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INTRODUCTION

Pop Art:
out

i ntervi ew wi th theaforementi onedThe comments
Indiana and are succeeded by the fol 1owi ngsi xti es arti st RobertPop

question put to him by Gene Swenson:

'Is pop art here to stay?1

To which Indiana replied:

in twenty years it must face

A quarter of a century has elapsed since Indiana made these comments and in

hindsight the era of the 1960s and its cultural expressions could be viewed
bei ng more easily recognized and defined, than in comparison theas to

complexities of our own time under the banner of post-modernism. Somethi ng
this dichotomy may perhaps be deduced from Indiana's comments.of In the

hi stori cal frame of his own time, he is afforded the opportuni ty and
si mpli ci ty i denti fyi ngof hi s butart reacti on abstracttoas a
expressionism and in doing so, participates in the regimentation of art as
a process of rational linear progressions. In today's art no such si mple
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and 
own 
the

if it matches abstract expressionism 
days 

1984.'of
(2)

'It springs 
oversaturati on 
estheti c

are an extract from an

'Give it ten years perhaps;
fifteen or twenty it will be doing well in these accelerated 

mass-medium circulation,

newborn out of a boredom with the finality 
of abstract expressionism which, by its 

logic, is the end of art, the glorious pinnacle of 
long pyramidal creative process.'(1)



sustainable given the present diversity in pluralist artequivalences are
Neo-Abstracti on andNeo-Expressi oni sm, Neo-Neo-Geo,wherepractices

i ndi fference,atmosphere ofi nmarvel 1ouslyalong anFi gurati on get
predicated by the effectiveness of mass communication. The escalation i n

circulation and the advancements in communication technologymedi urnmass
to his own observations and his possible anxiety for the mortali tyrelate

of pop art in its confrontation with a world of Orwellian dimensions.

this juncture that one can identify with his and byi s commentsIt at

with the fictitious character of Winstonfurther extension, i denti fy i n

Orwel1's Nineteen Eighty Four.novel today,For theone can see
possibility of transferring the identity of the 'Ministry of Truth' and the

'Ministry of Plenty' onto those functions operating within western culture
advanced i nformati on technology and consumer!sm. Al though thisas

juxtaposition would be an oversimplification. In an Orwellian world it is
much easier to recognize and to oppose a culture that is perceived to be a
pri son. theFor ofgates such pri son equal 1y impervious,a are
survei11ance equal 1y ri gorous, icon worship equal 1y persuasive, where
little difference is made whether its prison wardens are inspired by ri ght
or left wing ideologies. In the context of the present, this hypothetical
confinement or control over cultural expressions becomes an aberration, for

by way of contrast to Orwellian conventions 'Big Brother does not watch us
by choice. We watch him, by ours.' (3)

either of these positions is the recognitionIntri nsi c to that advanced
aims, methodstechnology, i ts and codes, have immeasurable i mpact on

perceptions and expressions.cultural In real terms the impact of such

5



plainly obvious to us in the second-half of this century.developments are*
veracity of communication technology permeates all ofaspectstheWhere

Western Culture and aligns itself with such definitions as Late Capitalism,

Post-Industrialism and Post-Modernism.

ramifications in the creation and definition of art have been no 1 essIts
the 1960s in many ways keyrepresentthi s respectsi gni fi cant. In a

Not least for the emergence oftransitional period towards this new order.
but also for the increase in wider socio-political developmentsPop Art,

such as multinational captialism, computer technology and ecology. Factors

which continue to impact upon us today.

with all transitions to a new order, difficulties will emergeAs i n the
process of adjustment. Sixties Pop Art can be located as a key expression

of this adjustment process leaving in its wake a representation of art that
conti nues influence our perceptions of art today.to In particular the
work of Andy Warhol, as an icon of Pop Art, casts a long shadow into the

of art.context If Warhol's contemporarypresent Indi ana, vi ewed the
possi bi 1i ty of Orwellian conventions to be a source of anxiety, suchno
anxiety can be deduced from Warhol's own comments:

I think everybody should

6

I think everybody should be a machine.
1i ke everybody.' (4)

'Someone said that Brecht wanted everybody to think alike, 
everybody to think alike. But Brecht wanted to do 
Communi sm, 
happeni ng 
government;
wi thout

I want 
to think alike. But Brecht wanted to do it through 
in a way. Russia is doing it under Government. It's 
here all by itself without being under a strict 

so if its working without trying, why can't it work 
being Communist? Everybody looks alike and acts alike, 

and we're getting more and more that way.



comments reflect aspects of a dialogue that surrounds hi s ownhi sHere
expressed as an ambivalentwork,
His work itimates that hisrelationship between high art and mass culture.

commercial artist influenced his acknowledgement of theexperi ence as a
The posi ti on bei ng thatandconnect!ons between art commerce. a

i ntri nsi cal 1y 1i n kedhis art wasof thefundamental determi nati on to

to the codi fi ed representations that determineprinciples of distribution;

i n the wi dercommodi ti es commerci althe di stri buti on of framework of

industrial societies.

So in recognizing Pop Art and the significance of Warhol's i nfluence, one
i s drawn i nto accepti ng di alogue of di ssoluti on through thea
di si ntegrati on of qualitative judgments based on paradigm equations, a

i nto
the workings of contemporary life. Where the priorities of commercialism,
through the aegis of the mass media, contribute to the vagaries of trans-
aestheti ci zati on and assist in the fragmentation and neutrali zati on of

cultureswestern capaci ty di fferenti ateto between number ofany
polari ti es. It is this ongoing process that I wish to observe in general,
whereby Pop Art is a signpost in that direction. di recti onA towards
unchartered soci al phenomena for which one is not at 1i berty fullyto
envisage at this stage.

7

a dialogue in the erosion of difference,

dialogue that is not necessarily confined to art but also spills over



CHAPTER 1

A Signpost in the Direction of Commerce

having worked as a commercial artist Warhol was in aI have suggested,As
the relevancy and i nf1uencei nterpret andposi ti on observe ofto

commercialism in manipulating cultural perceptions. His stance in relation
these commercial aspects may be confirmed from the following statementto

in his writings 'The Philosophy of Andy Warhol', though at the same time,
as with all intimations expressed by Warhol, one is left with a sense that
there is an underlying camp attitude:

Here one is left with a difficulty in understanding this equation, that is,
whether there is a difference between business and art (as euphemistically
expressed, busi ness is business and art is for art's sake), whetheror
there are cross-over points that erode any intrinsic difference.

Prior to the emergence of Pop Art, American Abstract Expressionism assumed
the of being the main avant-garde art movement originating outstatus of

moderni ty and for which theof cri ti caspects Clement Greenberg was
critical defender.i tspositioned As early as 1939 Greenbergas had

widely acclaimed essay 'Avant-Garde and Kitsch' inhi swritten which he

8

busi ness 
Busi ness Arti st. 
ki nd of art.' (5)

I started as 
busi ness 

or whatever it's called,
'Business art is the step that comes after art. I started as a 
commercial artist, and I want to finish as a business artist. 
After I did the thing called "Art" or whatever it's called, I went 
into business art. I wanted to be an Art Businessman or a

Being good in business is the most fascinating



expressed his concern and anticipation of a cultural crisis in the West:

dilemma he argues thatconfronti ng thi s cultural the standards ofIn
cultural excellence should be maintained against the pervasive encroachment

mass culture and that two main factors to be avoidedof academi ci smwere
and ki tsch. that the survival ofmai ntai ned livingHe culture was
dependent on its ability to progress which for him was the pivotal function
of the avant-garde artist.

Greenberg i ndi cates the parameters for the maintenance of High Culture,
that art should be self-referential, engaged in the priority of formali st

evaluatedaestheti cs and according to its own laws avoi d i tsso as to
debasement through the appropriative and reproducti ve 1 ogi c of mass

avant-garde art which constantly renewed itself in orderculture. An to
keep culture moving.

With Pop Art there emerges an erosion of the distinctions between high art
Kitsch being referred to by Greenberg as popular,and kitsch. commerci al
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'Retiring from public altogether, the avant-garde poet or artist 
sought to maintain the high level of his art by both narrowing and 
raising it to the expression of an absolute in which all 
relativities and contradictions would be either resolved or beside 
the point. "Art for art's sake" and "pure poetry" appear, and 
subject matter or content becomes something to be avoided like a 
plague.' (7)

'A society, as it becomes less and less able, in the course of its 
development, to justify the inevitability of its particular forms, 
breaks up the accepted notions upon which artists and writers must 
depend in large part for communication with their audiences. It 
becomes difficult to assume anything.' (6)



magazi nethei r chromeotypes,wi th1iterature, covers,andart
comi cs.slick and pulp fictions, The boundaries ofi11ustrati ons, ads,

with such examples as Lichtenstein's appropriation of comi ceach converge

in a high art fashion utilizing a devi ce whichrecreatedstri p i magery
that is through the usedefined as abstract formalism, of thebecould

An abstract image engaged with the two-dimensionality of theBenday dot.
flat surface, the arrangement of spaces, shapes and colours. Pop Art also

in challenging the transcending formclaim to being avant-garde, of1 ays
That is, to challenge, criticize,art espoused by Abstract Expressionism.

explode the dominant culture in its tradi ti onalagi tate forms fromand

within and using the dominant cultures our methods.

Pop Art takes on board the images of kitsch which are seen as a dangerous

phenomena precisely because of its complicity with the 'laws' of industrial
soci ety that rei nforce the inherent sameness of producti on andmass a
purported threat to high culture. Where Warhol's work seems to align art

fundamental 1y indistinguishable from the products ofas INcommerce.
assimilating the labels of commodity distribution, it gives recognition to
the literacy of kitsch, a by-product of industrialization and consumerism.
The proversi on of markets for all commodities, where the real ti n of
Campbel 1's be purchased i n a supermarket and i ts si mulerasoup can

purchased as a high class art-commodity (Fig. 1) in a commercial gallery.

Whether avant-garde or kitsch, the position remains that they onlyare
definable as such by a cultural elite. For in a bourgeoise society there

1ower-classi s culture that is highly compromisednotnever a wi th
culture. The superstructure always remains intact,bourgeoi se for it is

10
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Fig. 1: Campbell's Soup Can, 1964 
Silkscreen on Canvas, 34 3/4" x 24"
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that the power elite will choose such cultural expressi ons thatuni i kely
> would evidently undermine their power brokerage. A position recognized by

in reference to his original essay commented: ' theGreenberg who, in 1989,
avant-garde art survives because the elite come around to buy. In

said they are tied to the bourgeoi se by goldengarde and I a
But here also, kitsch operates as just theumbi1i cal cord.' (8) other

side of the same coin. 'mass' culture
i s nowhere of the people and of theculture but culturea masses a
fabricated for the people and for the masses.

12

"avant-

ki tsch"

For today what we call 'popular' or



CHAPTER 2

Fabricated Structures

of the established critics in the sixties viewed avant-gardism solelyMany
referenci ng ofculture. Theits hostility to mass mediaofi n terms

popular media images by pop artists was seen to be a betrayal of the val ue

a pacification of the critical stance appropriate to avant-gardeof art,
In the seemingly unchallenged advocacy ofartists (in a modernist sense).

soci albroader framework, the medi athetechnology wi thinmachi ne
ideology of technology that constitutes abberati on ofrepresents anan

towards the semblance of totalitarianism.democrat!c i deals panopticA

i nsti tuti on for the control of information where those who speak through
the medi a have access to a mass of people, whi1e those within the mass
public watch in relative isolation from each other.

this respect,In Pop Art touches upon a raw nerve of democratic i deals,
aspirations of freedom and individualism.those This position challenged

i nby Warhol his approach and methods to art. Hi s negation of those
concepts related to craft and skill oriented modes of aesthetic product!on

adaptationthrough the of the factory framework i n which the seri al
of his art stresses the anonymity of the producer or author andproducti on

assists in disarming the principles of originality and authenticity.

Warhol's use of the photographic image further diminishes the critique of a
transcendental value to art, the privileges of aura and authentici ty. A
position explored by Walter Benjamin in his essay 'The Work of Art in the

13



Age of Mechanical Reproduction', where he states:>

material reality constituting its authenticity, its testimony to theIts
its traditional value withinit has experienced, gi venhi story whi ch a

cultural heritage, these factors become subjugated too, and they lose their

autonomy under the processes of mechanical reproduction. A process whereby
the art object becomes downwardly mobile, its acquisition more democratic
but also less sacred. For Benjamin that which is lost through mechanical
reproducti on What was special in the
original its aura is liquidated, fragmented and deconsecrated in the copy.
When the criterion of authenticity ceases to be appli cable through the
di ssi pati on of arts and its contiguity to art based ri tual , thenaura on
the function of art in Benjamin's view begins to be based on politics.

the argument can poi nt to Andy Warhol 1s work as an art thatHere reflects
political instruments of standardization through the use of commercialthe

whi chi magery, i n the wider social context directs i tself towards the
The negation of individuality

i mpli ci t i n the bureaucratic work structures of contemporary consumer
culture, that militate against the freedom to act creatively, to realize
oneself through engagement with the world. A sense of wholeness eludes the
person whose daily tasks are encompassed by acts which have little meani ng

14

individual as a conduit unit within a mass.

is arts claim to a unique 'aura'.

'Even the most perfect reproduction of a work of art is lacking in 
one element: its presence in time and space, its unique existence 
at the place where it happens to be .... Confronted with its 
manual reproduction, which was usually branded as a forgery, the 
original preserved all its authority; not so vis a vis technical 
reproduction.'(9)



are fragmentary pi eceswhich wi thi n largerthemselves,and ofi n a
corporate enterprise which he or she cannot fully comprehend.

is ultimately indifferent to the reali tylike advertising, itArt,Pop
Pop Art thus deals in illusions and theenshrines in a magnificent image.

essentially a publicity agent for thearti st i s f ami 1 i ar i11usi onspop
expressed through advertising.

15
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Fig. 2: Marilyn Monroe, 1964 
Silkscreen and Oil on Canvas, 40" x 40"



CHAPTER 3

The Magnificent Image

i magemagni fi centin the work of Andy Warhol i s thefeatureA common
Hol 1ywoodvisage of the celebrity appropriated from the1ocated i n the

Marilyn Monroe (Fig. 2)>publicity photographs of Liz Taylor,
Images that are chosen precisely for their mass familiarity and whichal.

precondi ti oned publi cloaded and Aal readyi ncorporate response.an
commercially cultivated response, whereby the personal lives of celebrities

and continually represented i n the medi a,closely moni tored massare
becoming role models for which people aspire to emulate. The 1i festyle of

'stars' seem to inhabit a utopian universe of bounty. They seemthe to
i n where their encounters with interior designers 1 ead1 i ve cast!es to

unrestrai ned flights of fancy. Thei r desi res, thei r fantasi es, thei r
painlessly translated into the objective formswhims, that surroundare

Their lifestyle seems to float beyond the terms of the realthem. world,
by the mass medias ability to invest the individual life of thecultivated

cel ebri ty with secularized imprint of the sacred. Where as Waltera

Benjamin states (and by way of contrast to the dissipation of arts 'aura'):

more the image of an individual celebrity is reproducedThe mechani cally,
captivating they appear to be in the 'flesh'.the more Just Warholas

created proclai med by

17

a persona about himself that typifies the eulogies

'The cult of the movie star fostered by the money of the film 
industry, preserves not the unique aura of the person but the 
"spell of the personality", the phoney spell of a commodity.' (10)

Elvis, et.

of the movie star fostered by the money of 
preserves not the unique aura of the person



He built a space around himself that was thecommerci al imagery. exact

i solati on of the objectsof the i n hi s pai nti ngs. Anphotocopy

of the specialness of the objects and people that advertisingassi mi 1ati on
Both creating a distance and an allure to its Whereaudi ence.conveys.

the halo of prestige covets the indefinable empty zone of distance from the
reality of people and things.

a highly mobile world where first impressions are importantIn whereand
oneself is the most highly cultivated 'skill' the constructionsei 1i ng of

becomes and more imperative. Where style offersappearances more a
representation sei f, defi nedof by surfaces and commodi ties. Styl e
transmitted through the mass media that tends to reinforce this outlook i n
i ntimate detai 1. Through commercial photography in advertisement, fashion

offered vi si ons ofmagazi nes, catalogues, perfection,we are a
the habitats of celebrity.constellation of pristine worlds, Role models

of appearance that are both lifeless and object orientated.

centres or in huge shopping malls where the vi sualReflected urbani n
Passi ng by shop wi ndowstyle and self is continual.j uxtaposi ti on of

broad expanses of gleaming plate glass, people confrontdisplays with a
against the dream world ofsuperi mposed thethemselvesreflecti on of

Where the studied display of perfection provokes a compari soncommodi ty.
imperfections and the dreariness of necessity. Images of styleto our own

endorsed by Pop Art.

18



CHAPTER 4

The Package

ofmultiple pictures are offeredIn
and technological progress that convince the viewer of their goodmateri al

throughcondi ti on al 1udedA toabundance.materi ali nfortune
the popularization of disposable products, a culture of convenience, a pre­

packaged experience to be consumed and disposed of. A commercial strategy

obsolescence where the nurtured condition of consumer disatisfaction isof
andby the spectacular entrance and representation ofplayed newerupon

Where waste and destruction have become an aesthetici zedbetter products.
as cars tumble overthe familiar chase scene,experi ence. Through film,

pile up or the spectacle ofcliffs and burst into flames, the multiple car
demoli shed. Theexplosions, where bui1 dings, shop fronts etc. are

unremi tti ng aestheti ci zati on of waste however is seen in the conti nual1y
styl e of packaging, The packagi ngchangi ng aimed to stimulate sales.

desti ned end up on the waste heap, al ready cl utteredto to clutter an
world.

Di fferent packaging styles satisfy the need for novelty in a live for the
moment ideology of consumerism. Where the style constitutes a politics of
change, albeit 'a change', that resides wholly on the surface of things and
art becomes the commercial management of style. As Warhol has stated:>

19

You ought to 
or a pop 
someth!ng

a media saturated consumer society,

'How can you say one style is better than another? 
be able to be an abstract expressionist next week, 
artist, or a realist, without feeling you've given up



ofconsumption of stylo has become inextricably woven into the fabricThe
Style, linked to the powerthe consumer society,

of the mass media to convey, magnify, refract and influence popular notions

of style.

is mediated through the cliches of mass advertising it ai ms toWhere it
of the spectator so that he will the producttakethe refl exes1oosen

theactive and mythical be!i ef i ncreatewi thout resi stance. To an
product before i ts character bethesei 1product's promise. To can

carefully questioned.

It encourages the assumption that the world as known through advertising is

actual world. it masksthe As instrument of standardization andan
our penetration of social and personal reality and restrictsi nhi bi ts our

search for it's meaning to prescribed paths of conformity and consumption.

Pop Art, in appropriating the signs of manipulation advocated by mass media
advertising and raising them to the sanctity of art, gives credence and a>

of approval to a consumer ethos. Where the control ofstamp appearances
commerci al i nterests and the moreunderscore general goal of soci al

does stand in judgment over theArtcontrol. Pop not si gns of an

20

a hallmark of democracy.

All you have to do is read the magazines and the catalogues.
It's this style or that style, this or that image of man. (11)

'Advertising presupposes ignorance and inexperience; it is most 
successful with the uncritical believer. As has been said, good 
advertising can sell anything - but only to those who accept 
things at face value, and those who can hardly comprehend what it 
means to search out the truth about things.' (12)



but accepts it as a given reality whereindustrial and consumer landscape,
there is no difference between unspoilt landscape and desecrated landscape.

si gns representati on.with objects and their of1andscapeA saturated
there is no longer any privileging of the object over the i ni mageWhere

Pop Art has become an agent of exteriority andor signification.essence

idea of inferiority as a reality.supersedes ofthe In the words Jean
Baudri11 and:

21

"i n 
claims to be homogeneous with that imminent 

industrial and serial 
manufactured character

'Whereas all 
depth" Pop 
order of 
production, 
of the whole environment.' (13)

art up to Pop was based on a vision of the world 
itself claims to be homogeneous with that 

signs - homogeneous with their industrial and
and thus with the artificial,



CHAPTER 5

The Present Moment

Words that form part of Frederic Jameson's closing statements in his essay

in which he deli neatesConsumer Soci ety', twoand the'Post-Moderni sm

identified as pastiche andsignificant features to our post-modernist era,

With pastiche, Jameson distinguishes it from parody. Whereschi zophreni a.
a model against which parodythe use of parody implies a linguistic norm,

can be voiced.

Pastiche is thus blank, a hollow imitation of dead styles stored up in the
imagery museums of a now global culture. The manipulation of surface, the

of past styles to satisfy the needs of a consumer society withrecycli ng a
predisposition towards instant gratification. A condition he also locates

of schizophrenia.phenomena A condition of societythei n benot to
a literal medical diagnosis but one which relatesi nterpreted thetoas

of the relationships betweendownbreaki ng si gni fi ers, whose 1 normal'
produces the effect (or the illusion) ofi nterrelati onshi p meani ng. But

22

that
(15)

'Pastiche is, 
style,

'There is some agreement that the older modernism functioned 
against its society in ways which are variously described as 
critical, negative, contestatory, subversive, oppositional and the 
like. Can anything of the sort be affirmed about post-modernism 
and its social moment?' (14)

like parody, the imitation of a peculiar or unique 
the wearing of a stylistic mask, speech in a dead language 

Without parody's ulterior motive, without laughter, without 
still latent feeling that there exists something normal.'



ainterpreted
di siocati on ofisolated from both past and future, aperpetual present

overwhelmi ngtheconfi ned totime,experi encedidenti ty overas
intensification of the present.

time.that can draw analogy to our own peculiar sense of NoA position
perceptions of time, thelonger are

havethe earths rotation around the sun. But thatcycle ofyearly we

such as the analog clock,of an industrial representation,emerged out
its seasonal predecessor allows us to perceive time betowhich 1 i ke a

through the predictable movements of the handswhole,fragment of the

Today, time as a digital format, provides its owneraround the clock face.
the most 'up-to-date' technology dividing hours and minuteswith i nto a

whirr of tenths of seconds.bli ndi ng Telling time has become unski 11ed
1 abour, it no longer requires a sense of whole. In a live for the moment

each moment lives only for itself, with no trace left only toenvi ronment,
be replaced by a new moment.

flickering picture frames of the large and smallLi ke the screens we are
passive participants in the replays of historical dramaentertai ned as or

futuristic promise. The t.v. provides us with the assembled facts, joined
by the familiar and authoritative personality of 'thetogether itnews',

becomes the most accessible version of the larger reali ty. Consci ousness
world i sthe conti nual1y drawnabout from geo-politicalaway as
of events as they take place in the world.understand!ng As nations and

sorted out into boxesdai 1 ypeople marked ' goodare villains,guys',
and lucky ones, reality becomes appearance.vi ctors Through edited news

23

we tied to ancient rural seasonal

in the sense that the schizophrenic is condemned to live in



of theviewing frames condensed into the formulaclippedwi thfootage,
'sound bite' for easy consumption.

is subjugated to a similar process of'n ews1Likewise the purveyance of art
televi si on bri efs.magazine andthroughconsumption,andpromulgation

and critical distance have become abbreviated reflecti ng theWhere time
The artist today longerpluralist art practices.diversity of can no

within a linear art historical frame as mi nutethehi m/herselfposi ti on
of the clock marks time around the clock face in rational consecutivehand

Instead, the artist is placed at the centre of the clock face,movements.
a face without hands, a point to which there is an implosion of information
on art. Without time in which to discern critical judgment or value, art is
reduced to a 'sound bite' where hurry and hype continue to create a sense
of our intensity and significance.

returns us to the speculative interests of the market place where theHype
'selling' of art supersedes the 'truth' of art. The past decade has seen a
boom in art market prices, a price explosion accompanied by an absence of
real value judgments.

>

the

24

'Hypi ng 
immortality than in the moment, 
appearance and no 
because we find it 
i nstant.

'Just as aesthetics run mad without any rules to govern it, 
art market slides unchecked into wild speculation in the absence 
of laws governing value. Crazes, madness, excesses - the enormous 
growth in the publicity surrounding art is directly related to the 
impossibility of making aesthetic evaluations.' (17)

art masks the fact that today we are less interested in 
We exaggerate the moments of arts 

and no longer expect it to ripen into immortality, 
we find it hard to conceive of anything beyond the 
And hype exists to make the moment spectacular.' (16)



itself having become an abstraction, where economics areThe value of money
predatoryal so tohard goods but arelonger solely dependent onno
through thebei ng madeBi gephemeral.the moneyandi mmateri ali ty

imagery and services, not to mention theevanscent markets in information,
Witnessing frenetic trading in thenow discredited 'junk bond' syndrome.

markets that has little to do with the production of real goodsfi nanci al
Economic wealth is derived more than ever in the circulationand services.

of detached and imponderable representations of value. The substantiality

has dissipated into the less weighty substanceas in hard cash,of money,
the plastic credit card ascending to Gold and Platinumcards and beyondof

abstracted status value of formless electronic blips. thethe Hereto
record of wealth is kept in the evanescence of magnetic charge,a a
prerequi si te for speculati ve mobi1i ty. the illusive ' ScarletHype
Pi mpernel ' between the value of art and the value of Where artmoney.
today has become a fore-ordained assertion of the banal values of modern
life rather than functioning as arts means to autonomy.

in this direction is epitomized in the activities ofA Jeff Koons.move
which the pseudonym 'Warhol of the eighties' has been allotted to him,For

illicits no surprise for one may assume that it doeswhi ch di scredi tnot
his art but subtly enhances its commercial appeal, already enshrined in the

25

i s 
for

by

previous power has been demolished.
institutionalized avant-garde 
masses (and turned into 
educated elite as a potent, 
of the kind of shock value that only vanguard art used to 
(18)

'Now that the avant-garde is embraced, accepted and enshrined, its 
power has been demolished. What we have today is an 

used as a marketing tool for the 
kitsch), and kitsch elevated by an 
edgy form of expression still capable 

have.'



his work i s theIn effect,of the 'Warhol' persona.celebri ty status
of the sixties Pop Art agenda,recycli ng

ideologies ofmass culture dialogue,
and commodi tyadverti sement desi gnexpressed throughlate capitalism

An alignment that in his opinion is more effective for the artiststyli ng.
long time art has not been very effective and artists have not1 for a very

(19) a responsibility taken overtaken the responsibility to communicate1,
other commercial interests 'we've seen this occur with the adverti si ngby

also the entertainment industry; they1ve been muchi ndustry and more

effective in communication than the fine art.' (20) Li ke Pop Art he does

the signs of i ndustri al andi n judgmentstandnot over an consumer
1andscape but them as an absolute reali ty i nclusi ve of thei raccepts
manipulative qualities. In describing his art he said:

and i n

Which be read as the disenfranchisement of real substance thetocan
i11usi onspreferred of surface mediated through the media. Bymass

the politics of the familiar,choosi ng Koons provides us with i mages of
Keaton (Fig. 3) and Michael Jackson with their antecedents inBuster the

pop images of Marilyn Monroe and Elvis. Manufactured kitsch images such as
Banali ty1 (Fig.1Usheri ng i n 4) in polychromed wood are served toup

the masses from their inhibitions about what constitutes art,1i berate to
barri ers, allsoci al within thebreak down 1i mi ted confi nes of the

Bapti zedgal 1eri es. in banality,commerci al he seeks to theserve
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>

aligning himself with the affirmative

a reiteration of the high art

it is very objective, and in this 
I want my pieces to really erase themselves as far as form 

They're really 
that's

'This is not subjective art, 
aspect 
is concerned and the amount of space they take up. 
about everything that is just invisible, that's in the air, 
ephemeral perhaps.' (21)



>
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Fig. 3: Buster Keaton, 1988 
Polychromed Wood, 167 cm x 127 cm x 67.3 cm
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Fig. 4: Ushering in Banality, 1988
Polychromed Wood, 96.5 cm x 157.5 cm x 76.2 cm, Edition of 3



their guilt and shame so that they would be able tobourgeoi se 'to remove>
themselves and have the confidence to become the new upper class.'1i berate

(22)

a ploy i n commerci al sei f-liberation without real substance,i sIt a
Koons states 'art to me is about becoming, i ts aboutwhereaspromotion,

Jeff Koons can become and how evolutionary I can be within myself atwhat
i n that commodi ti esA liberation, all(23)time.'the present are

insofar as thehis commodity is such, audi ence i snegoti able thatand
on the basis of his sales pitch. A sales pi tchprepared to purchase it,
strategies of commercial andbased the poli ti cal producti vi ty theon

usheri ng i n of the 'new1. Koons is completely aware of the art-as-
commodi ty si tuati on today and instead of throwi ng hi s hands andup
bemoaning the fact that art used to be alienated and spiritual, he embraces
the current trend, an apogee of Pop Art. The feeling is that if you can't

join it.beat it, Making the most of his art, treating it as fashion and

changing the season's model. In a sense, it is the perfect reflection of
world of art today,the busi ness where style guarantees the illusion of

change in absence of substance.

of1egacy Art (now enshrined in the artPopThe museums) through i ts
of photographi cquotati ons reproductions and commerci al imagery,
their immunization whether appropriated to contestfaci1i tates col 1udeor

an already disaffected culturali n Where Jeff Koons is seen to bearena.
collusion with mass cultural quotations,i n then the imagery of Barbara

contest them.i s to Her work i ncorporati ngKruger seen criticala
potential though not without its limitations. A challenge to the assumed

29
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Fig. 5: Untitled (When I hear the word culture I take out my checkbook) 1985 
351 cm x 152 cm



authority of a Patriarchal order and its modes of representation.

presentation of her work assimilates photographic images in black andThe
bi 11 board format. Awith text not unlike the commercialali gnedwhite

that incorporates the already accepted authoritive hold that thestrategy
commercial image implant has on public perceptions.

Combining a large scale format with strong tonal contrasts in photographi c

the judicial placement of text in bold lettering it ai ms toi magery and

the viewer's attention in the sense of 'what is this ad about1 .captivate
it is plai n to that shetake for example Fig. Here i sTo 5. see

challenging the status-quo of contemporary culture in the work 'when I hear

the word culture, I take out my checkbook' against the backdrop of an
i nani mate The message is clear,puppet. direct and like Pop Art quickly
absorbed. theAt time being pre-conditioned read!ng adsto i nsame
fracti ons of second, one has moved past this image, taki ng thenota

trouble to notice the words in the bottom right-hand your
words' which are undoubted aimed to provoke the question as to who or what
is being considered by the word 'we' and perhaps the most pivotal cri ti cal

thei n completedelement i mage. A position perhaps i n theovercome
representation of (Fig. 6) the message being more subtly diffused in i ts

whatconstruction. In could be viewed as a symbolic reference theto
Biblical apple (the tree of knowledge) or as with the placement of the text

marriage of murder and suicide' within the frame of the' the apple, does
relate to New York as the 'big apple' where the participation inthi s the

apple by the giver and receiver ultimatelytheofconsumpti on 1 eads to
di ssoluti on.
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corner 'we mouth
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Fig. 6: Untitled (The Marriage of Murder and Suicide), 
Photographic Si 1kscreen/Vinyl, 205.7 cm x 259.1 cm



i nKruger's approach in conveying her waysmessageappreci ateOne can
the dominant commercial modes of representation as a means tosi mi 1 ar to

But inevitably one is left with a senseundermining the latter's strategy.
challenge its outcome is a foregone conclusion in that Kruger'sthat as a

work will be purchased by, and possibly sponsored by, the multinational and
corporate structures that effectively administrate our cultural condi ti on.

avant-garde art is reduced to avand-gardism and becomes a commodi tyWhere
of style.

style that is once again quickly assimilated under the banner ofA medi a
adverti si ng. A recent example of this, transmitted on English television
i n the ad for Nationwide Anglia Building Society (Fig. 7). Televised in

bl ack and white with a female voice-over and supplemented with word text.

immediately recognizes its similarity in style to Kruger'sOne work, the
relationship being convincing. The story of the ad is a simple Aone.
woman is dreaming of the things money can buy; foreign holidays, weddings,

and the like for which the building society is the best option inmontages
achi evi ng them. But conveyed with i ts
perpiexi ng undertones i n the manner of its rendering that pl ace itcan
al ongsi de Kruger's work, ulti mately di fferent. It

mai nposi ti ons the protagonist in the ad as a jewi sh whoyoung woman,
recalls her youthful dreams in exotic Africa, her wedding, her ambi ti ons

her daughter's education and fulfilment.for a
but could intimate possible undercurrentssubjecti ve oneone, such as

cliches of Christian anti-Semitismthepanderi ng to cash!ng i nor on
ideals (though through misrepresentation).femi ni st rest

with its maker 'the people who complain about its weirdness are exactly the
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The reading of the ad is

The answer may

it is the style in which it is

though its aims are



s
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Fig. 7: Observer Newspaper, Photograph, 8 December 1990 
(A film still from the Nationwide Anglia Building Society's Television Ad)



about advertising beingwho stereotypi calpeople andmoan neversame
outsi de of the nuclear fami1y'. (24)venturi ng Here thewasp

the distribution of cultural messages doessophistication i n sol elynot
remain with the artist but also with the versatility of the ad men/women.

Their use of photographic images highlights its potential to mediate styl e
simultaneous affinity to reality and fantasy.i tsthrough It freecan

itself from the encumberances posed by material reality and still lay claim
that reality and has contributed to the dominant positito of surfaceon

i mage the creation of an ephemeralcontent, reali ty. reali tyover A
compressed i nto the ti me it takes to consume it where the hold or
experi ence of it is short. A position that has become very prevalent i n
the reception of art today, as it mirrors the way in which we consume media
i mages. Where the concept of that which is ' new' has become a cliche:

in referencing Pop Art's legacy through the use of massArt, that today,
opens itself to the possible subversion of being consumed inmedia images,

' fast foods' . Since they are so like adsthe of commerci alormanner
that they do compri senot of elements whichproducts assumeone may

depth or which may postulate real or tangible horizonshave intrinsic for
human growth.
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'What I find phenomenal is the way in which new art seems to have 
a shorter and shorter life span, the very concept of the new seems 
to be so ephemeral that its quite useless .... So the concept of 
newness has been so diminished in terms of time span that Andy 
Warhol's prophecy about every body being famous for fifteen 
minutes seems to have been reduced to fifteen seconds.' (25)



CONCLUSION

Art dialogueof the todayThe persistence Pop confi rms the ongoi ng
difficulty for western culture to disentangle itself from a kind of inertia

the convulsive movement of contemporary art,behi nd an endless process!on
same axis in place of real progress.around the That even the i dea of

progress is attentuated by Pop Art's challenge to the historical process of
whereby art movements are sealed off, finished and relegated toart, the
once something new has come along.past Today’s 1 New Art1 can be a past

style appropriated from the now completed storage room files of art history
for ’invention1 is no longer the issue. The semiology of Pop Art leads us
to a vision of western culture's final 'end game' where:

Pop draws attention to the mass media's cultural agendaArt theas ever
present hieroglyps of our time. The unequivocal sings of permanence to an

artificial reality. An artifice based on the pervasive denial of mortality
economic strategies and the reductionism of human creative potential toto

a commodity status.

way out of this situation is difficult to imagine for the massThe market
unprecedented impacthad thehasi mages peoplei n havean on ways

and behaved within the world.experi enced A kaleidoscopepercei ved, of
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obii ged
or
i cons

wi thout

that we
beauty
i mmanence;

i s 
about beauty or ugliness, reality 

or immanence; just as Byzantine 
to stop questioning the existence of God, 

them to give up their belief in him.' (26)

'The sole benefit to be derived from one of Andy Warhol's Campbell 
soup cans, is that we no longer have to feel obliged to ask 
ourselves about beauty or ugliness, reality or unreality, 
transcendance or immanence; just as Byzantine icons allowed 
people to stop questioning the existence of God, without asking



the ability to discern underlying meaning;that mutates wherei magery
possibility and evanescent style have become too often confusedconcrete

with one another.

poli ti cal developments i nrecent Easternquote Europe withTo the
of the Berli n Wai 1, ironically erected during the Popdi smantli ng ofera
The term 'Western style democracy' has become the catchphrasethe sixties.

countri esEuropean emulate.for East to A styl e of democracy not
quali fi ed, but which be able toto operate everywhereappears as a
marketable commodity. Its values have become universal, so accepted and
recognized that virtually one disbelieves in them.

si mi 1 arA di sbeli ef i n the of i deologi calacceptance basedoccurs

contingencies such as communism. The media witnessing the failure of this
monoli thi c structure where its authority is mistrusted for the espousement
of conformity to the party line through the use of hoi 1ow slogans. The
hypocrisy of their aims only revealed through the disparities between the
pri vi1eges the ruling elite ingratiated themselves with and the lot they
imposed upon their citizens. Images of deception are equally mani pulated
both sides of the now deposed wall.

commerci al i magery, i sby ingratiating itself to al soPop today,Art
susceptible to the winds of change that effect the latter. The bankruptcy
of business and commerce equating with the bankruptcy of Pop Art. With the

worldwide thegrowth of abundance,economi c ifi ndownturn notera
decadance, of the last thirty years may be drawing to a close.

amount of disposable income aboutthe1onger artificiallysame as was
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There is no



Today people,in the eighties. through a number of factors havecreated
become more socially aware of the economic conditions that effect them, not
least is their perceptions of commercial advertising. An acknowledgement

this direction is accountable to the Feminist and ecological arguments.i n
which advertising has manoeuvred in order to placate public anxi etiesFor

that it may function unobtrusively. Along with this, advertisers areso
aware of the more fragmented arena in which they operate today. With the
introduction of multi-channel satellite television, there is no longer any

that the ads are being received by the relevant massguarantees audi ence
the potential effectiveness of such advertising is beingand drawn i nto

question. The larger corporate enterprises such as see advertising
as it is formulated today to be uneconomical, an out-of-date formula that
no longer has credence.

There i s some focus towards two-nation advertising, where speci fi c key
engaged educati onalagents of i nformati on di stri buti on such asare

incorporating a high-minded culturalexhi bi ti ons and books,programmes,
commerci alsubstantiate thatambi ence. onlyThis posi ti on togoes

not be recognizable in the literal terms expressed through Popi magery may
Art but that it may only continue to manoeuvre its position within soci ety

mani pulati ng theits current agenda ofwi thout necessarily giving up
substance ofthings rather than a real engagement with thesurface of

reali ty.

for Western culture is a recognition of its own

To1i mi tati ons.
Where the principles andpackaging, the dominance of surface over content.
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The challenge that remains
find meaningful alternatives to the dialogue of commodity



soci alwheregoals,interactions can perceive realpractices of human

optionsresistance can be meaningfully engaged with the resources and real

available to the world we inhabit.

A position thatthat have of themselves their own limitations.Resources
ofthe growingour present culture throughbares down awarenessupon

ephemeralecologi cal factors. Here the reality of matter challenges the
substance of style and draws into focus the inevitable difficulties to be

faced by a predominantly secular and consumer orientated society:

whi ch

i 11-equipped address thesePop i sArt to i ssues but hardly becan
for maki ng evident contemporary culture,reproached that the truth of

objects and products is their mark. The prognosis of which, bei ng the
1 mark' of immobility and vacuity, the only possible solution being global

assi mi 1 aterejection that wou 1 d higher cognitive abi1i ti es i n the
interpretation of reality. Lest we are left with Andy Warhol as the artist
who cried 'Wolf, Wolf'.
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range 
thei r 

as

'Ecology stands at a critical cross-roads, 
another anthropocentric 
matter of enlightened 
resource budgeting? 
own terms 
indeed it were a 
something sacred dwells? 
will ecology be, 
new?' (27)

Is it, too, to become 
technique of efficient manipulation, a 

self-interest and expert, long
Or Will it meet the nature mystics on 

and so recognize that we are to embrace nature as if 
beloved person in whom, as in ourselves, 

The question remains open:
the last of the old sciences or the first of the
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