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In much the way that the invention of photography cut away for itself a chunk of art,
prerogative - the pictoria recording of visual facts - trimming the scope of message' which Fine Art
felt to lie within its true competence, so has popular culture abstracted from Fine Art its role of
mythmaker. The restriction of his area of relevance has been confirmed by the artist with smug
enthusiasm so that decoration, one of art's few remaining functions, has assumed a ridiculously
inflated importance.

It isn't surprising, therefore, to find that some painters are now agog at the ability °f the
mass entertainment machine to project, perhaps more pervasively than has ever before been
possible, the classic themes of artistic vision and to express them in a poetic language which marks
them with a precise cultural date-stamp.

It is the Playboy "Playmate of the month' pull-out pin-up which provides us with the closest
contemporary equivalent of the odalisque in painting. Automobile body stylists have absorbed the
symbolism of the space age more successfully than any artist. Social comment is left to TV and
comic strip. Epic has become synonymous with a certain kind of film and the heroic archetype is
now buried deep in movie lore. If the artist is not to lose much of his ancient purpose he may have
to plunder the popular arts to recover the imagery which is his rightful inheritance.

Two art movements of the early part of this century insisted on their commitment to
manifest the image of a society in flux: Dada, which denied the then current social attitudes and
pressed its own negative propositions, and Futurism with its positive assertion of involvement.
Both were fiercely, aggressively propagandist. Both were rebellious or at least radical, movements.
Dada anarchically seditious and Futurism admitting to a core of authoritarian dogma - each was
vigorous and historically opposite

A new generation of Dadaists has emerged today, as violent and ingenious as their
forebears, but Son of Dada is accepted, lionized by public and dealers, certified by state museums -
the act of mythmaking has been transferred from the subject- matter of the work to the artist himself
as the content of his art.

Futurism has ebbed and has no successor, yet to me the philosophy of affirmation seems
susceptible to fruition. The long tradition of bohemianism which the Futurists made their bid to
defeat is anachronic in the atmosphere of conspicuous consumption generated by | he art rackets.

Affirmation propounded as an avant-garde aesthetic is rare. The history of art is that of a
long series of attacks upon socia and aesthetic values held to be dead and moribund, although the
avant-garde position is frequently nostalgic and absolute. The Pop-Fine-Art standpoint, on the other
hand—the expression of popular culture in fine art terms—is, like Futurism, fundamentally a
statement of belief in the changing values of society. Pop-Fine-Art is a profession of approbation of
mass culture, therefore also antiartistic. It is positive Dada, creative where Dada was destructive.
Perhaps it is Mama - a cross-fertilization of Futurism and Dada which upholds a respect for the
culture of the masses and a conviction that the artist in twentieth century urban life is inevitability a
consumer of mass culture and potentially a contributor to it.



