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Contemporary British Art


The last few decades have been among the most dynamic within recent British cultural history. Artists across all genres and media have developed and refashioned their practice against a radically changing social and cultural landscape – both national and global.

This book takes a fresh look at some of the themes, ideas and directions that have informed British art since the later 1980s through to the first decade of the new millennium. In addition to discussing some iconic images and examples, it also looks more broadly at the contexts in which a new ‘post-conceptual’ generation of artists, those typically born since the late 1950s and 1960s, have approached and developed aspects of their professional practice.

Contemporary British Art has been written as an introduction to the field. To guide the reader, the book is organised around genres or related practices – painting; sculpture and installation; and film, video and performance. The first chapter explores aspects of the contemporary art market and some of the contexts within which art is made, supported and exhibited. The chapters that discuss various genres of art practice also mention books that may be useful to support further reading.

The book is extensively illustrated with a wide range of work (both known and less well-known) from artists such as Chris Ofili, Rachel Whiteread, Damien Hirst, Banksy, Anthony Gormley, Jack Vettriano, Sam Taylor-Wood, Steve McQueen and Tracey Emin, and many more.

Grant Pooke is a Senior Lecturer in the School of Arts, University of Kent. He is the author of Francis Klingender 1907–1955: A Marxist Art Historian Out of Time (2008) and co-author of Art History: The Basics (2008).
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Cool Britannia, Contemporary Art and the Altermodern

Between 1996 and 1997 ‘Cool Britannia’ entered the United Kingdom’s style lexicon. New Labour seized upon its association with youth culture and musical celebrity as part of that year’s election campaign. D:ream’s 1994 chart hit ‘Things can only get better’ became New Labour’s anthem, promising a jaded electorate hope and social regeneration. Keen for young votes, Tony Blair lavished attention on rock bands Blur and Oasis, which paralleled a sudden interest in major league football teams and their players. As the commentator Jim Claven has noted, popular culture became an important tool in selling the New Labour project to young swing voters and their lifestyle aspirations.1

Vanity Fair’s iconic ‘Cool Britannia’ issue was a sharp and convenient piece of branding, crystallising a particular cultural moment and the aspirations of a new political administration. Although these narratives unwound in the years that followed (the political and economic ones spectacularly so), both underscored broader and irrevocable transformations within the country’s cultural and social economy, the origins of which had been the radical free-market Thatcherism of the previous decade.

Culturally, the most visible shift was the heightened metropolitan prominence of London and a landscape of new art, design and fashion. Dealers and collectors such as Jay Jopling, Victoria Miro, Charles Saatchi and Karsten Schubert had become associated with the promotion of work by a new generation of artists, the so-called YBAs (‘Young British Artists’), many of whom had come to mainstream public notice with the Royal Academy’s 1997 Sensation exhibition.2 But the origin of that tendency was Freeze, a series of three artist-led shows, the first of which was co-curated in 1988 by Damien Hirst and Carl Freedman, in a disused London Port Authority building. The brash self-promotion of a noticeably entrepreneurial ‘Brit Art’ generation was seen by commentators as symptomatic of a new and self-confident visual culture, analogous to New Labour’s ideological re-definition and its embrace of the free market.3

Unsurprisingly, this cultural moment and the visual art with which it became associated have provided the basis and focus for several books, and as various authors have ruefully pointed out, a kind of self-perpetuating mythology. High Art Lite: British Art in the 1990s by the art historian and curator, Julian Stallabrass (1999, revised edition 2006), was a closely argued and acutely articulated polemic which explored the genesis, character and contradictions of Brit Art. For Stallabrass, by and large, the YBAs melded some of the ‘high art’ qualities and appearances of a Minimalist aesthetic with subject matter and a sense of spectacle culled from mass culture. The apparent populism and cultural accessibility of YBA practice were largely interpreted as attempts to conceal an underlying critical vacuity and complicity with the institutions, patrons and imperatives of the art market.4

Shark Infested Waters: The Saatchi Collection of British Art in the 1990s (1994) by Sarah Kent profiled work by thirty-five contemporary British artists.5 Based on studio visits and interviews, it was a sympathetic and affirmative survey which explored the ideas and subject matter that characterised a tranche of artists whose work was collected or promoted by Charles Saatchi. Kent eschewed making critical value judgements, describing her task as akin to that of a cultural anthropologist who recorded, compared and described what they encountered. The explicit relativism of Kent’s account foregrounded similar ambiguities and deferrals in much of the work it discussed, a point not missed by other commentators.6

Sensation: Young British Artists from the Saatchi Collection (Adams et al.) was the collaboratively authored catalogue which accompanied the Royal Academy’s exhibition of that name in 1997.7 It included a range of essays by Brooks Adams, Lisa Jardine, Martin Maloney, Norman Rosenthal and Richard Shone. The catalogue provided an account and a critical context for the work of some of the forty-two artists exhibited at the group show. It included essays on contemporary British art patronage (Jardine); the reception of the YBAs in the United States (Adams) and an account of the early exhibition history of the YBAs (Shone).

Blimey! From Bohemia to Britpop: The London Artworld from Francis Bacon to Damien Hirst (1997) and Art Crazy Nation: The Post-Blimey! Art World (2001) were both authored by Matthew Collings, a practising painter (Byam Shaw and Goldsmiths College).8 His breathless prose acutely captured the zeitgeist of the 1990s, offering a personal take on contemporary artists and the gallery scene. The first-person narrative and diary style used by Collings may also have influenced Gregor Muir’s Lucky Kunst: The Rise and Fall of Young British Art (2009).9 Muir had curated two group shows which involved artists associated with the YBAs: Lucky Kunst (1993) and Liar (1994). The book is an account of Muir’s professional involvement with the art world, and provides a personal take on some of the personalities and the gallery scene of the time.

Some of the major personalities associated with the British art scene in these years provided the basis for two readable and accessible volumes by curator and commentator Louisa Buck: Moving Targets: A User’s Guide to British Art Now (1997) and Moving Targets 2: A User’s Guide to British Art Now (2000).10 While the first volume showcased and introduced some of the personalities, curators and gallerists associated with the British art scene of the 1990s, the second recognised the consolidation and passing of that moment by introducing names from a post-YBA generation at the start of the new millennium. A similar sense of historical retrospection is evident in Richard Shone’s chapter ‘Freeze and its Aftermath’ in Blast to Freeze: British Art in the 20th Century (2002), the catalogue and anthology of essays which accompanied the international touring exhibition of that name.11 Shone concluded his essay on Brit Art with the observation that it would fit a ‘neat characterisation’ as an end-of-century phenomenon which successfully ‘grafted post-modern practice onto the long British tradition of poetic realism’.12

A sense of critical distance and emerging perspective is appreciable in The History of British Art 1870–Now (2008) edited by Chris Stephens, the fourth volume of the series. As David Bindman’s introduction makes clear, the project, initiated by Tate Britain and the Yale Centre for British Art, aims to sketch out some of ‘the broader concerns of scholars’ working in the area and to indicate future ‘directions’ for research.13 Chapters 4 and 5 include a range of long and short essays, surveying trends in art education (Paul Wood), developments in photography (Emma Dexter), installation art (Gill Perry), visual arts activity in the 1980s (Eddie Chambers) and developments since the millennium (Nicolas Bourriaud).

Sex & Violence, Death & Silence: Encounters with Recent Art (2009) was an anthology of reviews and collected ephemera by the late novelist and critic Gordon Burn, with a foreword by Damien Hirst and David Peace.14 Although not exclusively concerned with British art (the texts consider some of the major US artists from the 1950s onwards), the anthology contains a range of reviews and recollections of the London art scene and some of its dealers. Of the various composite text sections which comprise material on several of the YBAs, the longest entry by far is on Damien Hirst, of whom Burn was a good friend. The anthology includes some acute observations which situate work by Richard Billingham, Michael Landy and Sarah Lucas. As he conceded, Burn came to the British art scene in the early 1990s as something of an outsider, but his reviews and observations combine descriptive economy with lyrical exposition. One of the last texts in the anthology is an evocative and cogently observed survey of the contexts and landscapes that have influenced the practice of the figurative painter George Shaw.

Critical attention has also been given to some of the personalities associated with the art scene of the last twenty years. Supercollector. A Critique of Charles Saatchi by Rita Hatton and John A. Walker (1999) is a sociologically detailed and sceptical treatment of its subject. In a broader sense, it is an excoriating study of how unregulated markets can be used to add value to art as a commodity, and what this reveals about the social and political ethos of contemporary capitalism. In their introduction, its authors note:

The story of Charles Saatchi … is instructive because of the light it throws on the history of British politics and society since the 1990s, in particular the shift of power from the Left to the Right and from the public domain to the private sector which occurred during the 18 years of Tory rule (1979–97).15


In looking at the broader dynamic of the British art market and the social polity of which it is part, Hatton and Walker argued that the election of Labour’s ‘social democratic’ administration in 1997, merely consolidated the changes of the previous Conservative administrations, and that little change could be anticipated.

The above is an incomplete and highly partial survey, omitting, for example, the extensive coverage and material in specialist art journals like Art Monthly, Frieze and Parkett, and attempts at defining the period’s zeitgeist in publications such as Third Text and New Left Review. But what it does suggest is the extent to which, at one particular time, widely read accounts of British art appear to have become conflated with, and subsumed by, narratives associated with the YBAs. While the reasons for this are probably apparent, one of its consequences was to elide or obscure the contributions of those whose practice may not have had particular affiliations with this tendency, but whose work simply shared a similar geographical location and time.

For example, while it has become fashionable to discuss the ‘political and affective turn’ of recent art practice in the face of accelerating globalisation, an engagement with the contexts, audiences and constraints of cultural production, and with the defining political and social events of recent decades, has remained a central subject within British art.16 An entire generation has reached maturity since the late 1990s, developing perspectives and directions within a rapidly globalising, late modernity. Equally, a generation of artists working before and since the middle years of the 1980s continued to be engaged in technically innovative and politicised practice – across all genres.

This book has been written as a general introduction to British art from the late 1980s through to the first decade of the new millennium. It has been authored for the general reader and interested student, and does not assume any particular or specific knowledge of the subject. In scope and focus, it is angled towards exposition and description, with the aim of offering a point of purchase and context for what has been one of the most diverse and innovative periods within recent British art history.

Contemporary British Art: An Introduction is not a history of the YBAs, a subject which has already received ample media attention and critical discussion elsewhere.17 However, in discussing developments relating to patronage and the art market (Chapter 1), it would have been unhistorical to have passed over the associated meeting of art, spectacle and celebrity, symptomatic as it was of such a visible cultural sensibility. Similarly, there are some well-known art works that have been included here; to have edited out some iconic examples of British art of the last twenty years would have been unrepresentative. Other examples of art practice reproduced here are perhaps less well known, or at least more recently known.

With a few exceptions, most of the art practice discussed in this book was either completed or exhibited between 1987 and 2007 – a small tranche of time in the scheme of things, but one of the most culturally and socially dynamic periods in recent British history. The material and coverage in the initial chapter, ‘Perspectives on the Contemporary Art Market and its Institutions’, does range beyond 2007, not least because it seemed necessary to follow the financial meltdown and its immediate aftermath. In the United Kingdom at least, this has offered some distance from which to make observations on what might now be called the last British art boom which finally petered out in 2008, although its origins were in the speculative and investment-led buying appreciable from the middle years of the 1990s.

As a subject introduction and to provide a basis for further exploration, chapters have been organised around specific genres or related practices: painting, sculpture and installation, photography, video and the performative. While this is not intended as a pre-determined and prescriptive reading of practice, it is designed to offer an interpretative framework which might be expanded, re-ordered or revised in the light of reader experience or developing subject interest.

Each chapter opens with a brief historical mapping of the genre, with mention of some of the issues explored and discussed by commentators and academics. Such coverage cannot be exhaustive, but it is designed to offer a point of orientation and context for further reading. The text then explores examples of how particular practitioners have approached themes, issues or subjects within their chosen medium or genre. Some of the subjects and ideas explored naturally cross a variety of media (and chapters), while others appear more specific and experientially related to the concerns of particular practitioners or groups of artists.

At a time when recent and contemporary practice appears increasingly interdisciplinary, and British art no less so, with many artists working across several genres concurrently, medium-oriented chapters may seem unusual. In some ways, genres are arbitrary and historically contingent categories; a structure could equally have foregrounded themes, chronologies or subject matter. Besides, in the course of a career or a series of commissions, artists may switch from one medium to another. Increasingly, within the ‘expanded field’ of cultural production and proximities, artists hybridise styles, formats and media.

For example, documentary film practice, once seemingly distinct, appears to have merged with specific trends within video, installation, conceptual and performance art. Sculpture and installation have been redefined and expanded – literally and symbolically by the contested and complementary spaces between them. Some of the tableaux pieces created by Jake and Dinos Chapman employ conventions associated with the historically based ‘distinctness’ of sculpture, while creating spatial environments and immersive experiences typically identified with larger-scale installations.

However, the conviction behind this introductory book is that genres can provide an intelligible and generally recognisable framework within which art making takes place as a material, aesthetic, conceptual and ultimately as an institutionally-based practice. The choice of genre(s) foregrounds the materiality or immateriality of the object, image, idea, performance or constructed environment. Genres are also informative in other ways, signifying shifts in culture and intellectual fashion. For example, installation art in various forms has become the default aesthetic in recent years, as photography and video appeared to be in the 1980s and performance and conceptual practice were in the 1960s and 1970s. Before then, the genre of painting, mediated through gestural and colour-field abstraction, delineated the Modernist hegemony of the 1950s and early 1960s.

While simplifications, the conventions of genre-based art have their own narratives and cultural histories. For instance, performance, conceptual practice and land art historically indexed the countercultures of the 1960s and 1970s, and what Lucy Lippard has described as the ‘de-materialisation of the art object’.18 But for what might be called a ‘post-conceptual generation’ of artists – those born in the later 1950s, 1960s and 1970s – these associations may be more historic, rather than of determining and ongoing interest. The term ‘post-Conceptual painting’ has been used to identify trends which opposed the artistic conservatism associated with the genre in the early 1980s.19 However, it can be applied to a wide range of subsequent painting-based practice which has extended and developed the techniques and subject matter associated with the medium. While examples of performance and environmental art remain widespread, they tend to be explored with a different generational, cultural or theoretical inflexion. The resurgence of interest in the photographic was to some extent premised on responses to a particular kind of painting and its ascendant cultural status. The object-based practice of the 1990s was itself symptomatic of a range of concerns which, in retrospect, were more representative of the particular fashions of the time and the particularities of the Anglo-American art markets.

Chapter 1 surveys aspects of the British art market and some of its related institutions, practices and awards. To what extent have private collecting and corporate patronage eclipsed State involvement in supporting recent and contemporary British art? What are some of the implications for public art and for the awards and prizes which increasingly typify the contemporary art landscape? Is it possible to identify recent trends in commissioning, collecting, and in how artists approach the development of their own professional careers and practice?

Chapter 2 explores the continuing durability and contribution of painting as a contemporary art medium, taking a selection of examples by British artists from the later 1980s onwards. How have a generation of practitioners, many of whom were born in the 1950s, 1960s and 1970s, approached and engaged with the medium? Is it possible to identify distinct or emerging themes from a selection of artists active within this period?

For example, while critical attention has explored the response to the Modernism sponsored by the American art critic Clement Greenberg in the 1950s and 1960s, what of those for whom such debates are comparatively remote cultural history? Chapter 2, and this book more broadly, employs the term ‘post-conceptual’ both in a generational sense to situate the range of practitioners noted above, but also to characterise a more pragmatic and pervasive engagement with various forms of conceptual art – performance, installation, photography, video and environmental practice – as cultural givens. In relation to painting, it suggests an open and expansive approach to the possibilities of the medium and how it might be used to develop new themes, ideas and directions.

Chapter 3 explores the increasingly mainstream genres of installation and sculpture. How might we identify and describe what appears to be such a porous and expanding category of cultural practice, and why has it become so popular? What are its connections to spectacle and to institutional patronage? How have artists outside the gallery used other environments and locations to develop the genre and to explore new ideas and subject matter?

Chapter 4 considers some of the various forms and formats of the moving image and its mediation through a range of photographic, film, video and documentary-based approaches and technologies. It also explores the closely related genre of performance art itself. What are the trends, developments and themes that might characterise these genres of British art practice in recent decades? The book closes with some concluding remarks concerning broader and identifiable developments within recent and contemporary art practice and patronage.

Overall, the selection of images used to illustrate this book has remained a largely personal one, although the intention has also been to include a demonstrative range and variety of practice. In each case, the aim has been to include material that is suggestive of an artist’s particular priorities and subject matter, or that typifies trends and concerns which are more generally apparent within or across genres.

Contemporary British Art: An Introduction covers a period of just over two decades, one of the most eventful within British and European post-war history. The collapse of the Berlin Wall in 1989, the disintegration of the former Eastern Bloc and the Soviet Union, formally ended the Cold War and began a series of economic and geo-political step-changes. Discussing this period the curator and writer Okwui Enwezor has recently noted:

we have passed through two endings of modernity: first, with the collapse of communism and the fall of the Berlin Wall, we bore witness to the demise of a Marxist vision of modernity; and secondly, after September 11, 2001, came the dissolution of its liberal counterpoint.20


Enwezor concludes the observation by suggesting that ‘modernity is a spectre that hangs over the global collective consciousness’, but that cultural futures remain open and contested. In the early 1990s, politicians touted the idea of a post-Cold War ‘peace dividend’ in recognition of the new era, although the disintegration of the former Yugoslavia into warring regimes sponsoring ethnically motivated genocide and the first Gulf War were indications of a different kind. In the decade that followed, Brazil, China, India and Russia emerged as the new engines of global economic growth, and as countries and regions with increasing political and international influence.

Within the last twenty years, Britain has witnessed two cycles of boom and bust. In 1979, a Conservative administration inaugurated a period of sustained financial de-regulation and privatisation throughout the City of London and the wider economy of the United Kingdom. Three successive electoral wins and eighteen years in power consolidated a project of laissez-faire conservatism and the shift towards a service-based economy, from one that had been historically defined by the manufacturing and engineering hinterlands of the Midlands and the North East.

The emasculation of the British trades unions, emblematic in the outcome of the miners’ strike of 1984–5 and the political marginalisation of the Left more generally, can be contrasted with the increasing role of business, both formally through lobby groups and private finance initiatives, and informally in the development of social and economic policy. These directions have continued, informing the policy framework of New Labour after Tony Blair’s election victory in 1997. In the areas of arts subsidy and cultural infrastructure, the ideological direction has been one of increasing support for business sponsorship or corporate giving, and in real terms, a long-term decline in direct government-based support for the arts.

Culturally, there seemed to be some consensus that a new moment had also been reached. An essay by the social and economic historian Francis Fukuyama, ‘The end of history?’ which subsequently became the premise of his widely read book, The End of History and the Last Man (1992), was published in an American international affairs journal just before the fall of the Berlin Wall in 1989. Its thesis was that liberal democracy and the free market were the logical culmination and end points of the west’s Enlightenment project, providing the template the rest of the developing world would follow and emulate.

Fukuyama’s thesis was widely welcomed by American neo-conservatives as an apparent confirmation of the virtues and supremacy of free market capitalism. As the journalist John Rentoul has observed, Fukuyama’s argument proved attractive to the hawks within the Bush administration, ‘making them feel the wind of “historical inevitability” at their backs when they went into Iraq’ in 2003.21 Elsewhere, there were more domestic variations which asserted the triumph of free market ideas. In the United Kingdom, the idea of the ‘Third Way’ became culturally fashionable, symbolising the pragmatic melding of Tony Blair’s New Labour ideology with social democratic and conservative thinking.22

The events of America’s 9/11 in 2001, the Madrid train bombing and the UK’s own 7/7 inaugurated the ‘War on Terror’ and prompted shifts in foreign and domestic policy. Most noticeably, these have included the unprecedented expansion of laws designed to restrict civil liberties and to extend civil surveillance throughout the United Kingdom. At the time of writing, the United Kingdom and United States are fighting insurgents in Afghanistan and have begun the drawdown of operational forces in Iraq, after an earlier invasion by an American and British-led coalition, on the premise that Iraq harboured ‘weapons of mass destruction’. Following de facto accommodations with several Sunni and Shi-ite militias and their tribal sponsors, efforts are being made to extricate the western-led coalition from Iraq and Afghanistan and to stem, in particular, the ongoing political damage arising from the losses of coalition troops in both counter-insurgency campaigns.

Between 2007 and 2009, much of the globe’s economic, banking and regulatory system came close to meltdown, with the biggest contraction in the UK economy since the Great Depression of the 1930s. In order to avoid a run on the banks, the British government through the Bank of England, was forced to inject billions of pounds into the banking and private finance system. In the immediate aftermath, China emerged as the largest holder of the dollar currency, effectively underwriting the economic deficit of the United States. At one point in 2009, economic forecasts suggested that the UK budget deficit, incurred from supporting financial and banking losses, would come close to the country’s Gross Domestic Product (GDP) for the first time.

This book’s coverage extends into the first decade of the new millennium, a hiatus which acknowledged the waning of the YBA ‘effect’ and an expectation of new directions and cultural possibilities. A sense of cultural disengagement was evident in some of the press coverage of the Momart fire of May 2004. In what was believed to be arson connected with an adjoining break-in, fire spread to an industrial storage facility in Leyton, East London, which was sublet to Momart, the major shipping, handling and art storage company.

Over fifty artists, collectors and galleries were subsequently reported as having sued the company, with multi-million pound claims for the loss of work stored. Plaintiffs included Charles Saatchi (who was reported to have lost around 140 works), Axa Art Insurance, the Royal Academy and the Thyssen-Bornemisza Contemporary Art Foundation. Other claimants included Gillian Ayres, Sadie Coles, Anthony d’Offay, Barry Flanagan, Damien Hirst, Victoria Miro and Leslie Waddington.23 Also lost were fifty works by Patrick Heron and several by Helen Chadwick, in addition to Jake and Dinos Chapman’s major tableau-based installation, Hell (1998–2000), Tracey Emin’s appliquéd tent, Everyone I Have Ever Slept With (1995), Chris Ofili’s Afrobluff (1996) and Gary Hume’s Dolphin Painting No. 1 (1990–1). Major tranches of work were lost by Jason Brooks, Martin Maloney, Michael Craig-Martin, Fiona Rae, Paula Rego and Rebecca Warren.

Although coverage by correspondents in some of the broadsheet papers was more objective, reportage elsewhere, including the tone of letters from readers published through various newspaper columns, was less forgiving, implying a sense of schadenfreude, suggesting that the apparent hubris and hunger for celebrity of some of the YBAs had been rewarded by bad chance and misadventure.24

Reflections on the direction of British art and the role of celebrity and the market within cultural life were also apparent in some of the work selected for the following year’s Beck’s Futures awards. The preface to the 2005 catalogue was authored by curator and ICA director of exhibitions Jens Hoffmann, who took the opportunity to make some broader observations on the ‘sensation-dependent UK art scene’ and the spirit of ‘entrepreneurship and ambition’ which it compelled artists to demonstrate. In what appeared a calculated attempt to underline the differences between Beck’s Futures and the ethos of the Turner Prize (and its past choice of nominees), he continued:

The ability to perform within this system is lauded as acuity, in particular in the UK which has witnessed the most profoundly disturbing alignment between art and commerce in the market-affirming, object-based practice of the YBAs – at the time when artistic practice elsewhere was turning in the direction of the performative or relational.25


Hoffmann concluded by asserting that what remained important was the principle that such prizes crucially provided new and emerging artists with platforms and support for the display and exhibition of their work.

Chris Townsend’s New Art from London (2006) was one of the first surveys to sample this post-YBA moment, exploring new developments within recent British art. Townsend situates contemporary art practice within a global network of cultural production, hybridity and exchange.26 These trends had already been explicitly recognised in the British Art Show 6 (September 2005–September 2006). As the co-curators Alex Farquharson and Andrea Schlieker noted, the cultural diversity of contemporary British art could no longer be ‘attributed to the post-colonial diaspora alone’, but to the intersecting dynamic of globalisation.27

These accelerating shifts have prompted the idea of a ‘global altermodernity’ – the premise behind Tate Britain’s Fourth Triennial Exhibition (February–April 2009), a ‘state of the art’ overview offered by the curator and critic Nicolas Bourriaud. His manifesto stated:

Altermodernity is characterised by translation, unlike the modernism of the twentieth century which spoke the abstract language of the colonial west, and postmodernism, which encloses artistic phenomena in origins and identities.28


Like the suggestive periodisation of the postmodern, the idea of the altermodern registers a new form of modernity, but one in which contemporary cultural practice is informed by hybridity, mobility and translation. According to this characterisation, the artist experiences this flux as a ‘traveller’ responding to, and informing, different stylistic and cultural idioms. Temporality and heterogeneity are integral parts of the altermodern:

Altermodern art is thus read as a hypertext; artists translate and transcode information from one format to another, and wander in geography as well as in history. This gives rise to practices which might be referred to as ‘time-specific’, in response to the ‘site-specific’ work of the 1960s.29


These ideas accent earlier concerns explored by Bourriaud in Relational Aesthetics (2002) and Postproduction (2007). In the former, he characterised the trend towards the ‘relational’ – ‘taking as its theoretical horizon the realm of human interaction and its social context’ rather than the closed off and largely symbolic realm associated with Modernism.30 For Bourriaud, the origin of this development is in the ‘growing urbanization of the artistic experiment’ and an intensification of integration arising through consumer culture.31 In Postproduction, he described the proliferation of that technique – the re-use and recycling of earlier styles and innovations as a central component to the art produced since the early 1990s.32 Although pastiche and appropriation are hardly new within late modern art, these recent trends are seen as reflexive and pervasive responses to cultural production within an increasingly internationalised and technologically integrated world order.

Some of the characteristics that Bourriaud appears to celebrate as part of the altermodern – mobility, heterogeneity, transmission and hybridities– had already been recognised, as critics and commentators have noted, by post-colonial theorists Michael Hardt and Antonio Negri. In their book Empire (2000) they assert that these attributes are equally attractive to the interests of corporate capital in developing and integrating global markets for products and in colonising new audiences for their goods. As a corollary to this argument, they note that ‘Postmodernism is indeed the logic by which global capital operates’.33

It remains to be seen whether, like its postmodern precursor, the altermodern will come to be used with what one art historian describes as a ‘bad conscience’.34 It is also unclear what the ‘translation’ alluded to as part of the altermodern will actually mean in relation to present and future visual practice, either in the United Kingdom or internationally. As other post-colonial theorists like Sarat Maharaj have acknowledged, there are limits to the transparency of cultural ‘translation’, and hybridities which cannot be fully adapted as a bridge between western and non-western cultures, without the risk of becoming refashioned in the process as a ‘one dimensional, reductive term … an overcoming of the untranslatable … the mirror image of purity’.35 He continues:

Meaning is not a readymade portable thing that can be ‘carried over’ the divide. The translator is obliged to construct meaning in the source language and then to figure and fashion it a second time round in the materials of the language into which he or she is rendering it.36


Such untranslatability remains one of the subtleties associated with hybridisation, and what Enwezor describes in a similar context as the ‘terrible nearness of distant places’ – the apparent collapsing of geographical and cultural distance by the imperatives of globalisation and technological integration.37

In the face of increasingly connected (and fractured) global economies, the idea that cultural and ethnic identities are somehow determined by national borders is risible. Nowhere is the ideological impoverishment and deficit of contemporary British politics clearer than in the regressive and confused government policy and parliamentary debates concerning cultural identity. John Major’s homily on warm beer and cricket, New Labour policy drafts and Foreign Office booklets on ‘Britishness’ underscore the hegemonic rhetoric of class, gender and generational perspective which passes for ‘debate’ on complex issues of identity, ethnicity, allegiance and nationhood. The growth of multi-faith communities, federalism, transnational corporations and accelerating global integration (and conflict) have rendered the nation state of academic interest only.38

It is axiomatic that to be British is to be from somewhere else. As Alex Farquharson and Andrea Schlieker noted in their introduction to British Art Show 6, London is a city of émigrés.39 This book therefore includes examples of work, or includes mention of such, produced or exhibited by artists living or working in the United Kingdom, or by British artists living abroad.

Grant Pooke

School of Arts, University of Ken
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Introduction

I don’t see what else you can spend your money on. If you want to own things, art is a pretty good bet. Buy art, build a museum, put your name on it, let people in for free. That’s as close as you can get to immortality.

(Damien Hirst, 2007)1


In the summer of 2007, just before the onset of the global financial meltdown, London was the centre of a stratospheric international art boom. Although commentators throughout the specialist trade press and broadsheet arts correspondents had been calling the top of the market for some months, speculative buying had driven auction prizes to new heights. One recent estimate suggested that in the six years since 2002, the British art market had grown by 600 per cent, to an estimated worth of £4.2 billion.2 One anonymous collector interviewed by The Art Newspaper noted:

The insides of the auction houses have started to remind me of casinos – art has become monetised. But it is frightened money. If all of a sudden two or three lots fail to get sold, it wouldn’t take much for people to decide that some of this stuff is no longer a repository for serious money.3


A few examples associated with Damien Hirst (b. 1965), one of the iconic Young British Artists (YBAs) whose professional reputations were established in the 1990s, convey the sentiment of a frenetic art boom. Hirst’s Lullaby Spring (2002), from a series of four themed installations, comprises a stainless steel medicine cabinet with razor blade shelving on which there are an array of brightly coloured tablets, pills and capsules. The series draws upon the metaphors, contrasts and associations of the four seasons, with Lullaby Winter featuring predominantly off-white pills. Lullaby Spring was sold at auction for a record-making price of £9.65 million.

The disposal briefly established Hirst as the world’s most highly priced living artist, before the auction in New York of Hanging Heart (Magenta and Gold) by Jeff Koons for £11.3 million in November of that year. A telephone bidding war for a Francis Bacon Self-portrait (1978) resulted in a final sale price of £21.58 million. As The Times arts correspondent Dalya Alberge noted, in four days of auctions at Sotheby’s and Christie’s, buyers had spent over £414 million on art. The amount broke all previous records for London-based sales.4

In 2007 Hirst’s For the Love of God, a platinum cast of a human skull encrusted with diamonds, was sold to a consortium for a stated £50 million. The art division of Hiscox insurers described it as the most intrinsically valuable piece of art of the last hundred years by virtue of its 8,601 flawless or near-flawless diamonds and the 2,156 grams of platinum used for the cast.5 The work had been carried out by Bond Street silversmiths Bentley & Skinner. According to art trade rumours, during earlier sale negotiations the price for the piece had fallen to £38 million, a figure robustly denied by Hirst’s business manager, Frank Dunphy. The sale price the piece finally secured is unknown since the transaction was private and cash based, although The Art Newspaper subsequently identified Hirst himself as one of the members of the purchasing consortium.6

The following September, Hirst mounted his own two-day art sale, bypassing professional art dealers by directly selling 218 art works. The disposal, the biggest such sale by a living artist, raised a record £111 million, and was widely seen as a challenge to the hegemony of the dealer system as well as a conceptual art ‘joke’ at their expense. It also exposed the more nuanced interdependencies that exist between established artists and their dealers. Had work not reached its stated reserve, it would have damaged Hirst’s value for his dealers (Jay Jopling and Larry Gagosian) and their existing holdings, a consideration which underpinned their reported bidding interest in the disposal.7 In any event, the record outcome suggested that in particular circumstances, auction houses historically concerned with the secondary market could cut out contemporary galleries and dealers in bringing new and recent work to the market.

In 2007 a long bull market in equities, property and commodities of all kinds finally began to unravel. In September 2008, just after a market high and Hirst’s major disposal of recent work, the merchant bank Lehman Brothers Holding Inc. collapsed and the world’s financial markets went into meltdown. Even before this there had been trade speculation that some auction houses had been helping to keep the art market artificially buoyant, effectively acting as private brokers for high-profile pieces, which in garnering media attention would conceal the wider softening of prices (and sentiment) across the market.

In May 2008 Ian Peck, chief executive of the Art Capital group, alleged that such practices had been ongoing for some time as a means of concealing the weakening prospects for mid-range disposals.8 But this was not the first time that insiders had identified apparent irregularities within the art market. During the art boom of 1988–90, the then recently established trade publication The Art Newspaper, ran reports alleging that illicit profits, money laundering and tax evasion ploys from businesses in Japan and Italy had effectively driven the market.9

It was in these years that the idea of art as a speculative investment gained popularity, particularly among international collectors and buyers. This trend developed throughout the 1990s, with the contemporary art market in particular being driven by investment-based buying from a new demographic, the phenomenon of the super-rich: those with multi-million-dollar fortunes accrued from share brokerage, derivatives, hedge-fund management, property, private equity and portfolios across all asset classes. Although the City of London had become the engine room of the art market, the profile of those investing – principally in the post-war and contemporary period – was international, underlining the globalisation of the market in art. Throughout this period, auction houses reported brisk business from Russian oligarchs and a spread of overseas investors and buyers from Brazil, China, India and the Middle East. According to market analysis by the database service Artprice, between 2003 and 2007 global auction sales of contemporary art grew more than eightfold.10

Art, entirely commodified, was being referred to routinely as an ‘asset class’. A former Christie’s finance director, Philip Hoffman, who set up the Fine Art Fund, the UK’s first art-based hedge fund, was explicit about the venture’s rationale and the driver for trading practice: ‘Our focus is purely profit. Passion doesn’t come into it. I have bought a piece for £70,000 which we sold for £300,000 two and a half years later, and I loathe it’.11

Two years later, after the market crash and major slide in the value of contemporary art, Hoffman and a syndicate of buyers were reported to be in firesale negotiations with the corporate owners of two major art collections with an estimated value of £40 million. As collectors scrambled to liquidate their stock, art being one of the less divisible of assets, areas of speculative buying shifted to the market in India which was also perceived to be undervalued.


The Contemporary Art Market

The Modernist American art critic and theorist Clement Greenberg (1909–1994), memorably described the patronal relationship between the avant-garde and the power elites which have traditionally commissioned and collected their work as akin to an ‘umbilical cord of gold’.12 Greenberg’s shade would doubtless recognise the acquisitive and competitive dimension to contemporary art patronage, which has driven both British and international markets in recent decades, as it might the attractions of ownership – social cachet and status, aesthetic interest, financial pragmatism, and for those who establish public collections and foundations, a desire for recognition and remembrance. Others have argued that the act of collecting conceals a fundamental vacuity, both personal and existential.13

The art trade is among the last major unregulated markets, its dynamic largely a consequence of historically liberalised and open trading arrangements. There is scant regulatory framework for the purchase and sale of art, although dealers and auctioneers are subject to legislation, depending upon jurisdiction and location.14 Unlike other commodities, there is no comprehensive and auditable registry and history of sales for works of art, although subscription-based index and market information services provide partial windows on quoted market prices for particular artists’ works. Of these, online services such as www.Artnet.com provide market information on the prices for art sold at auction, although caveats remain more generally about the use and reliability of index information on declared transactions.15

Insider trading, which is illegal and subject to punitive measures in other commodity-based markets, remains a distinctive feature of the British and international art markets. Although less centralised and more diverse than was the case in the 1980s, the UK’s art trade is still geographically clustered. Its artists, dealers, collectors, buyers and curators still represent a largely socially homogeneous demographic within which the distinction between business, networking and socialising, provided through private views, fairs and auction previews, is typically opaque.

As elsewhere in the international art market, the UK’s art trade operates informal protocols. Collectors can be discouraged by dealers from offloading work they have acquired through gallery purchase onto the secondary auction market because of what is perceived to be the negative effect on prices of other work by the same artist(s). Exceptionally, Hirst’s profile and financial status as an artist and international collector enabled the direct disposal of work mentioned earlier, effectively insulating him from some of these pressures. However, anecdotally it is not unknown for smaller-scale collectors and buyers to be ostracised by the handling galleries of artists whose work they have sold at auction.

The sensitivity that underpins the relationship between collector, gallery and artist was demonstrated by an earlier, if somewhat smaller-scale disposal by the art dealer and collector Charles Saatchi, of six canvases by the Italian neo-expressionist painter Sandro Chia in 1985. The artist alleged that the ‘dispersal’ had subsequently affected gallery and critical interest in his work. The British painter Sean Scully also saw eleven of his paintings traded to a Swedish dealer in 1991.16 Saatchi has generally disposed of work by living artists through both dealers and the secondary market, although like Hirst, he has sufficient power and status within the art market to be largely immune from the consequences of such disposals or censure within the art trade.

Although major dealers and sellers may have gallery space where work is formally displayed, the greatest volume of secondary trade business is now conducted from dealer back offices circulating jpegs of works to prospective buyers and clients. Since the mid-1990s, both private galleries and public museums have started to develop an online presence, realising in the internet a means of establishing a global reach and an international audience. The inauguration of virtual galleries, handling online sales of art, has been one of the market’s more recent and distinctive developments.17

An important and indicative market maker for the status and value of an artist’s oeuvre is promotion by a major mid-career retrospective hosted by a leading museum or gallery. The selection and planning process, decided upon by trustees, management and members of acquisitions committees (some of whom may have related commercial interests as buyers or collectors in their own right), is not usually subject to any formal or enforceable embargo. Potentially sensitive market information arising from informal decisions and discussions tends to pass across the art trade before formal or public announcements are even made. At the very least this allows for the prospect of trade insiders hedging or securing commercial interest(s) in a particular artist or their oeuvre.18 One London-based dealer, Kenny Schachter, is on record in describing his initial response to this particular aspect of the art world ethos:

There’s so much insider trading around these retrospectives. Galleries call their top two or three collectors as soon as they find out and let them in on the deal. In commodities trading where I used to work this was called ‘front running’ and it’s illegal. I remember when I first stumbled into the art world, I was shocked that it could be run in such an archaic manner.19


Schachter’s concerns are illustrated by instances in which art-related institutions (major galleries are typically registered as charities for commercial and liability reasons), have been involved in perceived conflicts of interest. The Tate has been embroiled in various cases, three of which have involved artists as acting trustees: Jeremy Deller, Peter Doig and Chris Ofili. In Deller’s case, it has been established that after his appointment as a trustee, he voluntarily absented himself from several meetings where the acquisition of his work and proposed exhibitions were discussed (and agreed).

In 2006, the UK’s Charity Commission ruled that the Tate Modern had contravened the law through its acquisition of The Upper Room (1998–2002), a series of thirteen canvases by Ofili, who was also a serving trustee. Under existing legislation, trustees of charities cannot receive monetary benefit from their work, unless they have cleared permission through the Charity Commission. In Ofili’s case, confirmation and disclosure of the gallery’s actions was only secured through requests made under the Freedom of Information Act.20 However, despite the technical contravention of the law, the Charity Commission was eventually persuaded that the Tate Modern had acted in the public interest, since an estimated 250,000 members of the public had seen the works while they were on display in 2005–06.21

Recognising the contemporary art market’s opacity, attempts have been made to regulate aspects of its conduct and operation. In formal hearings concerning the art trade made to Parliament’s Culture, Media and Sport Committee in 2005, The Art Newspaper reported politicians’ frank ‘amazement’ at the market’s opacity and ‘predominant absence of written contracts’.22 But recommendations that an art code be established to ensure greater transparency within the market was rejected by the then arts minister, Estelle Morris, as being ‘too regulatory’.23 While the various sections of the art trade, as with other economic and cultural sectors, may operate according to a code of ethics, such self-regulation is, as the academic David Bellingham has noted, ‘the lightest in [the] hierarchy of codes, being mainly aspirational and using light coercion to encourage members’. He continues, ‘Arguably … the code of ethics of an art dealer or museum is more concerned with the creation of a politically correct public image than with religious adherence to a set of stone-inscribed commandments’.24

One major issue has concerned the intellectual property or resale rights of living artists within the secondary or tertiary market. The most controversial piece of legislation to affect the UK and European art market in recent years has been the right of artists to secure a percentage of their work’s value when sold on the secondary market – the so called ‘droit de suite’ or ‘right to follow’. The concept was initially introduced in France in 1920 as a means of supporting artists and to enable them to make some provision for their families and dependants. The legal principle was progressively recognised and adopted in other European countries, although its enforcement varied, prompting the European Commission to harmonise practice within the European Union’s member states.

As introduced in the United Kingdom and Europe, the Artist’s Resale Right is a statute which entitles artists and their beneficiaries whose work is covered by copyright, to claim a percentage of their art work’s price each time it is offered for resale at auction, or by a gallery or dealer. The payment of these royalties is designed to acknowledge the artist’s intellectual and creative ownership of work(s) being resold. One obvious point of comparison might be with the publishing or music industry, in which writers, performers or their estates already derive benefit from the sale or republishing of their work through royalties on each copy sold. But by definition, within the visual arts sector, a far higher percentage of the work made can be described as one-off originals, rather than mass produced as with books or music CDs. As Joanna Cave notes of the ethical dimension to the legislation, ‘by creating an ongoing link with the professional artist, this new legislation also serves to remind art market professionals, buyers and sellers, who created the art in the first place’.25

The Artist’s Resale Right was only formally secured in January 2006 after protracted legal battles, although several countries sought postponement from implementing the European Union directive which sought to harmonise practice within its jurisdiction.26 In the United Kingdom there had been particularly strong resistance and art trade representations, principally because of the concern that business would shift to markets excluded from the agreement, including those in the United States and Switzerland. Other trade concerns related to the extent and scope of the liability faced by both dealer and seller.27

In February 2006, the British government surprised the art market by setting the lower liability for resale payment at US$1,200 (€1,000) rather than the $3,600 (€3,000) expected. After the deduction of administrative costs, artists can expect to receive a percentage on a sliding scale of from 0.5 to 4 per cent, with the maximum capped at $15,000. A prominent group of British artists and trade figures including Peter Blake, Tracey Emin and Arts Council visual arts director, Marjorie Allthorpe-Guyton, had argued for the lower liability on the basis that a large percentage of visual artists ‘subsisted on less than £5,000 per year’.28 After 2010 (with scope to 2012 if submissions are made which justify an extension of the exemption), the arrangement will extend to the estate of deceased artists up to a limit of seventy years. Within the United Kingdom, the Design and Artists Copyright Society (DACS) is one of the main bodies charged with collecting and distributing the royalties on behalf of artists, although other organisations such as the Artists’ Collecting Society (ACS) also oversee resale rights for subscribing members.

At the time of writing, the legislation’s ramifications and how it might be consistently implemented and policed across the secondary art market remain ongoing issues.
OEBPS/nav.xhtml


Contents


		Cover Page


		Half Title page


		Title Page


		Copyright Page


		Dedication


		Contents


		List of Illustrations


		Acknowledgments


		Introduction
		Cool Britannia, Contemporary Art and the Altermodern


		Notes






		1 Perspectives on the Contemporary Art Market and its Institutions
		Introduction


		The Contemporary Art Market


		Contemporary Art, Celebrity and Private Collecting


		Perspectives on Contemporary Art Patronage


		The Arts Council's Per Cent for Art Scheme


		Contexts for Public Art and other Commissioning Organisations


		British Art Awards and Prizes


		The Creative Economy and Cultural Regeneration


		Contemporary Art Fairs and Biennales


		Notes







		2 Post-Conceptual British Painting
		Introduction


		Painting: Histories, Ideas and Contexts


		British Painting: Cultural Politics, Dissent and Other Narratives


		Place, Entropy and the Imaginary in Contemporary Painting


		Remodernism, Stuckism and Film Noir Nostalgia


		Gestural and Geometric British Painting: Modernisms Revisited


		Notes






		3 Installation Art and Sculpture as Institutional Paradigms
		Introduction


		Installations and Installation Art


		Site-Specific and Non-Site-Specific Installations


		Installation, Objecthood and Active Spectatorship


		Phenomenology and Installation Art


		Installation Art, Praxis and Relational Aesthetics


		Installation Practice as a Dream-Like Encounter


		Paradigms of Installation Art as Immersive Experience and Subjective Disintegration


		Installations, Bodily Response and Experience


		Installation, Politics and Activated Spectatorship


		‘Sculpture in the Expanded Field' – Traditions and Revisions


		Sculpture as Commodity and Appropriation


		Sculpture, Ambivalence and the Abject


		Notes






		4 New Media in Transition Photography, Video and the Performative
		Introduction


		Photography: Contexts and Histories


		Narratives and Countercultures: Video and Performance Art


		Performance, Abjection and other Narratives


		Documentary Genres: Docu-Fiction and Social Reportage


		Technical Interventions, Defamiliarisation and Spectacle


		Portraiture, Still Life and New Media Art: Objectification and Reversals


		Notes






		Post-Conceptual British Art New Directions Home
		Notes






		Bibliography
		Primary Sources


		Secondary Sources


		Websites






		Index





Book Landmarks


		Cover Page


		Half Title page


		Title Page


		Copyright Page


		Dedication


		Contents


		List of Illustrations


		Acknowledgments


		Body Contents








List of Illustration


		Figure 1.1 Rachel Whiteread, House, 1993. Commissioned and produced by Artangel.


		Figure 1.2 BALTIC Centre for Contemporary Art. Image © Colin Davison. Courtesy of BALTIC.


		Figure 1.3 Turner Contemporary: building in progress. The gallery will open in 2011. Designed by David Chipperfield Architects. © David Chipperfield Architects. Image supplied courtesy of Turner Contemporary, 2009.


		Figure 1.4 Turner Contemporary: projected design. The gallery will open in 2011. Designed by David Chipperfield Architects. © David Chipperfield Architects. Image supplied courtesy of Turner Contemporary, 2009.


		Figure 1.5 Tate Modern, Bankside, London. © Tate, London, 2010.


		Figure 2.1 Marcus Harvey, Myra, 1995. Acrylic on canvas, 156 × 126 inches. © the artist. Photo: Stephen White. Courtesy of White Cube.


		Figure 2.2 Kenneth Currie, In the City Bar, 1987. Oil on canvas, 84 × 144 inches. Collection of Susan Kasen Summer and Robert Summer. Courtesy of Flowers Gallery.


		Figure 2.3 Gordon Cheung, Brueghel's Highway, 2004. Financial Times, ink, gloss paint, acrylic spray and gel on canvas, 165 × 220 cm. © Gordon Cheung. Courtesy of The Alan Cristea Gallery, London.


		Figure 2.4 George Shaw, Ash Wednesday 8.00 a.m. 2004–2005. Humbrol enamel on board, 91 × 121 cm. © the artist. Courtesy of Anthony Wilkinson Gallery, London.


		Figure 2.5 Cecily Brown, Hard, Fast and Beautiful, 2000. Oil on canvas, 254 × 279 cm. © Cecily Brown, 2010. Photography by Robert McKeever. Courtesy of Gagosian Gallery and Saatchi Gallery.


		Figure 3.1 Michael Landy, Break Down, 2001. Commissioned and produced by Artangel. Photo © Hugo Glendinning.


		Figure 3.2 Richard Wilson, 20:50, 1987. Used sump oil, steel dimensions variable. Courtesy of The Saatchi Gallery, London. © Richard Wilson, 2009.


		Figure 3.3 Tim Noble &amp; Sue Webster, Black Narcissus, 2006. Black poly-sulphide rubber, wood, light projector. Sculpture dimensions: 38 × 72 × 60 cm. Plinth dimensions: 30.5 × 30.5 × 91.5 cm. © Tim Noble and Sue Webster. Image courtesy of the artists.


		Figure 3.4 Damien Hirst, A Thousand Years, 1990. Steel, glass, flies, maggots, MDF, insect-o-cutor, cow's head, sugar, water, 207.5 × 400 × 215 cm. Photo © Roger Wooldridge. © Damien Hirst. All rights reserved, DACS 2010.


		Figure 3.5 Cornelia Parker, Cold Dark Matter: An Exploded View, 1991. © Tate, London 2010.


		Figure 3.6 Liam Gillick, The Wood Way, 2002. Courtesy of Whitechapel Gallery, Whitechapel Gallery Archive.


		Figure 3.7 Banksy, Another Crap Advert, 2002–2005, Shoreditch Bridge, London. Image courtesy of Steve www.Cotton/artofthestate.co.uk.


		Figure 3.8 Eva Rothschild, Cold Corners (Duveen Installation), 2009. © Tate, London 2010.


		Figure 3.9 David Falconer, Vermin Death Stack, 1998. Cast resin, enamel paint, 301 × 91.5 × 91.5 cm. Image courtesy of the Saatchi Gallery, London. © David Falconer, 2009.


		Figure 3.10 Marc Quinn, Self, 1991. Blood (artist's), stainless steel, perspex and refrigeration equipment, 81⅞ × 24 13/16 in. (208 × 63 × 63 cm). © the artist. Photo: Stephen White. Courtesy of White Cube.


		Figure 4.1 Kira O'Reilly, Succour, 2002. Break 2.1, 2002. Kapelica Gallery, Ljubljana. Photo by Leonora Jakovljevic. Courtesy of the artist.


		Figure 4.2 Franko B., Oh Lover Boy! 2001. Photo courtesy of Manuel Vason.


		Figure 4.3 Matt Calderwood, Battery, 2003. Video still © Matt Calderwood, 2003. Courtesy of the artist.


		Figure 4.4 Adam Chodzko, Production sketch for Pyramid, 2008. Video with sound, 12 minutes, and mixed-media installation. © Adam Chodzko. Courtesy of the artist, 2009.


		Figure 4.5 Jeremy Deller, The Battle of Orgreave Archive (An Injury to One is an Injury to All) 2001. © Tate, London 2010. Commissioned and produced by Artangel. Photo: Martin Jenkinson.


		Figure 4.6 Jane and Louise Wilson, Silo: Gamma, 1999. C-print on Diasec, 63 × 106 inches. Courtesy of 303 Gallery, New York.


		Figure 4.7 Willie Doherty, Somewhere Else, (still from the video installation), 1998. Four-part video installation, with sound. Photograph © 2009 Carnegie Museum of Art, Pittsburgh; A.W. Mellon Acquisition Endowment Fund.


		Figure 4.8 Paul Rooney, In the Distance the Dawn is Breaking (video still), 2004. Five screen video installation. Courtesy of the artist.


		Figure 4.9 Anna Barriball, Untitled III, 2004. Ink and bubble mixture on found photograph, 11.9 × 7.9 cm/34 × 25 cm (framed). Courtesy of Frith Street Gallery.


		Figure 4.10 Gillian Wearing, Sixty Minute Silence, 1996. Colour video projection with sound, 60 minutes, (MP-WEARG-00140). Courtesy Maureen Paley, London.





Pages


		i


		ii


		iii


		iv


		v


		vi


		vii


		viii



		ix


		x


		xi


		xii



		xiii


		xiv


		1


		2


		3


		4


		5


		6


		7


		8


		9


		10


		11


		12


		13


		14


		15


		16


		17


		18


		19


		20


		21


		22
















































































































































































































































































OEBPS/images/coverpage.jpg
"‘ i
Contemporary British Art
An Introduction
Grant Pooke






OEBPS/images/logo_B.jpg
é Routledge

Taylor & Francis Group
| ONDON AND NEW YORK





