
table" art book in existence, his methods of writing is quite flowery
indeed, and one cannot help but smile when he is credited after each
article as both critic and poet (pretentious moi 2). Ratcliff

becomes like an art..loving aunty who will write his''poetry'" about the
opening of an envelope. The above of course, is not true, or is it ?
This is the dichotomy we face when utilising Camp as deconstructive
criticism, it tends towards the ridiculous, and everything becomes
classified, not unlike the way Baudrillard's philosophies can classify

objects as signifiers. Therefore, I intend to use Camp not as a form
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of ridicule, but as a form of explanation. This would intimate that
the commercial art world is a massive stage and all of the artists

within it, actors. All of them heros and some of them almost immortal.

"Mein Kampf!"

The Germans, from the very outset, were involved in a struggle very
different to that of Adolf Hitler. The strong Nazi image which still
lingers over our conception of "Deutschland" was their maln enemy.
It permeated their Art (indeed they borrowed imagery from it) and it
was not long before they began to acknowledge it. Baselits played it
cool by merely hinting at it in his paintings of various youth move-
ments, Kiefer overeame it through his sophistication, but poor old
Jorg Immendorff launched himself into this imagery, (and the annals
of Camp) headfirst. Nazi style has, for guite a long time, been
associated with S&M and homosexual sub-culture for quite a long time
now. For Immendorff to blatently make use of this imagery in his
paintings gave his art associations. That is not to suggest, that
merely because he borrowed an image which has connotations within Gay
culture he '"camped up" his painting, the point is that this imagery,
for Immendorff, meant something else, he was presumable unaware of
the different connotations it bears in the rest of the world.

I have already illustrated this misconception of ours in the
subtitle above, the german word '"kempf!" when translated means
struggle/fight, however, in the context of this discussion it takes

on a new meaning. In the Germany of today the swastika is taboo.

*Deborah C. Phillips, in her article on the Europeans in-'"Art News"
uses phrases like, '"foreign onslaught" and words like "invasion" and

nblitz", all this on the effect the "Axis" of old were wreaking on

American Art.



In America, India and China it seems something different, it is also
taboo in America, and in the Orient it is a traditional motif. The
swastika in America's (indeed in the Western Worl's) eyes is a symbol
of Fascism: and it's inherent evils. In recent years youth movements
such as "Punk" played on this taboo (of the older gemeration *) by
claiming it as their symbol of revolt against society's "hot and cold"
definition of right and wrong. This re-contextualising of the sygmbol
only served to colour the Art public's reading of it. The American
Art world's reaction to an image which already was laden with connot-
ations and had just received one more (Punk preceded New Expressionism
by a few years) was predictable. The spirit of liberalism that runs
through the Art world defied taboo and embraced these passionate
visionaries. In so doing, they "camped" up the Art itself, through
a subtle form of patronisation.

"The pure examples of Camp are unintentional; they are dead-serious.
The Art Nouveau craftsman who makes a lamp with a snake coiled around
it is not kidding, nor is he trying to be charming. He is saying,mn
in all earnestness: Voila! the Orient! " ¢
In America, the work, (especially Immendorff's) was seen to be an
expose of the hypocricies within, and the neuroses of, Post-WWII
Germany. The imagery slotted in nicely with this theory, but what
of the style of these painters ? The surface of these German paintings
were rough, raw, untamed in their ferocity, they shouted at the viewer.
This marriage of viokent imagery with a violent means of presentation
formed a perfect unit for the understanding of these works. Not only
were these painters angry, they were '"being angry" in a specific way.

The ; links with the Weimar Expressionist groups made it painfully

* When asked why he wore a Nazi armband, Johnny Rotten, singer with
Sex Pistols replied, "Because my parents hate it". ( An interesting
example of Nazi-chic acting as a subversive gesture, which perhaps

explains the Americans willingness to accept what was on the face of

it, Nazi-art).



obvious, these painters were recalling the last great Art movement
of their Fatherlamd. They were being angry in the only way the rest
of the world could comprehend, and in a way the Art world completely
defined, a german way. The swastikas, "OPERATION SEA-WOLF'", indeed
the aesthetic of german expressionism itself, all having specific
contexts in Germany, were re-contextualised under the shadow of the
Statue of Liberty. In the city of Berlin Immendorff's paintings pro-
claimed, "Voila! this is what I think of Germany", while in
Manhattam th; message is translated, "Voila! Sis is der Germany odf
vich you haff been tinking". ILike Allied wartime film of Adolf Hitler,
the germans were speaking but America turned the sound off and dubbed
i

Immendorff is a prime example of a painter mwho was limited
from the word go by his decision to enter the New York art world,
the American selective reading of his work( and their grouping
together of Immendorff with painters like Baselitz and Kiefer) can
be seen to be an act of racism.Baselitz and Kiefer's work is not
a simple case of '"raw" expressionism, instead , their work has a
deeper conceptual side to it.Yet Baselitz has his head shaved like
a member of the Hitler Youthand lives in a castle similiar to old
Ludwig himself.Immendorff parades around like a Hell's Angel in a
leather jacket (Fig.4) and Markus Lupertz holds court like the M.C
of a downtown Berlin cabaret (Fig.5).It seems that these artists
wish to extend this bigoted view of "germanism" to their personal
appearance.They act , in effect, as a visual metaphor for the art ,
and a visual metaphor for the art world's conception of them, they
extend life to theatre, these men are artists? No! they are a
sophisticated form of Camp.

Neo-Geo, the last picture show?

"Camp taste is a kind of love, love for human nature."7



"One may compare Camp with much of Pop - Art, which=when
it i1s not just Camp- embodies an attitude that is related, but still
very different.Pop Art is more dry, more serious, more detached,
ultimately nihilistic." 8

It is difficult to find Camp within an art movement like Neo-
Geo.What Sontag says of Pop Art holds true here, the attitude of
these artists is very serious.The use of kitschy surfaces and objects
in the work does not rely on a Camp sensibility in the way a Warhol
or Lichtenstein does*.The aesthetic sensibilities of Noo - Geo are not
humo irous or irresponsible.Instead, within this work lies a sureness
of vision which acknowledges kitsch and Camp, but:does not condone
them,

"And so you have Bryan Ferry, in a tuxedo, in 1974, singing
"Smoke gets in your eyes''————- a song which was kitsch in the sense
of forties "cocktail" classiness from the word go..It proved his
hyper-sensibility- using cod "classy" materials and sentiments from
lower-middle-brow culture( it is a self consciously literate song)
and his voice even vibrated so ambiguously you couldn't tell whether
he was laughing or crying.Bliss." q
Peter York's humourous account of how a pop-star like Ferry foresha-
dowed the Post-Modernist aesthetic, fits the Neo-Geo aesthetic as well.
These artists know what good and bad taste are, and present their

work in such a way that it's kitsch (and Camp) aspect is negated.Jeff

Koons, when interviewed in "Flash Art", talks of the kitsch "surface"

ofichils Wwork Deing a. e swes

"false front for an underlying degradatioa"

10
¥A proper rezding of both these artists works cannot be made without

some knowledge of the Camp sensibility.
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.....this "degradation" presumably being the false sense of kudos one
claims when on e decries a piece of kitsch as being such.That is, if
one recognizes a piece of kitsch we comfort ourselves in the knowledge
that, due to our economic and social situation, we have the ability

tor discern it as such.

"It's a socio-economic situation you're really responding to:

"I am above kitsch, I'm better than that, I'm closer to a blue-blood
situation than this kitsch object or the socio-economic situation it
comes from.””'|

This, (as Flann O Brien would say) is very intelligent stuff, Koon's
kitschy figurines are not kitsch per-se, but our images of kitsch.They
are simulations of our visual biases and preconceptions, biases which
extend to every aspect of our perception( the very same bias which
pigeon - holed the New Expressionists so quickly).Unfortunately (for
Koons) the work fails in backing up his intentions.

When Koons talks of the associations one has with a stainless
steel object, he discusses the object in a specific w=y.His use of
terms in the interview is baffling.He talks of "security sup.ort syste
ms'", '"luxury" and "degradation" in a high, poetic manner.His references
should be in guotation marks as they do not make sense literally.The
ghost of Baudrillard is present here in the form of a fly-leaf
reading of his philosophies.By bring ng these preconceived notions to
bear on his work Koons makes an act of self-defeatism.He is obviously
not talking about kitsch but a"Baudrillardiazn'" definition of it .This
kitsch/ art is a precise example of what Tom Wolfe called"the Bainted

Word", that is, & work of art that has more to do with a philosophy



Of painting,rather than a crezative urge.Koons' figurines act as
illustrations to Baudrillards texts.This artist foolishly believes that
his figurines function for all of the populace, when it is clearly
evident that they do not, and never could.His work functions- indeed
only remains in context-within the limits of the gallery walls, being
viewed by an individual who has read Baudrillard.They are not kitsch,
but "kitsch", not art, but "art'".THe works achieve the status of "Cult
Objects", their meaning becomes illegible without a knowledge of what
they react or refer to*.Not so much "The Last Picture Show'", more
like'the Painted Word Strikes Back'.

I opened this piece with Sontag's observation that Camp is a
love of human nature, the re:son why this work has no Camp value is
because it is antiseptic, the work does not acknowledge human nature.
This aspect of "clinical art" only serves to distance us from dit the
critics who compare it to Death are not wrong, but the aspect of Death
bresent in this work is it's sense of artificiality, in Neo-Geo,life
is suspended in inverted commas- 1ife becomes crystallized- like Koons
basketballs, or Steinbachs "shelves'".Sontag remarks that Death is the
antithesis of Camp,but Neo-Geo is not, instead it is the antithesis of
New Expressionism.They extend a philosophy (a grim one at that) to
life/art which vets their product of any expressionistic myths.Bliss!

"Tet's pitch our tent herel®

A Camp reading of the above works, serves to illustrate an

*Deyan Sudjie dntCult Objects! defines a cult as followWs. .. o
"By definition a cult depends on a group of insiders, tightly knit

and linked by secret signs recognizable only to initiates."



important aspect of the beast that is the commercisl art world.This mo
ck-serious approach to these two art movements is not intended to make
light of them,rather, it re-contextualizes them in a way not dis-
similiar to the re-contextualization carried out by the commercial

art world.It would be foolish to claim that Baselitz and Immendorff
are defunct (they are both still working) but nevertheless, their

work has lost some credence with the coming of Neo-Geo.The point 1is,
that by being selective myself in my read.ng of tnem I articulated

2 phenomenon thot is rife in the contemporary att world, a process

of utilization (of the New Expressionists), and classification, whicin
leads ultimately to a validation of the next comer (Neo-Geo ) .How,

in effect the commercial art world "makes history" of it's protegeés.




GHINRRERETTT . NEV YORK (INSTANT HISTORY MACHINE)

"The human ear has not adapted itself to the bourgeois rational
andrulitimately, highly industrialized order as readily as the eye,
which has become accustomed to conceiving reality as made up of
seperate things, commodities ee.oeeeco.. ordinary listening as
compared to seeing is "archaic'" ; it has not kept pace with techno-

logical progress." 1

The above quote, z: i bough forty years ?}d,lstill holds relevance
today. Never before hs: ‘he human race [in the western world) been
more visually aware. {vsough the influen:» ~f the media,.most
notably T.V. the average westerner has buill up quite a visual ency-

clopaedia. Because of thz complex nature, and sheer bulk, of this
visual knowledge, the very people involved in the production of images
(we shall, call them the Media*) are finding itlmore difficult to
project avconvincing image of their commodity. Hence the "exclusive
shot!'" acts as a new experience for the visual appetite of the reader.
An advertising campaign such as the "Levi's 50I" series, has to be
thoroughly stylized for the product to be accepted, as something
"new". The public must be seduced by an injected ''mewness',

i

otherwise the product will not appear as such. In short the public

will not accept an image that has not been stylized or idealized.

The cinema audience sniggers at the advertisement for the local Indian
restaurant, b&t remains hushed as the Adonisin denim strips to his boxer
shorts.The reason for this is not because the Indian reatauraant fails

RS SR o bijlelctiivien s bultiiin s t ead it S iist notaic onviinclin g o

*The term Media as used here ,; includes the New York Art world.




titillating enough. The anaemic slide, with it's upper-class-English
voice over, fulfills the requirements of advertising, but it fills
them so frugally. The public enjoy recognising a I950's Cadillac,

or the shine of Brylcreemed hair, it comforts their conception of

the I1950's. Given the drab lives of the majority of people in the
western world, there is a certain desire within most to be seduced

by these idealized images. The seduction involved in these advertise=
ments is based on a re-enactment of fantasy. Within these advert-
isements the fantasy takes many forms, in the majority of cases it

is sexual in nature, or in some (like Levi's 50I) it takes the form

of nostalgia. Nevertheless if the fantasy is overstated, or the

image not visually precise, it becomes an object of ridicule, and

thus is not commercially viable. It is not to be assumed that an
advertising campaign has a long lifespan, it's job is to convince
quickly. President Lincoln's maxim certainly holds true for the

world of advertising, however, it is possible to "food all the people",

by which time you have established your product, or indeed, produced

a "mew" Art movement.

Sherrie Levine was merely sleeping but David Salle is dead.

Looking back on old issues of Artforum it becomes painfully

obvious how (visually) boring minimalism was. There were no lush
brushstrokes to linger over, all was flat, complex theory abounded,
and, all in all, a visit to an Art gallery was something of an
ordeal. With the introduction of New Expressionism, however, the
public was spared the ardour of complex theory, and ihstead were
presented an obvious altermative. Here were paintings that had

real people in them, the paint was applied with gusto, and there was
(siin of sins!) a narrative within them. As a reactionary movement

the Buropeansslotted in nicely with this naive view of Art history,



-

By virtue of their hedonistic approach to the (previously set)
rules of Painting, they were seen to be revolutionary. However

as we were sinking into these comforting "armchairs't another

group of artists were giving a different view of the future of
painting. Artists like Robert Longo, Cindy Sherman, Sherrie Levine
and David Salle, were all saying completely different to the
Europeans. Soon, their message was being aired, and what was that

message ? Among others, their message was that the concept of the

original was invalid, @n¢ with the deai% o# this concept so was

the armchair concept ¢i Fainting. But ii Painting was dead, then

what was the point in l:&ing New Expreﬁ%iﬁnmsm.? This double standard
was embarassing, in ordsr tor credibility t0 be maintained amd a

rapid clean-up was necesgsary, after aii, how could one camp be
holding a christening, while their peers were.ordering wreaths 2
A disinfectant arrived in the form of Neo-Geo, and now we
ndefintely'" know that Painting is dead, Koons & Co. are merely
giving it the last rites.

The above paragraph, although a ridiculous and blinkered
reading of Art history, is basically true. In the past ten years
all of the above has happened (quite literally) before our eyes.
The facts of this reading may be clear, but the reading itself is
perverse and selective. The concept of "Dead Painting" was brought
up as early as I98I, six years before the enema that is Neo-Geo was

given to the Art world. Thomas Lawson wrote of David Salle's work

% ;
The term "armchair", here refers to Matisse's concept of a good
(o)

(and bourgeois) painting.
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" He makes paintings, but they are ddad, inert representations
of the impossibility of passion in a culture that has institutionalised
self-expression. They take the most compelling sign for personal
authenticity that our culture can provide, and attempt to stop it,
to reveal it's falseness. The paintings look real, but they are
fake. They operate by stealth, insinuating a crippling doubt into
the faith that supports and binds our ideological institutions.'2
Lawson's reading of Salle's paintings (it must be admitted that
Lawson is a '"disciple" of Baudrillard's) illuminate a glaring
connection with Neo-Geo's supposedly novel intentions.

Salle's painting, Poverty Is No Disgrace. (I982) is a perfect

example of what, we are now informed, is called Neo-Geo. Looking

at the painting (Fig. 2) it becomes obvious, that it has all the

(so called) revolutionary aesthetic sensibilities of the later
movement. The left-handpanel has an image of a kitschy attempt at
abstraction, likewise, in the right hand panel we are given an image
of a nude (not the usual "Porno" image) which along with the abstract,
links up two traditions of Painting - one modernist, the other
archaic - in one deft juxtaposition. The centre panel, however,
clinches the argument, there, nailed onto an image of the "Bowery'",
is a plastic chair ! Further examination of Salles work reveals
that his philosophies are also quite Baudrillard indeed and yet

for an artist who bears many similarities to the '"new' work, Salle
has received little acknowledgement, *However Salle's contemporary,
Sherrie Levine has been affiliated with, indeed is considered a
member of, this new phenomenon. Why has an artist like Salle been

relegated to the back seat, when his sister-in-arms is swept up

*Salle is not referred to, in any of the articles on, or any

interviews with, the Neo-Geo artists.



with the wave of adulation and success ? The answer lies in the
method of presentation of their respective works, Levine's work
(copies of Schiele, Malevich or Evans) was seen tobe enhanced

by the arrival of Neo-Geo, her work could finally be truly under-
-stood.Levines work was truly dead , whereas Salle's was still
breathing, due to the fact that he imbued it with a sense of
himself, as opposed to her direct copying.Levine was seen to be
(in an unbelievable re-writing of Art histéry)painting's '"Angel

of death', through her appropriation of past works, and their
associations as the genuine article,she was killing off the last
romantic notions of the Artwork as commodity. In effect, Levine
was not commiting "Artocide'" until late 1986, all previous works,
talthough straight forward appropiations) were simply counted

as "Artslaughter'.Levine's work was re-contextualized to accomada-
te the warped course of american Art history. Once a name was
coined, Levine was seen to have been prcved right, Neo-Geo, meant
that Sherrie could go on killing off our notions of authorship and
individuality, with History's blessing. The final irony, is the
fact that Levine was crdating '"dead" work, for a period of roughly
six years before anyone realised it wasn't alive*.

For an artist to be re-contextualised as crassly as this, to
accomadate a smooth flowing view of History, is despicable. Ifhen
both critics and artists, spend their time referring to dead paintings,
which were living in I982, but died four Years later, they do not
realise how right they are. Looking at Art history im this manner

relegates all Art to a specific time and context, until it can be

*That is to say, that although this Art concerned itself with the

demise of painting these notions were not acknowledged until Neo-Geo,



used again, and when used again, it takes on the form of propaganda
and is again revitalised to imbue the latest movement with authenticity
(in the case of the germans , the Weimar expressionist groups ,

and for the italians, renaissance Art and futurism).

In Levine's case, the Art world waited for Neo-Geo to catch up with
her, befpre it deemed it proper that this phenomenon take it's place

within the framework of Art history. These selective readings of

history serve to lend gravitas to an illusion, the illusion being
one of historical progression, and with it an artistic maturation.
The obvious reason for this misreading is to convince the public
(and the buyer) of the products authenticity. Like a Levi's 50I
advertise,emt, this twisted view of the past 'serves to impress
characteristics of genuinity on a product/artwork, that are not
there to begin with.

It is very difficult to isolate the individuals responsible
for this selective reading of the "New " art history. However,
even though the responsibility obviously 1lies with the Art dealers
and Art critics for this travesty, the blame ultimately lies with
the artists themselves. They are the people who are ALLOWING their
work to be interpreted in this shallow way. Their lack of reaction
to this interpretation, and with this lack of reaction their obvi=
ous apathy as regards such a reading, nighlights their willingness
to cooperate in this falsification. The reasons for this co-operation

are only too obvious.



The Artist as Institution/Hero.

If critics are looking for a deud artwork, they need look no

further than the painting Cilindrone 1984 (Fig.3%), here three painters

(Andy Warhol, Jean-Michel-Basquiat and Francesco Clemente, respectively.)
have combined their talents to produce a new artwork.This is not only
a shameless piece of self-promotion, but an acknowledgement that all
three consider themselves institutions.Two of these institutions were
unheard of ten years ago, and yet they can be placed alongside each other
as equals.The three styles of the painters are instantly recognizable
.and act as virtual trademarks for the respective participants.Besides
illustrating the fact these "youngsters'" have access to instant notorievy,
this bastard offspring demonstrates their belief that they are tne
genuine article.This collage of the three, points out what Lawson meant
when he said that self expressionism had been institutionalized.Indeed
it has, but by the very individuals who are supposedly the guardians
of this concept.

The reason for the rapid institmtionalization of these young artists
W s due to an egually rapid injection of capital.These artists were
marketed as "true history makers', their products were validated by
a dubious reactionary reading of art history.With the arrival of Neo-Geo
we are witnessing another batch of Wunderkids being built up for the
lucrative market (the prices for Neo-Geo work have escalated in the
past months).The point of note concerning this phenomenon is the fact
thzt the 'mew'" art we are witnessiug has as it's premise an historical
fantasy.The backdrop for these heroes (they arexzheroes by virtue of
their success) is not unlike a movie screenplay.The heroes within this,
the greatest story ever told,take their financial gain from their per-

formances to be a validation of their roles as artists.like the character



John, in 9% Weeks, these heroes master money while still maintaining
the role of avant-garde artist.A successful artist like Robert Longo
says of his wealth......

"Now I can do anything I want with vengeance and power.I

want my zrt to be acts of freedom.”3

seeesess.a2 horrible misconception of his own institutionalization

and classification.

Like the¢ film "Highlander', these artists are encouraged to fight
(by virtue of their being reactionary)for the "Prize'" and that "Prize"
is centre stage in the commercial art m:rket, a dubious honour.

Kurgan:shouting at a hushed group of churchgoers.......

"Listen to me I've got something to say ,it's better to burn out,
THAN FADE AWAY! n i

Our artistic heroes are obviously willing to sacrifice their integrity
even if it means shaving your head, or simply; lying low until an historical
precedent is set for your work, and re-introduce you into the fight.

Just as the commercial cinema needs heroes like John and Conner Mac
Leod, so the "instant history machine" that is the commercial art
world needs heroes like Levine or Koons. Both of whom gladly take part
in the meleé and do battle to satisfy their bloated egos and their
fear of obscolescence/Death.Through the haze of hype and publicity we
can see this art system disappearing up it's own tail in a trance of
self-reference.

No Future?

As long as there :'re buyers for this work, critics who are willing
to grant it a theory, and dealers to sell i1t, this phenomenon can go
on forever.Already there has been a group show titled, "Anti-Baudrillard",
held in New York, proof that the movement is beginning to prpvoke reaction,

However Baudrillard has not come out in support of Neo-Geo, and already



his name has become synonomous with the work.Baudrillard should be
wary of the damage such a partnership could do to his writings,they
will become marginalized, in a commercial exe cise like this which
relegates Art to Fashicn.

"To take a recent example: neither the long skirt or the mini-skirt
has an absolute value in itself--- only their differential relation
acts as a criterion of meaning.The mini-skirt has nothing whatsoever
to do with sexual liberatiom; it has no (fashion) value except in oppo-
sition to the long skirt.This value is of course, reversible: the voyage
from the mini- to the maxi- skirt will have the same distinctive and
selective fashion value as the reverse; and it will precipitate the
same effect of "beauty"."” 5

Substituting two art movements (like the above mentioned ones) for
"mini'" and "maxi", and art for fashion, Baudrillard's quote takes
on a novel meaning. It merely takes the minimum of intelligence to
this conclusion, and that is one trait which no amount of marketing
hype can overcome, indeed, intelligence seems to be sadly l:cking as
regards the artists and their art.This phenomenon will be with us for
quite a while, but like T.V we do not have to watch it , to make
work which reacts to the present artworks of a commercial system is to
condemn oneself to that system.Therefore, it is necessary for the
contemporary artist to diversify, and ignore all aspects of patronization.
In short, if an artist begins to become commercially viable they can
consider their work (and the conceptions behind it)to be in danger
of digestion by an art market hungry for '"new" visual titbits.It is

improper to grant an artist credence merely because they earn money



» to be successful within a commercial system heralds the "selling out"
of this fake "avant garde'".ill of the artists whether Neo-Geo or New
Expressionists,(the art world has 2 penchant for naming every movement
"new" )it must be admitted are 2f a certain tyce, they are ambitious,
these are the people who talk to the right patrons and critics at
openings.Bach of these movements never thinks of failure they believe
their philosophies are "stronger' than the other, their self righteousness
indicates their perfection, they are heroes.

Recently, in New York, Exxon have held an exhibition of french art,
alrezdy the "instant history machine' is dusting down it's cameras for
the next great production, ''the French Invasion".With Baudrillard's
philosophies waiting for them, these unfortunates will be dealt with
as efficiently as their neighbours.A fake uniformity/Zeitgeist will
be impressed on the works, and they will be easily classified.They have
no one to blame but themselves.Their willingness to prostittute their
work signals their death as artists, and their birth as media heroes.
Their necessity of a'script" and "image" signifies that true art , indeed
the true media art is cinema, which is what they are vainly trying to

imitate.
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