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Abstract

Abstract

This thesis explores the predicament of the woman Pop artist, focussing on British
Pop Art and taking as its case study Pauline Boty (1938-66). It considers why so few
women artists were involved with the movement, the nature of the contribution they
might make and the reasons for their subsequent marginalisation and exclusion from
the histories. It then pursues the art historical and theoretical implications of the
resulting findings. To achieve these ends a considerable body of completely new

empirical evidence is presented.

A detailed statistical and discursive analysis of contemporary records (for example
convocation lists and other documents from the Royal College of Art and Young
Contemporaries exhibition catalogues) exposes the deep gender bias of the institutional
and discursive field in which British Pop operated. The very difficult predicament of
the woman artist (statistically more extreme than had been anticipated) is revealed:

difficulties to which mainstream histories of Pop have remained oblivious.

Pauline Boty’s life and work , on which nothing had been published, are interrogated
through a very wide range of primary evidence : numerous interviews with friends,
colleagues, lovers, family members and others, private letters and photographs, media
material and other documentation. With the help of an Arts Council grant her oeuvre,
much of which had been dispersed and/or lost, was re-assembled, archived and
exhibited and is, collectively, available for the first time in these pages. Through this
evidence the experience and expression of a female subjectivity within the genre of
Pop is brought to light. Boty’s discursive absence over the last thirty years and recent
re-appearance as an object of discourse are then observed and analysed.

m cont.



Abstract

Relatively recent discursive shifts have made it possible to ‘see’ the work of the
woman Pop artist in a way that had previously been difficult if not impossible. The
cumulative findings of this thesis, informed by postmodern and feminist theory, led
to a questioning of feminist and mainstream narratives. The thesis arrives at proposals

for a revisionist view of both the Pop Art Movement and of feminist practice.

v



Introduction

Introduction

In 1991, the Royal Academy hosted a major retrospective exhibition of Pop Art. It
received considerable media attention but a fact that went largely unnoted was that,

while women were repeatedly pictured, out of 202 Pop Art works exhibited only one
was by a woman.! The few women who had made names for themselves within the
movement, Marisol, Pauline Boty, Jann Haworth, Rosalyn Drexler, Evelyne Axell,

Chryssa, Marjorie Strider among others, had been excluded.?

The male domination of the history of other modern art movements has been
challenged. For example, Whitney Chadwick’s research into women artists within
Surrealism, published in 1985, has had a significant impact on how that movement
has been seen retrospectively. The Tate Modern’s Surrealism : Desire Unbound in
2002 gave a prominent place to a range of women artists and the texts, in both the
exhibition and catalogue, are consistently informed by a gender awareness. But Pop
has not been interrogated in the same way. Its reifying, sexist imagery of women has

certainly been lambasted3 but there seems to have been an acceptance of its

masculinist ethos in both mainstream and feminist literature. There seemed to be a

sense that, if Pop is inevitably masculinist, the absence of women does not really

1 Portrait of My Lover (1961) by Nikki de Saint Phalle.
2 A much heralded show at one of our premier establishment fine art sites, with only one man
in it would, of course, have caused a great stir. In factin 1978 the Hayward Annual exhibition,
in which out of 23 works exhibited ‘only’ 7 were by men (nearly a third) had been greeted with
howling headlines: ‘Women’s Work’, ‘No Deadlier than the male’, 'Distaff Side’, ‘Ladies Night
at the Hayward', ‘Ladies First’, The female Twist’.
3 Eg MULVEY, Laura 'You don't know what is happening, do you, Mr Jones?’, Spare Rib,
1973, no.8, p 13-16,30, reprinted in Framing Feminism, PARKER and POLLOCK (eds)
Pandora, 1987, p127.
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Introduction

matter.

Yet mass culture, Pop’s subject matter, is of huge cultural importance. Itis one of the
key features of modernity. Its ubiquitous imagery has been, and is, enormously
influential in shaping the subjectivities of men and women alike. And it has had a
crucial impact on the arts. Varnedoe and Gopnik, in their compendious exploration of

popular culture and Modern art, argue convincingly that

The story of the interplay between modern art and popular culture is one
of the most important aspects of the history of our epoch 4

Huyssen demonstrates the compulsive pas de deux conducted between mass culture
(gendered female) and Modernism (gendered male), the latter crucially defining itself
against the former. Along with much writing of the last few decades, he sees the
changed relationship between mass and high culture as paradigmatically marking the

shift from Modernism to a postmodern episteme.

Pop Art, by definition, was in dialogue with mass culture which was its source and
subject matter. Asa movement it was poised in a thrillingly precarious and pivotal
position on the see-sawing cultural tensions in play as postmodernism emerged as the
‘cultural dominant’ (Jameson). As such it has a key place in ‘one of the most
important aspects of our epoch’ positioned in the (gendered) eye of the cultural storm.
Seen in this light, the absence of women artists takes on a disturbing significance. It

is, in fact, no minor matter.

It is not as though, in the post war period in which Pop emerged, women were only
pictured in the mass media, they were also voraciously addressed by it as primary
consumers of the flood of new domestic products that poured onto the market.
Women also consumed and found pleasure in fashion, pop music and the movies, all

of which played a part in shaping their desires. And yet, women’s subjective

4 VARNEDOE,K and GOPINIK, A High and Low Modern Art /Popular Culture Museum of
Modern Art, New York, 1990 p. 19
2



Introduction

experience of mass culture, and their commentary on it, found very little expression
in Pop Art and that little was subsequently excluded. Certainly, in comparison to
men, women in general and women artists in particular, were differently positioned
culturally in relation to mass culture (as will be explored in this thesis). But that only
adds greater importance to the need for a female voice in what has been presented as a

univocally male movement.

Provoked by the 1991 Royal Academy show, my first aim was to find out why so few
women artists had engaged in Pop Art. [t was a movement that prided itself on its
universal appeal and it emerged at a time when the overt gendered exclusions of
previous epochs were no longer in play and women were increasingly finding a place
as artists. [ wanted to know how their participation in Pop had been inhibited,
institutionally and discursively. The next question to address was why and how those
few who had made a name for themselves had been subsequently marginalised and
excluded. Much as a scientist will stain a slide in order to reveal the biological
functions that are otherwise invisible, I set out to gender the field of Pop (a gendering
to which the mainstream accounts had remained oblivious ) to expose the predicament

of the woman Pop artist.

As is always the case when any art movement is scrutinised by feminist art historians,
there were more women artists active in the field than the dominant narrative would
lead one to believe. My second objective was to engage with and interrogate the lives
and work of women Pop artists. | wanted to consider the nature of the female
experience of the Pop Art movement and of mass culture: whether and how, a female

subjectivity might find expression within the visual language of Pop.

Having explored American, British and continental Pop and researched a number of
different women artists I decided to focus specifically on Pauline Boty in British Pop
in order to maintain a high level of specificity and thus demonstrate, in the particular,
the play of institutional and discursive influence. To this end I conducted detailed

empirical research on the relevant institutions and on the artist’s life and work.

3



Introduction

Born in 1938 Pauline Boty was active at the heart of British Pop. From 1958 to 1961
she trained at the Royal College of Art, that hot house of the Pop sensibility and fertile
seed bed of Pop talent, where her contemporaries included David Hockney and Derek
Boshier. Her first group exhibition was with Peter Blake (and two others) before
either of them had had a solo and she appeared, with Blake, Derek Boshier and Peter
Phillips, in Ken Russell’s influential 1962 film for Monitor, Pop Goes the Easel. She

exhibited in a number of group shows that were important in the history of British

Pop5 and had a solo exhibition at the Grabowski Gallery in 1963.

Intelligent, well educated and well read, she was a serious and hardworking artist
(fig. A.1). She was also a beautiful, sensual woman who inhabited and relished a
‘pop’ identity. She enjoyed and became a feature of the swinging London ‘scene’:
dressing fashionably, dancing on Ready Steady Go, a habitué of the cutting edge
satirical night club The Establishment and, latterly, providing in her flat the meeting
place for a number of the cultural glitterati. With her extremely good looks she was
drawn into acting for stage and TV, but her painting was always much more important

to her.

She produced a body of striking, vivacious work in collage and paint, using the
iconography, palette and style of Pop. Marilyn Monroe, with whom Boty identified,
appears in a number of paintings and collages: in The Only Blonde in the World 1963
(fig. A.2) she shimmies between screens of abstract complementary colour. Female
desire, mediated through popular culture forms, is boldly proclaimed in 5-4-3-2-1,
1963 (fig. A.3) and in With Love to Jean Paul Belmondo, 1962 (fig. A.4). The
Beatles, Elvis Presley, the Everley Brothers, stylised hearts and candy stripes feature
in other works. The oeuvre also has a critical edge: Countdown to Violence, 1964
(fig. A.5) links the violence of the Vietnam war and race riots in America and I7s a
Man’s World I (1964) and Il (1965-6) (figs. A.6 and 7) directly engage with sexual
politics. She died, a victim of cancer, aged only 28 in 1966 leaving a baby daughter

to be brought up by her parents. Despite her talent, beauty and romantically early

5 Eg New Approaches to the Figure, at the Arthur Jeffress Gailery, 1962.
4
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death, which might have been thought perfect ingredients for iconic status (as indeed

they were for James Dean), she all but disappeared from cultural view for 30 years.

Pauline Boty was a-typical as a woman artist in engaging in Pop Art. I wanted to
consider how this particular subject was produced in a specific confluence of social,
ideological and personal circumstances and then to observe her trajectory across the
cultural field of British Pop, to see what negotiations of it were possible. Engaging
closely with the work, 1 aimed to explore the possibilities for the articulation of a

female subjectivity within what had been seen as a masculinist movement.

That exploration has uncovered evidence and an understanding of the life and work of
Pauline Boty, and their context, which makes a significant contribution to the field of
Pop Art studies, transforming its very nature. By exposing the gendered workings of
cultural production, both in the '60s and in subsequent decades, the largely ignored?
predicament of the woman Pop artist, her particular cultural positioning, and the nature
of her work is opened to critical examination in a manner that, [ will argue,
fundamentally destabilizes the dominant narrative of Pop. Fascinatingly, I have been
able to observe the destabilizing effect that my work (research, archiving and

publishing) has already had on the object of its own study.

A close interrogation of Boty’s oeuvre revealed the significant nature of the
contribution of the woman Pop artist : the articulation of a female subjectivity,
expressing desire and pleasure as well as critique, mediated through mass cultural
forms. This turned out to have implications not only for the main stream narrative of
Pop but also for feminist studies. Controversial issues around sexuality, identity and
representation were inevitably encountered which, in the present period of generational
and strategic change for feminism, are highly topical. The revisionist feminist history
suggested by this thesis engages directly with contemporary debates and offers the

possibility of some resolution to apparent and problematic dichotomies.

7 With the notable exception of Cécile WHITING's A Taste For Pop: Pop Art, Gender and
Consumer Culture, Cambridge University Press, 1997.
5
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Chapter One lays out the methodology I employed to tackle the case in hand,
addressing both theoretical and empirical concerns, before turning a critical eye on the
existing literature of Pop to expose the problems within it that are integral to the
predicament of the woman Pop artist. In fact, neither the literature of Pop, nor of
feminist art history have, until recently, been able to provide a space within which the
terms ‘woman artist’ and ‘Pop’ can meet productively. Chapter Two genders the
cultural field from which British Pop emerged by analysing relevant educative and
distributive institutions (particularly the Royal College of Art and the Young
Contemporaries exhibitions) to reveal concrete, measurable, evidence of institutional
sexism. Having established the gendered nature of the terrain, Chapter Three looks at
the formative experiences of Pauline Boty’s family background and early art training
that lead her, rather exceptionally and despite the difficulties of the cultural
environment, to engage with Pop. The next chapter follows her to the Royal College
of Art. Going beyond the statistical evidence of Chapter Two, the dispositions within
the habitus of Pop are analysed. The very real difficulty of the predicament of the
woman artist, exemplified by Boty’s experience at the RCA, becomes ever more
visible. Chapter Five looks specifically at the discourse of '60s photography and
considers the construction and circulation of artistic identity that was possible at the
time. Evidence is presented of Boty’s intention to ‘speak’ radically within that
discourse, however, what comes to light is that, perhaps inevitably, she was ‘spoken’
by itin demeaning ways that were damaging to her status as ‘artist’. The work itself,
however, offers a different body of evidence and Chapter Six interrogates it closely,
demonstrating, through a careful analysis of style and iconography, the innovative
expression of a female subjectivity. Finally the conditions of the last years of Boty’s
life, her death and cultural disappearance are explored in Chapter Seven. In this
chapter the cultural ‘afterlife’ of the artist and her work as they reappeared as ‘objects
of discourse’ are also plotted and compared and contrasted with other women Pop
artists. This was an undertaking which, unexpectedly, brought me up against
problems within feminism that I had not anticipated at the out start. The conclusion, in

considering and drawing together the theoretically informed empirical evidence

6
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provided in the body of the text, questions existing art historical narratives and
suggests new possibilities for ordering and understanding the past which has

implications for the present.



Chapter One. Methodology and Critical Review of Literature

Chapter One

METHODOLOGY
and
CRITICAL REVIEW OF LITERATURE

This chapter will signal how the matter in hand is to be tackled. First the
methodological approaches to be used, both theoretical and empirical, will be
presented. Then a critical review of literature will expose key, and essentially

gendered, problematics in the field of play.

METHODOLOGY

Historiography

This is essentially a revisionist historiographical study, offering a challenge to the
existing, mainstream history from a feminist stand point. But on what grounds might
such a revision be based? In recent years New Historicism has questioned the very
nature and validity of historical ‘data’. *Old” historicism worked on the assumption
that empirical research would, if sufficiently well done, reveal and fix a definable past.
New Historicism rejected this notion along with faith in objectivity and the idea that
history might be directly accessible. More interested in the process by which the past
is constructed for present purposes, it sees ‘history’ not as unitary but as a matter of
plural “histories’. In many ways New Historicism has offered opportunity to feminist
historians: if the dominant narrative can no longer make claims to providing a fixed

and definable past it can be challenged. However, there are dangers here. Haydon



Chapter One. Methodology and Critical Review of Literature

White! characterizes all historical narratives as fictions, all accounts being structured

by their own rhetorical figures. Out of the chaos of events, any attempt to find order
1s inevitably an imposition of order and there can be no criterion for judging ‘good’ or
‘bad’ history, beyond its usefulness to the present. In this scheme of things, all
accounts have parity. Jeremy Hawthorne, in Cunning Passages 2, rejects this
absolute relativism. While accepting that history is shaped for the needs of the
present and by the ideological positioning of the historian, he argues cogently that it is
still built on bodies of irrefutable evidence; you can have a demonstrably in-adequate
account, the often quoted example being Holocaust denial. Starting from this point |
would go on to argue that plural histories do not exist as discrete fictions but have a
relationship to each other. Once rigorously questioned, dominant histories should
make themselves open to recasting in the light of new kinds of research. But if these
kinds of demands are being made, then claims are also being made for the adequacy of

the new account which goes beyond mere rhetoric.

‘Facts’ cannot be documented as if they have autonomy from ideas: ideology or
theory. The selection, presentation and interpretation of evidence and the focus |
bring to bear on it, will be contingent on my articulated feminist perspective and on the
other methodological approaches to be outlined below. This hasled me to make
particular and gendered empirical enquiries into the cultural field that the mainstream
account of Pop has simply not been motivated to do, considering them neither relevant
por interesting. But the validity of any claims [ make for re-casting the history of the
movement must rest on the demonstrable adequacy of the research conducted and the
account given of it. Similarly [ would want to guard against the risk of a retrospective
reading of art works. Was Boty really a proto-feminist or is this just the fiction | wish
to find? The title, Its A Mans World Il (1965) (fig. A .7), of a painting of female

nudes set against a neo-classical parkland, would anchor the meaning unequivocally as

1 WHITE, Hayden The Content of the Form : Narrative Discourse and Historical representation  The
Johns Hopkins University Press, Baltimore and London, 1987.

2 HAWTHORNE, Jeremy, Cunning Passages : New Historicism, cultural materialism and
Marxism in the contemporary literary Debate , Arnold, 1996.

9



Chapter One. Methodology and Critical Review of Literature

feminist for a current audience. But what it might mean to the artist, in the mid-60s,
was open to debate until I located transcripts of a radio programme, Public Ear (1964-
5). On the programme Boty delivered witty monologues addressing gender issues in a
feminist manner. This provided documentable evidence of the thinking of the artist
which allows claims to be made for intentionality that go beyond supposition or

wishful thinking.

So, if it is disingenuous to claim that ‘facts’ are fixed ‘givens’ it is also the case that
theory is sterile that does not test itself against documentable (albeit mediated) data. 1
aim to produce a body of understanding, transparent in its investments, yet built
around the of kind of irrefutable, if novel, evidence on which a recasting of the
dominant history can be demanded. To me this is more than just an academic
endeavour. How we understand history conditions how people (both men and
women) narrativise their current selves3 and the choices they might entertain for their
behaviour. This is particularly evident in what has been a period of radical change
between the genders. So, the historian bears a particular responsibility and not only to

the past (as has been traditionally recognised).

A feminist historical materialism

As long ago as 1971 Linda Nochlin pointed out that the fault for the absence of

women artists

lies not in our stars, our hormones, our menstrual cycles or our empty
internal spaces but in our institutions and our education#

3 Women have come up to me after papers | have given to say that for the first time they have
understood their own experience of art schools in the 50s or 60s which had left them hurt
and disempowered.
4 NOCHLIN ‘Why have there been no great women artists?' in Art and Sexual Politics , ed
Thomas B. Hess and Elizabeth C. Baker, Collier Books, 1971, p.6.

10
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But if art is treated, as it is in most of the literature of Pop, as autonomous, a matter

of immanent processes and free standing aesthetic values this ‘fault’ will never be

exposed. Pollock, in 19885, directed attention to the usefulness, for feminists, of

Marxist paradigms6 in order to study art as a form of social production. However,
while demonstrating that art is an expression of structures of power and exposing
issues of inequality and conflict, existing Marxist studies have, by and large, been

gender blind. Pollock went on to argue that

in as much as society is structured by relations of inequality at the point
of material production, so too is it structured by sexual divisions and
inequalities... a Marxist perspective which remains innocent of feminist

work on sexual divisions cannot adequately analyse social processes”

This study, in its attempt to understand the predicament of the woman artist in British
Pop, will set out by applying a feminist historical materialism to the conditions of

production of the movement.

In The Theory of the Avant Garde Biirger, in discussing the fact that art works are not
received as single entities (ie with immanent meaning), introduces the useful concept

of ‘art as an institution’ which he uses to refer to

the productive and distributive apparatus and also to the ideas about art
that prevail at a given time and that determine the reception of works8

This formulation of art as an institution, approached with a gendered awareness, was
the starting point for my research. | interrogated archival material of the key
productive and distributive sites of British Pop in terms of the conditions of practice to
see if there were issues at stake in the gendering of their infrastructures and attitudes.

Was itin any way a level playing field? Atthe RCA [ used convocation lists,

S POLLOCK, G. Vision and Difference, Routledge, 1988 ‘Voice and Power: Feminist art
histories and Marxism’.
6 From Antal in the 1940s, Fischer in the 50s, through to T.J. Clarke, Tagg and Birger from
the 70s onwards.
7 POLLOCK, op. cit., p. 19.
8 BURGER, P. Theory of the Avant Garde p. 22

11



Chapter One. Methodology and Critical Review of Literature

prospectuses, staff lists, Frayling’s official history®, and other documentary

evidence, to identify the gendered ethos of the institution and conduct a statistical
breakdown of student and staff numbers. Similarly, cataloguesfrom the Young
Contemporaries shows and other important exhibition sites were statistically analysed
in terms of the gender both of those who exhibited and who sat on the selection and
student committees. The relationship of those figures to the percentage of women in

the student body at the time was also considered.

Mapping the dynamics of the field

It is important to provide a carefully researched and evidenced account of the gendered
conditions of practice, but there are limitations to this approach.10 In order to

configure the dynamics of the cultural field, to go beyond a description to a discursive
understanding of them (*the ideas that prevail’) I drew on various theoretical models:
Bourdieu’s conceptualisation of the field of cultural production as a habitus within
which only certain positions are dynamically possible; Huyssen’s socio-historic
account of the gendered nature of the Great Divide between mass and high culture;
Biirger’s conception of the institutionalisation of the neo-avant garde with its
inauthentic transgressive posturing; and semiotic understandings of the ‘artist’ and

‘woman’ as signs within a system of signification.

Having identified these themes ‘in theory’, it remained to be seen whether there was
evidence of their operation in the field of Pop production. In fact, again and again, I

found their expression: in the use of language and anecdotal evidence provided in

interviews,11 in the arguments of articles, catalogue essays and other documents

9 FRAYLING, Christopher RCA 150 Years, Art and Design, 1987,
10 Pollock | in her essay,also pointed out the limitations of a Marxist approach on its own and
the need for other tools eg discourse theory.

111 conducted interviews or exchanged correspondence with a number of tutors and
students at the RCA and related art sites.
12



Chapter One. Methodology and Critical Review of Literature

written at the time and in the narrativization of the history of Pop, both by practitioners

and subsequent historians.

The artist’s biography : the role of ‘The Life and Works’

At the core of this thesis is the case study of Pauline Boty. Post modern theories of
the ‘death of the author’ and New Art History’s critique of much monographic
writing for its a-historical focus on the ‘autonomous’ individual, question the
biographical approach. However, the postmodern concept of the decentered subject
supports my central argument that the cultural field within which artists find
themselves, fundamentally affects how they can ‘be’ as artists, what they produce,

and how their work can be received. 1do not approach Boty as a unitary and fixed

subject!2 but, as Janet Wolff argues, reconceptualising

subjectivity as provisionally fixed, as fluid and inconsistent and as itself

the product and effect of discourse, ideology and social relations 13

Y et while subjectivities might be ‘constructed’, ultimately historical processes and
signifying practices are played out in and on the lives of monadic subjects and it is as
monadic subjects that we have our experience of them. For example in social
discourse the narrative of ‘the life’ has enormous seductive power and I have found
myself avidly caught up in the detective trail of discovery, excited to be the lone
researcher uncovering the ‘lost’ life of this particular young woman. But I also know
that the activity conforms to dominant tropes in our culture found in TV, film ,
novels. And this thought allows me to re-situate myself as both monadic (ie [ can only

experience this world as me) yet aware of my monadic self as culturally produced.

12 Liz Stanley has most effectively pointed out the impossibility of such fixity or unity. See
for example, STANLEY, Liz, The Auto/biographical |, Manchester University Press, 1992

13 WOLFF, Janet The Social Production of Art Second Edition Macmillan 1993 p. 147
13
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While there is much theoretical discussion and ‘deconstruction’ of concepts of
identity,14 there are perhaps fewer examples of the careful, evidenced observation of

the exact manner in which particular subject positions are created and precisely how a
given subject might then be able (or, indeed, unable) to occupy a position in, and/or
negotiate their way through, a discursive field. Of great importance for the current
study is the consideration of the manner in which ideology, hegemonic
understandings, discursive and signifying patternings actually operate: in short the

material effects of discourse.

In Resident Alien Wolff argues for a ‘micrological’ approach, the use of the small
detail of individual lives to avoid ‘the inadequacies, gaps and distortions of
overarching theories’.15 Locating and demonstrating the material effects of discourse
on the lived experience of a particular subject (and on how that subject can be, in turn,
experienced by others) eschews the abstract. An almost visceral awareness of the
operations of 1deology emerges. This, I would argue, has political importance in that
it can inform our understanding of the immediacy of the quotidian detail of our own
current ‘lived experience’ (within which we are monadically situated) asideologically,

socially and discursively shaped.

In this spirit I have placed Boty as the central exemplar of my study. I have conducted
exhaustive primary research on her as a specific individual 16 in whom a particular

confluence of genetic, familial, educative and socio-historic conditions produced a
specific (if unstable and fluid) subject, who, relatively exceptionally for a woman,

chose to engage with Pop. But then I have attempted to hold the detail of this ‘life’ in

14 Stuart Hall, for example, notes a ‘veritable discursive explosion in recent years around the
concept of ‘identity” Questions of Cultural Identity, eds HALL and DU GAY, Sage, 1996,

p.1.
15 WOLFE, Janet,Resident Alien, Polity,1995, p.49.
16 By conducting numerous interviews with her family, friends, colleagues, lovers, those
who knew and/or photographed her; by collating a considerable body of photographs, both
private and published, and also letters, notebooks; by tracking down the transcripts of radio
programmes and a wide range of art and mass media articles.
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tension with my theoretical understandings of the cultural field in order to observed
and analyse the interaction between the two. For example Chapter Five, referencing
many photographs, considers ‘Boty’ as she is produced in, and ultimately spoken by,
photography as a discourse. Her intention to ‘speak’ transgressively and against the
grain of the ideological investments of the discourse is documented and demonstrated

(an ‘adequate’ account is provided). But the operation of the discourse at the time to
annul that *speech’ and replace it with its own is also demonstrated. The theoreticall7

and the empirical are here interdependent and mutually informing: theoretical
understandings explicated and demonstrated in the specificity of what might be seen as

‘traditional’, empirical biographical findings.

Similarly, in reassessing Boty’s contribution as an artist, | have used traditional art
historical practices: locating, identifying and dating works and subjecting them to
iconographic and stylistic analysis. An Arts Council Grant enabled me to track down
lost work and have all the extant oeuvre professionally photographed. In 1998 |
curated an exhibition held jointly by two commercial London galleries, persuading
them to show all available works, not just those for sale. Seeing the work all together
and responding it to it visually was invaluable. In the moment of looking I
experienced my insights as ‘intuitive’. However, no readings of the visual are ever
‘innocent’. Of course my readings of Boty’s paintings are, both ‘intuitively’ and
with analytical intent, informed by my theoretical positionality, my research findings
and the questions I wish to ask about the cultural positioning of women in relation to
the mass media. Loooking at the specificity of brush stroke, use of colour,
composition and iconography, but from that particular place has, I believe, opened up
the work to fresh and rewarding interpretations, replete with implications for our

understanding of how a female subjectivity might be pictured.

Aiming to gender the field of production from which Pop emerged in Britain and to

identify the nature of the cultural predicament of the woman artist within it, I have

17 Tagg, Burgin , Tickner et al (see Chapter Five).
15
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maintained a focus on the cultural. While aware of the possibilities of
psychoanalytical understandings they have remained beyond the remit of this particular

study.

Discursive shifts, art historical revisionism and problems in feminism

Thus far, I have considered the way theory has been used to engender and then shape
the understandings of the empirical research. Initially, I saw myself, broadly speaking
as working within the frame provided by the kinds of art historical questioning
suggested by Pollock in Vision and Difference (1988) but addressing Pop art, a field

little visited by feminism: a useful extension of an established project.

But the thesis, drawing on Foucauldian discourse theory and his concept of ‘fields of
exteriority’, also considers the material effects of the shifts in the discursive field on
the object of my study within art theory. Boty was painting before the theory of the
second wave of feminism could give her work a context within which it could be
understood. Without a platform in theory the work was silenced. There was then a
long period when, as an artist, she was absent not only from mainstream art history
but also from the annuls of feminist art. Gendering the field of production and
producing new readings of the work in terms of a female subjectivity inevitably
destabilised the masculinist mainstream and has led me to consider a revisionist art

history.

However, as work on the thesis progressed, I also found myself confronting issues
within feminist theory as itself a changing and historically produced discourse. [ came
to realize that Boty’s work had an intense relevance for contemporary debates,
especially around the representation of an autonomous female sexuality and pleasure.
For decades these issues had created contradictions and tensions within feminist

discourse especially when articulated in terms of popular culture. The problematics of

16
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the debate had left women Pop artists beyond consideration. This was not merely an
oversight to be corrected, but structural to what, it might be argued, were strategically
necessary position takings for an emergent feminism within academia. Butin a
historically changed and theoretically evolving feminist environment it is now possible
to fully engage with Boty’s oeuvre. By re-situating itin a (revised) feminist art
history, as this thesis does, long running contentions within feminism are inevitably

confronted and the possibility of, at least some, resolution can be suggested.

A CRITICALREVIEW OF LITERATURE

The literature of Pop is riven with contradictions, paradoxes and anxieties which,
once exposed, provide a necessary and useful starting point for reaching an
understanding of the marginalisation of women in the movement. This critical review
of that literature, focussing on issues of gender, will begin to open up the debates to

be explored in the text.

The available literature is vast and only a selection can be sampled here. [ have drawn

on excellent anthologies of pop texts provided by Mahsun (1989)18 and Madoff
(1997)19 and on Mahsun’s highly intelligent debate of Pop Art and Its Critics

(1981).20 While journal articles are referenced, I mostly turn to book length
histories. The plethora of monographs are beyond the remit of this chapter but are
referenced, where appropriate, later in the text. In a study of British Pop Art, the
empbhasis is on British authors, for example, Finch, Alloway, Melville, Russell and
Gablik and Livingstone. Alloway is particularly important as he was a participant in

the Independent Group, usually seen as the earliest spawning ground of the Pop

18 MAHSUN, Carol Anne (ed)Pop Art: The Critical Dialogue , UM!. Research Press, Ann Arbor/London,

1989.

19 MADOFF, Steven Henry, Pop Art . A Critical History , University of California Press , 1997.

20 MAHSUN, Carol Anne, Pop Art and the Critics , UMl Research Press, Ann Arbor / London 1981.
17
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sensibility. The first use of the word is attributed to him and he chronicled the
movement in both its early British and later American phases. Greater attention is
given to the earlier part of the period (including American authors Lippard,
Rublowsky, Amaya et al), partly because it was in the 1960s that important
parameters for the understanding of Pop were set up and because these texts belong to
the discursive field of the production and initial consumption of Pop which is the
object of much of my study. Compton (1970)2! and Wilson (1974)22 are examples of
the “standard history’ that it was possible to write by the 1970s once the critical
innovators had established Pop’s place in the annuls of art history. By the 1990s
dominant art critical criteria had shifted and Leslie (1997) and Jameson (1991) write
from a postmodern perspective. Livingstone is referred to extensively for a number
of reasons. He stands at the centre of British art historical commentary on Pop and
curated the huge Pop retrospective at the Royal Academy [RA]in 1991 which was the
instigation for this whole study. Pop Art : A Continuing History published in 1990,
sums up three decades of material, visual and written, in a relatively uncritical way
providing a useful cross-sampling of the abiding assumptions that inform the literature

of Pop.

Since | became interested in this project there have been developments in the gendered
understanding of Pop, some influenced by my own work. However, they form part
of my consideration of the changing predicament of women artists in relation to Pop
and as such will be fully explored in Chapter 7. The exception is Cécile Whiting’s A
Taste for Pop Pop Art Gender and Consumer Culture (1997). At present it is the first
and only book to provide a fully worked through feminist appraisal of the movement.
She only studies American Pop but her analysis and findings very much corroborated
the views | had been developing independently and I will be referencing her work in

this study.

21 COMPTON, Michael, Pop Art, Hamlyn, 1970.
22 WILSON, S. Pop, Thames and Hudson, 1974.
18
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Ontological insecurity

The term itself, Pop, had two very different origins. The first was within the

intellectual anthropological approach of the Independent Group at the ICA in London.
Initially they used it to refer not to ‘art’ but to the imagery of the mass media itself,23

in order "to treat it with the seriousness of art” and thus break down the hierarchies of
high and low culture. ‘The idea’ according to Alloway ‘was of a fine art-Pop Art

continuum’24 .

Subsequently the term found full currency in New York in 196225 at a symposium
organized by Peter Selz. Written up in Arts Magazine in 1963, and anthologised
since, this debate and its use of the term reached a wide audience.26 However, unlike

the cerebral, intellectual approach of the English, many of the New York critics and
curators, according to Mahsun, regaled in the ‘exuberant, vulgar, anti-theoretical

qualities’ of ‘Pop’

for the freedom it offered them from the rigours of definition. It

23Exactly when is unclear , but according to Alloway himself “sometime between the winter
of 1954-5 and 1957 the phrase acquired currency in conversation” (ALLOWAY ‘The
Development of British Pop’ in LIPPARD Pop Art p27) Even this credit is questionable.
Jasia Reichardt claims that Alioway first used the term in 1954 ('Pop Art and After’ Art
International Feb 1963 p42-47) but Alloway himself rejects this citing as ‘too early’.

24 The debate entered the literature of Pop in, among other things, articles in ARK the

magazine of the RCA (discussed in Chapter 4) and Architectural Design (eg Vol 28 No 2
Feb 1958 Pp84-5 'The Arts and The Mass Media’, the the catalogue of the Thisis Tomorrow
at the Whitechape!, and in the list of ‘Pop’ characteristics compiled by Hamilton in a letter to
the Smithson's in 1957 ‘Popular (designed for a mass audience), transient (short term
solution), expendable (easily forgotten), low cost, mass produced, young (aimed at youth),

witty, sexy, glamorous, big business’, which has been much anthologised (eg Gablik and
Russell p. 33, Madoff p.6 Reichardt, Op.Cit. 1963. Livingstone Pop Art A Continuing

History , p.36 etc.)
25 in the wake of an important exhibition at the Sidney Janis Gallery : New Realism. A whole

array of terms had been applied 10 the kind of work on show eg Factualism, Neo-dadism,
New Realism, Commonism, Sign Painting, American Dream Painting but it was received by
the New York Times with the headline ‘Pop Goes the New Art' (O'Doherty) and in response
to the interest that was aroused Peter Selz organised the symposium at MoMA in December
1962.
26 ‘A Symposium on Pop Art’ arts April 1963, p.35-45, reproduced in MADOFF, op. cit.
p.65.
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became a substitute for a reflective response or thoughtful analysis2”

Pop very quickly found commercial success with galleries, dealers and patrons and a
high profile in the popular press, leaving the critics with something of a fait accompli
on their hands. There followed a huge outpouring of critical literature on the new

movement. Many important established critics, notably Clement Greenburg, were

overtly hostile.28 Max Kozloff, writing in ArtInternational in 1962 opined

The truth is , the art galleries are being invaded by the pin headed and
contemptible style of gum chewers, bobby soxers, and worse,

delinquents2?

To these commentators the adverts, comic strips and packaging that were brought into
the gallery were not only vulgar, but insufficiently mediated by the artist to count as
art. There developed a queasy feeling that it was only in the mediation of art criticism
that it became art at all (an idea more comfortably accommodated within the
postmodern episteme than the dominant Modernist tropes of the time). Hilton Kramer,
speaking in 1962 at the MOMA Symposium opined that the critic now had a key and

powerful role because Pop was ‘art only by default’.30 In 1964 Danto, discussing

Warhol’s Brillo Boxes, argued, with confidence and a sense of the true importance of
the philosophical framing of art, that it is only in the application of art theory that the

Brillo Boxes actually become art

it is the role of artistic theories... to make the art world, and art,
possible31

27 MAHSUN, op.cit. ,1981, p.11.
28 Also hostile were John Canaday, Dore Ashton, Irving Sandler, Hilton Kramer, Thomas
Hess.
29 KOZLOFF, Max, ‘Pop Culture, Metaphysical Disgust , and the New Vulgarians’, Art
International , March, 1962, p.35-36 (reproduced in MADOFF p.32).
30 His skepticism and antipathy to Pop led him to wonder whether at least some of the
interest in the burgeoning movement was not due to the critic capitalising on his/her newly
‘advantageous position’.
31 DANTO, Arthur , ‘The Art World’ first published in The Journal of Philosophy, 15 Oct
1964, p571-84. Reproduced in MADOFF p.276.
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Already a paradox emerges: the literature both characterises Pop as having burst onto

the cultural scene unaided,32 and that critical attention was a condition of its

existence.33

Book length assessments began to appear in the 1960s: Rublowsky (1965) Lippard
(1966) Amaya (1966) Gablik and Russell (1969) and ‘Pop Art’ became accepted as an

art historical label, subsequent histories appearing over the decades, with

Livingstone’s Pop Art a Continuing History 1990, offering a useful summation of

earlier work.

But while there was broad agreement that the distinguishing feature of Pop Art was its
reference to or direct appropriation of mass cultural imagery, nagging doubts about its
validity as high art led most writers to agreed that the use of popular culture imagery
was insufficient as the defining term. Yet how it should be defined, what criteria for
inclusion should be applied, remained the subject of ongoing debates. For
Rublowsky the only defining element was the use of a democratic, commercial
subject matter, while for Amaya it was not the content as such nor the style, that was
the distinguishing feature, but attitude: irony and ambiguity. Lippard, however,
focused on stylistic criteria: the use of ‘more or less hard edged, commercial
techniques and colours to convey their unmistakably popular, representational
images’.34 Subsequent histories (Compton, Wilson, Livingstone) have tended to run
through a cheerful bricolage of defining features, generating thereby the very real
problem that few artists selected complied with all the criteria. Livingstone puts

together the use of two dimensional, mass media imagery (‘delving into popular taste

32 Eg LIPPARD op. cit,, p.80 " Itis rare that collectors and general public, Life and the
Ladies Home Journal accept a new art before many of the critics and museums’.

33 BATTOCK, Gregory in The New Art: A Critical Anthology , Dutton, 1966 p.13, argued
that the critics were becoming ‘almost as essential to the development - indeed the
identification - of art as the artist himself... so much so that it is on occasion difficult to
dissociate their work from the art it purports to evaluate’ p. 13.

34LIPPARD op. cit., p.69.
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and kitsch’); a list of formal qualities (centralized compositions, flat unmodulated
colour, hard edges, mechanical and deliberately inexpressive techniques’, and ‘an
unapologetic decorativeness’) topped off with the right attitude, for him the core and

Key term, to be returned to later, is ‘detachment’.

As early as 1963 Alloway despite using the term doubted its usefulness35 and a seam

of doubt runs throughout the thirty years of commentary as it whether Pop really is a

movement at all. In 1974 Alloway went as far as to deny that it was describing it as a

‘cluster of characteristics’.36 In the 1990s Livingstone faced the problem that

Pop was not even a movement in the usual sense - since the artists did not form
into groups or publish manifestos - and was so extensive and sometimes so

nebulously defined37

And at the RA Pop symposium in 1991 he admitted to

what ['ve long suspected about Pop art and its influence: thatitis a
conjunction of varied movements that cannot be viewed just as one

thing unless you artificially narrow it down38

Perhaps because of this core doubt, there is constant haggling, disagreement and
‘narrowing down’ in the literature over which artists count as ‘Pop’. Mapping
exercises abound and there is a constant concern to locate peripheries and margins, to
identity the indigenous. While Warhol and Lichtenstein seem to be fully naturalised
subjects in everybody’s book, other artists move in and out depending on the text.

For example Rosenquist was in for Lippard, Rublowsky and Alloway but out for

35 ALLOWAY, Notes on Five New York Painters, Gallery Notes, Albright Knox Art Gallery, Autumn
1963. V.26 N.2, p13-20 (p18).

36 ALLOWAY, American Pop, Collier Books in association with the Whitney Museum of
American Art, 1974.

37LIVINGSTONE, Pop A Continuing History, 1990, p.7. Many artists who have been
incorporated in its canon have had reservations about their inclusion, from outright rejection
to acceptance with a shrug, useful as a marketing tool, but with little relevance to their work
38 Pop Art, an ‘Art and Design Profile’ PAPADAKIS, A. C. (ed.), Academy Editions,London

1992, p.48.
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Kaprow, Indiana was in for Livingstone and Compton, out for Rublowsky and
Lippard. Lippard was so rigorous as to reduce her core list to a mere five artists,
Alloway had twelve in his ‘ American Pop Art’ show. Livingstone’s Pop Art a

Continuing History is littered with marginalisations and exclusions, for example

Segal , among others3° with his ‘sincerity of emotion’ and ‘passionate identification’

was ‘very much at odds with the anonymity’ of Pop.40

A typical manoeuvre was to define Pop in the negative. For example Selz, at the
1962 symposium, started by pointing out artists ‘only iconographically related to
Pop’ (my italics) who did not belong and Alloway, in his 1974 Whitney catalogue

essay

approach[ed] a definition of Pop art... by considering artists who are not, in
my opinion, essentially related to it 41

Selz’s list was 50% female (Marisol, de Saint Phalle, Westerman, Keinholz), rather a

striking statistic in a movement noted for a predominance of male participants.
Marisol was also on Alloway’s list.42 Time and again women were mentioned in

order that they might be declared marginal. Whiting, in her feminist text, argues that

without a feminine Pop, there could not have been a masculine Pop in
opposition; without the soft periphery, there could be no hard core43

She quotes Griselda Pollock pointing out that this function is not particular to Pop

the woman artist 1s perpetually figured in art historical discourse as the

39 Ray Johnson is 'too private’ (p.28), Westerman ‘dedicated to the unique and personal
rather than to the Pop ideal of the mass produced and anonymous'. The Nouveau Realists
‘only occasionally touched on the concerns that can retrospectively be labelied Pop’ (p.47)
Villegle and Rotella are too’ expressive’ (p.55)
40 \bid., p137.
41 ALLOWAY American Pop Art, Collier Books with the Whitney Museum of American Art.,
1974, p.20.
42 Along with Segal, Theibaud, Rivers, Samaras.
A3WHITING op. cit, p.195 .
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essential negativity against which masculine pre-eminence is perpetually
erected, yet never named+4

Within Pop, a movement with doubts about its own definition, this role is, perhaps,
particularly useful. Marisol was also excluded by Rublowsky, Lippard and
Livingstone (among others). So too was Segal, but Whiting points out that while
Segal is usually marginalized because of his ‘handcrafted style and humanist imagery’
the critics ‘most often defined Marisol’s marginality in terms of gender’.45 Whiting
notes that in the literature of the 60s her work was described as ‘chic’ (a term
associated with fashion and the feminine), ‘naive’, ‘gay’, ‘sophisticated’, ‘amusing’,
‘elegant’, ‘gentle’. In those terms her ‘wit” was not the cool detached irony of true

Pop but a feminine playfulness which

served to figure the seriousness of Pop art ...[which], seen next to her
work, gained greater currency as detached and controlled46

Decades later in Livingstone’s 1990 text, Pop Art : A Continuing History we still
find these gendered terms in play. He described Marisol’s work as ‘whimsical’,
‘humorous’ and ‘affectionate’, ‘essentially concerned with ... foibles’ and, with the
exception of Love , 1962 (fig. 1.1), a mouth in plaster with a real Coke bottle
inserted, was ‘far removed from mainstream Pop’.47 Haworth, he dutifully notes,

‘brought a specifically feminine perspective to a predominantly male domain’ but he

uses this female positionality to marginalise her

in her choice of subject matter and especially her use of procedures
associated with ‘women’s work’....the handcrafted, sometimes
folksy, look of (her) art places it somewhat at the periphery of

mainstream Pop+8

44 Pollock, book review of Artemisia Gentileschi : The Image of the Female Hero in Italian
Baroque Art by Mary D. Gerrard Art Bulletin 72, September 1990, p.499. Quoted by
WHITING p.194.
45 WHITING, op. cit., p.193.
46 Ibid., p.195.
47 LIVINGSTONE, op. cit, 1990, p.136-7.
48 Ibid., p.168.
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Pauline Boty, my case study, merited inclusion. She is described as being engaged

with a Pop style and iconography from 1963 and since she

was the only woman painter associated with British Pop...her approach
to popular subjects and motifs remains of interest

However, Livingstone did not explore what might make the work distinctive and ‘of

interest’ and she was swiftly dismissed

her fatal illness prevented the possibility of any real development at the
most crucial point of her career+?

The disingenuity of the terms of this dismissal is exposed in the fact that Derek

Boshier, Boty’s close friend and colleague, had been younger and even more briefly
involved in Pop before he tumed to hard edged abstraction,30 yet he is given several
pages of text and five reproductions (four in colour) compared with Boty’s half

paragraph and single black and white image. 51

As we saw, Livingstone could be equally severe in his exclusion of male artists, but
where he wished to make an inclusion, in the case of Hockney (a gay English man like
himself), the rules are relaxed. The Tea Paintings ( eg Tea Painting in an Illusionistic
style , 1961, (fig. 1.2) were praised for using the object ‘in a specifically Pop way’
but while they do reference mass produced packaging, the loose brush marks, the
evident ‘hand of the artist” would in someone else’s work be a problem. Where is the
flat, unmodulated colour, the hard edge and so on? The Most Beautiful Boy in the
World and I'm in the Mood for Love , both 1961 (fig.s 1.3 and 1.4), are discussed

at length, the latter being described as ‘pure Pop’52 and do include references to

49 Jpid., p.105.
50 From 1961, when he started using Pop imagery, to 1962, when he left the RCA and went
to India (dates provided by Livingstone himself).
51 Scandal 1963, 1963.
52 | IVINGSTONE, op. cit., 1990, p.95.
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advertisements and consumer products. But they are an articulation of Hockney’s
deeply personal struggle to represent a homosexual identity and with their
idiosyncratic painterly style, asymmetry and darkly expressive quality they really do
not conform to the stated criteria either in terms of form or attitude (the required
unemotional detachment). Suddenly the defining terms become elastic and their

application would seem to be contingent upon the investments of the particular writer.

The Royal Academy Pop Art retrospective, which took place the following year,
1991, was an important defining moment in the historiography of Pop. Livingstone
was the curator and Boty, Haworth and Marisol were excluded, only Nikki de Saint
Phalle remaining. Yet Segal, despite being rejected in the 1990 text, was a key note
speaker at the accompanying symposium chaired by Livingstone himself.

Contradictions abound.

The myth of a homogeneous audience

An important claim made in the literature is that Pop, because of its use of familiar

imagery, drew in and communicated to a significantly expanded audience and
fundamentally changed the relationship between art and audience.33 Mahsun noted a

wide range of writers and practitioners (Hess, Soloman, Johns and Oldenburg among

others) who subscribe to the view that ‘The spectator is raised to the level of colleague
in the creative process’.54 This position is re-articulated by more recent writers like
Leslie55 and Livingstone,56 who write of the ‘spectators’ active engagement’. The

argument goes that this new relationship with the audience is possible because, as

53 ‘the excitement of new relationships between art and subject matter (and between art and
audience) COMPTON Pop Art, p.30.

54 MAHSUN, Pop Art and the Critics , p.82. She goes onto debate, at some length, the paradoxes
thrown up around the issue of interpretation.

55 Richard LESLIE, Pop Art: A New Generation of Style , Tiger Books International, 1997, opines
that Pop ‘relocated the site of art away from the object into the audience and the mind’s eye’ p 4.

56 Op. cit., 1990, p.16 he argues “that the potential meanings of a work (in Pop) can only be reached
through the spectator's active engagement. What at first appears to be an elimination of subjectivity
emerges as a dislocation of that subjectivity from the artist to the audience’.
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Mahsun puts it

the pop artist uses the dimension of our world that is most universal,
shared, or public. The viewer is faced with a shared world57

This unproblematized notion of a ‘shared world’ is to be found throughout the

literature from Alloway in 1962 to Livingstone in 1990.

Pop indeed used imagery which was widely circulated, familiar, available to be seen
by all. But of the shared experience of them we must ask: shared by whom? The
literature predicates any understanding of the experience of the imagery on a myth of a
homogeneous (male) audience, that blankets out any consideration of difference,
whether it be class, race, sexuality or gender. If we unpick that homogeneity along

the gender axis, we can see just how spurious it is.

In fact Pop was working with what was an already highly mediated and gendered,

often sexist, even misogynist, body of imagery. A quantitative breakdown of the
platesin Alloway’s American Pop Art and Livingstone’s Continuing History 58
reveals that around one quarter of all imagery is of the female form and the largest
single iconographic category, overall, is the ‘sexy lady’.59 Yet Pop is characterised
as an art of objects. 60 The apparent contradiction is overcome in the fact that

‘woman’ is herself treated as 'object’. Finch argues that ‘Since man is an object

57 MAHSUN op.cit, p. 82.

58 In American Pop Art of 103 images, 34 include the human figure (roughly one third) and of these 25

are of the female form (nearly one quarter of the total). 19 of these are of ‘sexy ladies’.

In Pop Art A Continuing History of the 298 images covering the Pop years ( excluding the late 70s

onwards when different cultural imperatives are in play), 127 include the human figure (over one third)

and of these 66 are sexy images of women.

59 |n 1963 the first showing of American Pop in London, The Popular image at the ICA, demonstrated

a similar phenomenon. In the catalogue Alan Soloman makes universalising claims, identifying
‘genuine artists’ searching for ‘deeper meanings...general intuitions common to all
people...for the common factor in all aesthetic experience’

Yet of the images chosen for the catalogue, one third (6 out of 18 ) are of glamourous, sexy women,

taken from mass media imagery.

60 Eg FINCH Pop Art : Object and Image, 1968, Alloway'S 1974 chapter ‘Signs and Objects’ in which

he sees the Common Object Art as a key term in relation to Pop and Livingstone 1990.
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amongst objects, he too may be investigated on this plane’ but, as is so often the case,
the term ‘man’ is not used to mean men per se. Of the examples he gave the
overwhelming majority are, in fact, images of women. Of course there were images
of men (the body builder in Hamilton’s Just what is it that makes today’s homes so
different, so appealing (1956) (fig. 1.5) but compared to the occurrence of the
‘woman as object’ they were rare. Finch characterised Hamilton’s unit at the This is
Tomorrow show at the ICA in 1956 (fig. 1.6) as ‘the first genuine work of pop’
since it incorporates a robot, a sexy blonde, Marilyn Monroe, a Guiness bottle, all of
which are reduced to ‘these items,...these objects’. The installation by the Smithsons
and Henderson is described as ‘catering for all man’s essential needs down to artifacts
and pin-ups - for his irrational urges’. Repeatedly ‘pin -up’, ‘strippers’, ‘sexy ladies’
appear in lists of Pop iconography as just one more item in a list of objects.6! And
women are constantly conflated, with or without it being noted, with inanimate
commodities. In Livingstone’s discussion of Phillips’ Distributor (fig. 1.7) the
portraits of Marilyn Monroe and Bridgit Bardot and photographs of strippers are
treated on the same level as diagrams of machines and road signs. Sometimes the
conflation is articulated openly, for example by Leslie discussing Hamilton’s $he

(1958-61) (fig. 1.8) which ‘lies somewhere between sex goddess and refrigerator,
but in either case is simply another object’62 or Livingstone on the same painting,
‘which conflates the allure of women and the allure of money’.63 This treatment of
‘woman as object’ has been common in avant-garde art production since Picabia and

could now be found in Happenings and in conceptual art of the early 60s,64 part of the

67 Finch writes of the ‘archetypical icons of of Pop Art...pin ups, car stylings, motor cyclists..’ (Image
as Language p.87), and specifically in Phillips work ‘The automobile, the machine, scientific diagrams,
glamour poses..'(p93) Lippard offers a similar kind of list : ‘bric-a-brac, gaudy furnishings, ordinary
clothes and food, film stars, pin ups, cartoons’ (op. cit., p82).

62 LESLIE op. cit, p119.

63 LIVINGSTONE, op. cit., 1990, p37.

64 Happenings and conceptual art of the period also use the female nude as an object
among objects. Klein's Anthropometries of the Blue Period (1960) used naked women as
paint brushes; in Living Sculpture (1961) Manzoni transforms an anonymous naked woman
into an ‘art object’ by the simple means of signing her body, Kaprow’s scores in
Assemblages, Environments and Happenings often include ‘naked girls’ or ‘naked women’
as objects in a list of objects that might include car tyres, newspapers and so on.
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‘taken for granted’ underpinnings of the contemporary discourse.

Yet we are all, men and women alike, supposed to have a ‘shared experience’ of this
iconography. Livingstone’s reading of Peter Phillips’ oeuvre is structured round this

idea. He points out how Phillips uses images from already existing sources that are
open ‘invitations to the spectator’s involvement’.65 These are often used in a game

format (board games, pin ball tables) ‘as a way of further encouraging the viewer’s
active participation’. In Distributor (1962) (fig. 1.7) the viewer is invited to interact
physically, by moving sliding panels to reveal images denoting winning, a ‘seductress
reclining in anticipation’ or losing, ‘a standoffish seated figure’ (both are semi-naked,
soft porn images). ‘The stakes are high’ Livingstone tells us. But how is the female
spectator positioned in relation to these high stakes? Ignoring the gendered nature of
the material obscures the fact that this experience can only be genuinely shared by a
male audience. Finch believed that ‘in art of this kind...the viewer is invited to enter

the composition rather as though it were a poem addressed to a friend’66 and Mahsun

characterized the address of Pop works as being like a nudge in the ribs, a wink.
Female subjectivity is not in the equation; the female viewer is left either to identify
with the strippers or to observe, from the side lines, the ‘boys’ game’ being
transacted. What price ‘shared experience’, ‘shared humanity’ here? It is surprising
that Livingstone, as a gay man is blinkered to these issues, presumably a homosexual
man would not share the same experience of Distributor with a heterosexual one. But
in his book, as in most of the literature of Pop, the actual content of the works, the
meanings that they carry, are either ignored or the male position is naturalized as

universal, disallowing any other position.

65 LIVINGSTONE, op. cit, 1990, p. 98

66 FINCH, Image as Language . Aspects of British Art 1950-1968, Penguin 1969, p10
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The evacuation of meaning

Raising the issue of sexuality, displaying raunchy, vulgar, glamorous imagery in the
high art context of the gallery seemed radical and innovative at the time and brought
Pop popularity and commercial success. The use of mass cultural references threw
down a challenge to Modernism and gave rise, as we saw earlier, to difficulties in Pop
being taken ‘seriously’.67 Greenberg was to argue68 that Pop, following in the
footsteps of Dada, had abandoned the challenge of ‘unchanging’ formal values,
‘repudiating the difference between high and less than high art’. Thus it did not, could
not, advance art on a formal level and was therefore trivial and of little importance or
interest.69 The Greenbergian formalist paradigm, with its commitment to the
autonomy of the art object and the essential importance of pure form, was dominant in
the critical field of Modernism at that time. Pop needed to be found a place within that
paradigm if it was to achieve high art status and its unmediated, appropriated,
representational imagery posed a problem. The response of many of the writers on
Pop was to foreground the formal qualities of Pop in order to find ways in which
claims for autonomy and formal innovation could be made. Thus we meet another
paradox: the use of mass culture imagery was the only term on which all the literature
can find common ground, yet, in order for Pop to be taken seriously, it had to be

suppressed.

Lippard’s Pop Art was published in 1966, the year after Greenburg’s Modernist

67 As Lippard pointed out ‘Pop Art has given rise to a cult of liking that obscures the
contribution it has made. Because it is easy to look at and often amusing, recognisable and
therefore relaxing, Pop has been enjoyed and applauded on an extremely superficial level.’
.LIPPARD, 1966, p.80.
68 Avant Garde Attitudes: New Art in the 60s The John Power Lecture in Contemporary Art
delivered at the University of Sidney, Friday 17 May 1968. Published by Power Institute of
Fine Arts University of Sydney, 1969.
69 ‘The variety of nominally advanced art in the 60s shows itself to be largely superficial.
Variety within the limits of the artistically banal and trivial, is itself artistically insignificant’ ibid .,
pi2.
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Painting .70 The main thrust of her introductory essay is to establish Pop’s ‘formal

validity’, that it ‘is the heir more to an abstract rather than a figurative tradition’.7!
She provides Pop with a solid Modermist lineage from Cubism and Dada through
Surrealism and Abstract Expressionism and does not discuss the meanings of the mass

media images or their relation to the social beyond the autonomous world of Art

For the individual artists, the Pop style was simply a way to embark
upon a personal artistic expression72

And concludes

Rauschenberg’s importance...was his demonstration that the presence
of blatantly descriptive images, in fact need not preclude an abstract

solution73

The central concern of Gablik and Russell’s 1969 Hayward exhibition and
accompanying book Pop Art Re-Defined, is to redefine Pop art in a way that will

allow it to fit the Greenbergian paradigm and achieve high brow legitimacy.

our primary intention in this exhibition has been to assert the stylistic
affinities of Pop Art with certain contemporary abstract art, in the hope
of expanding the framework within which Pop has so far been

considered74

As a result Gablik is careful to avoid consideration of the meaning(s) of the imagery

The authentic Pop image exists independently of any interpretations.”5

70 GREENBERG, C. Modernist Painting, First published in Art and Literature No. 4, Spring
1965, p. 193-201 in which he asserts the necessity of purist formalism, rejects all
representation and maintains that Modernism does not constitute a rupture with the past.
71 LIPPARD, op. cit, p.9.
72 Ibid., p10.
73 Ibid., p 24.
74 Pop Art Redefined . p.10.
75 Ibid ., p.9.
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Russell’s introduction strains to re-define Pop in such as way as to put as much clear

water as possible between it and its quotidian, kitsch, low brow sources

We have tried to present [Pop]...as an art, not seldom, of austerity; an
educated art; a responsible art; an art of monumental statement.76

Finch’s approach, in Pop Art : Object and Image (1968), circumvents the mass media
imagery by arguing that it has ‘become to be taken so much for granted’ that ‘most of
the content slips past without the mind trying to grasp it’.77 In this way he is able to
claim that Rosenquist uses images with ‘the same objectivity that abstract artists use
fields of colour’. 78 Thus Pop can, in Finch’s words, function ‘within the prevailing

convention of the autonomy of the art object’’® as ‘an original exploration of pure

plastic forms’ 80 (my italics). In Peter Phillips’ work he observes familiar imagery

de-contextualized to achieve

an independent existence as an organised complex of tones, colours,
surfaces , forms...(that)... add up to atotally self contained plastic

event”81 (my emphasis)
Melville, in 1967, dealt with the problem of the imagery by claiming that Pop artists
were merely using it as a blind while they got ‘on with the real job of painting about
painting’ , claiming that ‘Pop painting is an ingenious way of painting

Nothingness’.82 Similarly, Richard Morphet, in his essay on Warhol for a

76 RUSSELL ibid., p. 21. For Wesselman he makes Modernist formal and even classical
claims : anyone who looks ‘without anterior prejudice at the Interior No.3 (1964) is more likely
to think of Mondrian, for the gravity and sobriety of the formal scheme, and beyond
Mondrian, of the funerary stelae on the Street of Tombs in Athens’ .
77 Op. cit., p.93.
78 Ibid., p27 . Similarly VARNEDOE and GOPNIK (op. cit., 1990) describe comics as ‘a
neutral, found, public code that could be kidnapped and ‘turned” (p.183) although their
actual analyses of the imagery demonstrate, without commenting on it , how very gendered
these sources are.
79 Ibid., p. 20.
80 jpid., p.11.
81 pid., p.90.
82 'Sewing is Connection’, New Statesman , 7 April 1967, p.481.
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retrospective at the Tate in 1971, urges us to draw back from the mistaken and

‘myopic’ attention to the subject matter and meaning in order to see ‘the painting as flat

plane or object’83 and to experience works like Coke Bottles as ‘pure chromatic

lyricism (rather) than as information about external experiences’.84

A semiotic approach was another way of treating Pop with seriousness and it might
seem to offer more scope for an engagement with the imagery. In Signs and Objects85
Alloway rejects the formalism of Greenberg and Rosenberg: ‘Pop is not predicated on
this quest for uniqueness’86 and resolves the problem of the subject/form dilemma

through ‘the sign’

Pop Art is neither abstract nor realistic, though it has contacts in both
directions. The core of Pop art is at neither frontier; it is, essentially ,
an art about signs and sign-systems .... The communication system of

the 20th century is, in a special sense, Pop art’s subject’87

But we find that increasingly he became interested in the ‘complexity of visual

signs’38 as signs with less and less interest in the social meanings which had attracted

him in his earlier writing.8% For Eco%0 Pop Art allows an exploration of the

83 MORPHET, Richard ‘Andy Warho!’ in Tate Gallery exhibition catalogue Warho! (17-28
March 1971) p.11.
84 pid., p. 10. When he illustrates the direct links he wishes to make to abstract, minimalist
works by comparing Two Dollar Bills (1962) with Carl Andre's 144 Magnesium Plates (1969)
and Brillo Box (1964) with Don Judd's Untitled (1968} , we can observe the evacuation of
meaning taking place on the page- the ‘information about external experiences’ money,
banal domestic products, being wiped away to reveal flatness, repetition, use of elementary
shapes.
85 Chapter 2 of American Pop Art, 1974.
86 Jpid., p.9.
87 bid., p. 7.
88 jpid., p. 35.
89 Earlier, in ‘The Arts and The Mass Media', Architectural Design, Vol 28 No 2 Feb 1958
Pp84-5, he had written of value of the mass media to fine art being that they ‘give perpetual
lessons in assimilation, instruction in role taking, the use of new objects, the definition of
changing relationships’ (p85).
90 ECO, Umberto : Lowbrow Highbrow, Highbrow Lowbrow. (originally printed in Times
Literary Supplement Oct 8, 1971).
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“mechanics of signification’ (my emphasis)®! because the signifier and the signified,

usually unified and therefore unnoticed in the sign, are separated. Pop’s use of the

s1gn is seen as exciting and significant, not for what is said (as a vehicle for meaning)
but how. Similarly Barthes92 argues that in Pop the signs operate as pure Signifier,®3

that
they signify that they signify nothing®4

In its purest form, a semiotic reading of Pop offers us empty signs, leached of
meaning. In fact, the readings of Pop that emerge from a formalist or a semiotic

approach can be remarkably similar.

A good example of this (and of its relevance to gender issues) is the discussion of
Hamilton’s My Marilyn 1964 (fig. 1.9) offered by Finch95 which crops up again in
other texts, for example Alloway and Calas, and re-emerges in Livingstone. Hamilton
himself said that seeing a magazine article on the way Marilyn Monroe vetted her own
contact strips, savagely scoring across the rejected ones, led to a fascination with the
juxtaposition of the hand scored marks and the photographic images. This can be
understood as either the semiotic play of signifiers (the two codes of representation in
the communication system of the twentieth century, the mechanics of signification) or
the formal play of mark making on a two dimensional surface. Either way the ‘how’
rather than the ‘what’ becomes the reading of the image, its ‘meaning’. Possible
meanings of the subject matter itself, for example the searing pathos of the self-

censoring and auto-destructive urge on the part of Marilyn Monroe, move out of

91 through various forms of ‘transposition’ two dimensional reproduction, translation in to
another medium, multiplication, insertion of real objects, exhibition without context.

92 Roland BARTHES ‘That Old Thing Art’ (From The Responsibility of Forms, Transl.
Richard Howard 1985 Farrar, Straus and Giroux, Inc. Reprinted in Mahsun, CA Pop Art The
Critical Dialogue page nos. refer to Mahsun).

93 ‘Pop is an art because, just when it seems to renounce all meaning, consenting only to
reproduce things in their platitude, it stages, according to certain methods proper to it in
forming a style, an object which is neither the thing not its meaning, but which is : its signifier,
or rather: the Signifier.” lbid., p. 238.

94 |bid., p.236.

95 Image as Language ,1969.
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discursive visibility .96

Whether it is through the formalist evacuation of meaning®7 or the semiotician’s
emptying of the sign, the actual content, the meaning of the imagery of Pop, in much

of the literature, is suppressed.®8 In fact the suppression of meaning can become a

criterion of quality. Calas,% for example, applauds Wesselman’s stated ‘primary
concern with abstract compositional problems’ but finds that in the more obviously
erotic works (with isolated, exaggerated body parts) the ‘aesthetically offensive’
content speaks louder than the formal qualities with the result of ‘invalidating the
artist’s persistent efforts at abstraction’.100 In fact, it is most often in relation to the
eroticized female form that the critics found it most difficult to banish the
representational and in doing so performed some odd mental contortions. Melville
found that with Allen Jones’ fetish furniture the ‘illusion of reality 101 is so intense’
that ‘an unexpected encounter with them is profoundly confusing’. However, he
explained that if you saw Chair 1969 (fig. 1.10) coming from the casting shop, white

and hairless, you would

realise that she is pure sculptural invention and that the illusion is an
addition and a concealment 102

96 Of course it must be remembered that some of the Pop artists actually wanted and
welcomed this kind of formal reading : Lichtenstein, for example, wanted his work to be
threatening as ‘visual objects....not as critical comments about the world' - quoted in CALAS
p.102.
97 The full debate in the literature around the nature of Pop’s formal innovation are
thoroughly and interestingly identified and analyzed by Mahsun, particularly in Chapter 2 of
Pop Art and the Critics.
98 When it isdiscussed, in terms of social meanings, a critique or exposé of the
commodification of capitalist culture, the numbing effect of media repetition etc, this is not
done with any gendered awareness, does not allow space for a consideration of the different
positioning of women.
99 CALAS, Nicolas and Elena Icons and Images in the Sixties, Dutton, 1971.
100 /bid., p.127.
101 What kind of reality is this? the overstated, idealised erotic female forms, conforming to
tropes of sadomasochistic pornography, rather than to any ‘real’ woman',
102MELVILLE , Robert 'English Pop Art'in Figurative Art Since 1945 ed J.P. HODIN, Thames
and Hudson, 1971, p.190.
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Finch claimed Jones was only ‘concerned with formal problems’ and not engaged
with the subject matter which is essentially ‘irrelevant in itself or arbitrary’.103
Paintings of fetish high heels are really only interesting in terms of a ‘special
ambiguity’, ‘disparate representation’ and the need for ‘retinal adjustment’.104 The

disingenuity of these claims is quite startling, perhaps because the insistent presence

of the sexual female risked letting the cat of meaning out of the formalist bag.

The detached artist

Treating Pop as an autonomous art form was a way to distance it from its popular
culture sources. But, paradoxically, one of Pop’s defining terms was the use of
popular culture sources and both practitioners and critics continued to be ambivalent
about it . On one hand there was a celebration of the energy and proliferation of
popular culture design and imagery, strongly expressed, for example, by the
Independent Group, who felt that British art and design was jaded and irrelevant. A
frequent refrain in the literature of Pop is the way that it was able to close the gap

between ‘art’ and ‘life’. But, on the other hand, those popular culture sources, were

also seen as despicable.105 In Hebdige’s words

Pop art and the pop critics were drenched in the rhetoric of the most
despised forms of popular culture. They used the most soiled and

damaged currency196

There was always a risk of the artist being over identified with the subject matter:
Kozloff, for example, had seen the artists themselves as ‘contemptible’ and

‘delinquent’.

103 FINCH op. cit.,, p.105.
104 jpid. , p. 109.
105 The term ‘the despised’ was used by Compton and Lichtenstein, among others. Phillips
described his subject matter in Dystopian terms : ‘vice, lust, dirt, sex, speed, violence, noise,
petrol, drugs’ Scene, No 9, November 8, 1962 p.3.
106 HEBDIGE Hiding from the Light Comedia, 1988 p.117.
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So the artist needed distance. Mahsun offers the idea of ‘him’ (sic) working at the end
of a fulcrum so he can act upon that source material in a detached and effective
manner: a fastidious gesture, perhaps in dealing with ‘soiled’ material. A cool, ironic

detachment, was identified as a necessary characteristic in most of the literature.

This detached stance also distinguished Pop from Abstract Expressionism. Defining
your new movement in contradistinction to the preceding one is a recognized art
historical strategy. Where Abstract Expressionism demanded an intense, emotional,
ego-driven commitment, claims were made for the mechanical, unemotional
anonymity of the Pop work, the abdication of the artistic ego. Warhol (‘l am a
machine’) working in his ‘Factory’ provided the paradigm example. However, apart
from the disingenuity of this claim,107 this contradistinction is only meaningful in the
history of male western artists. Such a formulation cannot usefully be applied to
women artists because it ignores their historical positioning. Only just finding their
way into the institutions of art they had little artistic ego to abdicate. But this
difference between men and women as artists is, of course, beyond the discursive pale
of the literature of Pop and simply not considered. The gender implications of the
deep ambivalence towards the subject matter that is endemic in the literature (the desire
both to embrace and find distance from mass culture) will be explored in Chapter

Four.

Multifarious yet gender-free readings

Formalism has not been the only way that Pop has been understood; consideration

has been given to the subject matter. As early as 1958 Alloway was arguing for the

107 In fact we can distinguish a Lichtenstein from a Warhol or a Rosenquist at a hundred
yards. In fact the whole nexus of gallery/dealer/market did a very good job of promoting
individual artists through the media and in attaining and holding high prices for ‘authentic’
works by named artists. Butitis in the interests of some writers to stress the transgressional
in Pop: in this instance transgressing the traditional notions of the post- Renaissance identity
of the Western artist as individual genius, drawing down hostile criticism and thus fulfilling the
paradigm of the ‘excluded’ avant garde artist (see Chapter 4 on 'Position Taking').
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relevance and democratic nature of ‘mass art’ in a fast changing world.108 Although

Barthes wrote, in 1985, of Pop signs signifying nothing, he also pointed out that there
are still subjects who look (who desire, feel, are delighted or bored) and who will,

therefore, respond to the subject matter

meaning is cunning: drive it away and it comes galloping back109

And if we take Livingstone’s ‘Continuing History’ as a representative overview, we
find, interspersed with the formalist readings, an acknowledgement of the social

commentary offered by some artists. Rauschenberg’s Coca Cola Plan (1958) is
characterised as the ironic ‘elevation of the symbol of US commercial supremacy’;110
the Nouveau Realists (particularly Arman’s use of multiples of the same object and
Villeglé and Rotella’s use of torn posters) make commentary on consumer society;! 11

Rosenquist explores ‘signs of social and political concern’;112 Boshier is ‘involved

with political issues and the loss of individuality in consumer society’;113 Warhol
offers an ironic take on ‘art as commodity’ and the nature of celebrity. But the nature
of the ‘commentary’, ‘involvement’ or exploration (what is actually being said) is

rarely inquired into.

In fact, the literature provides multifarious and contradictory readings. There is, for

108 ‘The Arts and the Mass Media’ Architectural Design ,\Vol. 28, no 2, Feb 1958 p 84-5
attacked Greenberg's elitist attitude to ‘ersatz’ culture as articulated in 'Avant Garde and
Kitsch’ and argued that

The mass media give perpetual lessons in assimilation, instruction in role

taking, the use of new objects, the definition of changing relationships.
However, a mere four years laterin The Listener, in ‘Pop Art Since 1949’, he can be seen
retreating from an interest in the radical potential of Pop and picking up on its formal qualities.
His discussion of the third phase of British Pop (the Royal College contingent) is couched
entirely in formal terms (attacking their ‘negligent and permissive formal standards’,
discussing their problems with ‘painterly coherence’).
109 BARTHES op. cit., p. 236.
110 LIVINGSTONE 1990 op. cit., p.24.
111 Jbid., p 47 and 55.
112 jpid.,p 86.
113/bid.,p 102.

38



Chapter One. Methodology and Critical Review of Literature

example, no unanimity on the particular place in art history that Pop should inhabit.
Lippard and Russell and Gablik saw Pop as embedded in a long history of

Modernism, offering correspondences with, rather than a break from, Abstract
Expressionism. Conversely, for Heskell writing in 1984,114 Pop was part of the

nexus of art activity in New York from 1958-64 (including Happenings, Minimalism
and so on) which ‘re-evaluated and ultimately overturned the ideology and formal

strategies of the past’ to produce ‘a radically different sensibility” from all that had

gone before.115 More recent postmodernist readings are, naturally, quite at odds with

the formalism of the earlier literature. Jameson!16 argues that Warhol’s work, for
example, is only understandable within the ‘cultural dominant’ of postmodernism.

Similarly Lesliel17 situates Pop within a

wider, more diverse mix of art and cultural attitudes that in turn form
the nucleus of art forms and cultural conditions today labelled

postmodernism (Leslie’s emphasis)!118

Critics have seen Pop as offering both a celebration and a critique of consumer culture.

Kuspit!19 castigates it for selling out to and colluding with vacuous and spiritually

114 Barbara HESKELL Blam! The Explosion of Pop, Minimalism and Performance 1958-
1964, Whitney Museum of American Art, NY, 1984,
15 1bid., p.12.
116 Frederick JAMESON in Postmodernism. The Cultural Logic of Late Capitalism (1991),
made a direct claim on Warhol. Diamond Dust Shoes (particularly as contrasted with Van
Gogh's Boots) and Marilyn (in contrast to Munch’s The Scream )display cultural
characteristics (depthlessness, the mutation of the object world into simulacra, the waning of
effect, the commodification of aesthetic production) key postmodernist concepts.
117 Richard LESLIE op. cit., 1997, made use of a postmodernist framework to understand
Pop in general, arguing that it allows us to see the true significance of the impact of the
emergence of popular culture on our culture as a whole.
118 1bid., p.4.
119 KUSPIT, Donald, B. ‘Pop Art a Reactionary Realism'in Art Journal , vol 36, no 1, (Fall
1976) pp31-38. He argues that Pop Art reinforces the ideological workings of capitalism by
keeping ‘the spectator from guestioning media cliched images as to either their motivation or
construction’ it ‘not only takes the fatal vanity of the world as self reflected or mediated for
granted, but dramatises it’ (p207) Furthering 'the standardisation of consciousness’
(Adorno) Pop’s celebration and fetishization of the cliched self-image of commodity
capitalism restricts our search for its meaning to prescribed paths, and deny [s] us any critical
insight into its purposes p. 208.
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demeaning capitalism but Huyssen!20 claims it could have revolutionary potential.

The wide range of theoretical frameworks 121 produce very different readings of the

very same work. Warhol, for example, has been accepted by all writers as

unquestionably ‘Pop’. Yetin the 1970s his work was seen in both social historical

terms as a vehicle for revolutionary social meanings!22 and as autonomous ‘pure
chromaticlyricism’123 while Alloway, in semiotic mode, saw the play of ‘always pre-
existing sign systems’.12+ More recently Thomas Crow has joined Keinholz in
finding in Warhol’s work an ‘act of social protest” belonging to an American ‘tradition

of truth telling’,125 while for Jameson it was an expression of postmodern

depthlessness and the waning of effect.126 In Return of the Real Hal Foster!27

identifies a ‘reductive either/or’ split in post structuralist/ postmodern readings of Pop
between the simulacral (Barthes, Foucault, Deleuze and Baudrillard for whom it is all

surface, no intention) and the referential, best represented by Crow who found in
Warhol’s work ‘the reality of suffering and death’.128 Foster himself offers a
rapprochement in terms of a ‘rraumaticrealism” . For him Warhol’s images are

simultaneously ‘both affective and affectless, critical and complacent’.129

120 HUYSSEN ‘The Cultural Politics of Pop’, first published in The New German Critique, 4
(winter 1975) Pp77-98 and reprinted in After the Great Divide 1986, p. 141-159.
121 ‘Ethnographic’ eg Alloway and the Independent Group; formalist/Modernist eg Lippard,
Gablik and Russell, Morphet; linguistic eg Finch; semiotic eg Alloway, Barthes, Structuralist
eg Eco: Post modern eg Jameson |, Leslie. Livingstone takes a ‘pick and mix’ approach,
arguing both that ‘one of Pop’s most constant features has been its conceptual dimension’
(p9), and that the Pop artists “ like their colleagues in abstraction, were legitimate heirs' to
‘the hard fought battles of Modernism” (p.13). He variously finds pure formal qualities (eg
Indiana) , social and political meaning (eg Rosenquist) semiotic readings (eg Johns,
Hamilon).
122 CRONE, Rainer Andy Warhol, Praeger, 1970.
123 MORPHET, op.cit, 1971, p. 10.
124 ALLOWAY, American Pop Art p.109.
125 CROW, Thomas The RISE of the SIXTIES, The Everyman art Library p.87
126 JAMESON, op. cit
127 FOSTER, Hal, The Return of the Real, The MIT Press, 1996.
128 |n ‘Saturday Disasters: Trace and Reference in Early Warhol' in Art in America, May, 1987)
Quoted by FOSTER ibid., p.136.
129 |pid., p.130.
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But despite the contradictory variety, none of these interpretations have any gender
awareness. The vast majority of the literature of Pop is oblivious to issues for women
- as subject matter, as audience or as artists. 1t would seem that to maintain this
oblivion a certain disingenuity has been required, a turning of a blind eye, in order for
claims of ‘formal validity’ and universal appeal, on which the greater claim to

‘seriousness’ is based, can be maintained.

Concomitantly, feminist art literature has but few, and highly negative, words for Pop
and until recently, almost nothing to say about women Pop artists. Neither body of
literature, before recent developments (to be discussed later in Chapter Seven), has
been able to provide a conceptual space within which the terms ‘woman artist’ and

‘Pop art’ can meet productively.

The early literature of Pop did not even note the absence of women artists. In the
wake of second wave feminism, authors could no longer ignore the issue. Madoff in

his compendious anthology of Pop texts states

The vast historical body of writings on Pop makes one thing clear :
the roster of artists generally considered members of the Pop camp
barely included the mention of women. While history marks the
*60s as the era of liberation, you would hardly know it from the

case study of Pop130

The women who were active in Pop are ignored, but then we have seen the problems
they encountered in being included in ‘the roster’. He spots the contradiction between
the rhetoric of liberation and the actual situation for women in the 60s, but it is no
more than a surprised aside. Livingstone, too, notes the phenomenon and is aware that

it is something particular to Pop

It is striking...that the movement, especially in its early stages,
remained essentially the preserve of male artists, which cannot be
explained simply as symptomatic of the general position of women
in the visual arts, since the ratio of women to men is even smaller in

130 Madoft. Pop Art A Critical History , p.xvii, 1997.
41



Chapter One. Methodology and Critical Review of Literature

Pop than in other movements of the period.

But he gives an odd explanation, shot with assumption and anachronism.

Can this factor be caused in part by the social conditioning of women,
even after the advent of feminism in the 1970s, whereby they are
assumed to value intimacy and emotion over the aloofness and

detachment that were essential characteristics of Pop?131

The feminism of the *70s could not influence *60s practitioners and as we have seen,
the essential characteristics of aloofness and detachment can be put to one side in order
to get Hockney and Segal into the roster. Neither writer is motivated to inquire into

the situation for women and, remaining flummoxed, each move swiftly on.

Addressing the issue properly might risk seriously destabilizing the already insecure
edifice of Pop which, I would argue, is why these gender-blind authors avoid it. But
it is just such a task that this thesis embarks on, conducting a thorough, gender aware,

examination of the field of Pop and of the predicament of the woman artist within it.

131 Livingstone, op. ¢cit, 1990 p.13.
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Chapter Two

GENDERING THE FIELD
of PRODUCTION and DISTRIBUTION

In the mainstream literature on Pop the tacit assumption is that the absence of women
is essentially a matter of the failure on their part as artists, particularly a failure to
achieve the necessary detachment and ‘cool” required to focus their attention in the

prescribed manner. Women are absent because, tautologically, women are absent.

In order to go beyond this assumption of personal failure, this chapter will bring a
feminist- informed historical materialism to bear on the the field of production from
which Pop emerged, notably the educative and distributive apparati. In British Pop
the key sites, as we shall see, were the Royal College of Art [RCA] and the Young
Contemporaries exhibitions, along with other non-commercial venues and a

constellation of private London Galleries.

My feminist perspective has led me to ask questions, previously unaddressed, about
the gender balance of the institutional infrastructures and the gendering of the ideas
and attitudes that informed them. The research findings,! more extreme than I had
anticipated, caste a new tangential light on the terrain, throwing into relief very real
barriers to women'’s participation which had been flattened into invisibility in the full
arc lights of the mainstream narrative of Pop. A comparison with Fluxus, a movement
active at the same time as Pop but operating outside institutional structures and
providing much more space for women, will further expose the gendered workings of

Pop’s field of production.

1 Primary research in RCA archives, the catalogues of key exhibitions, interviews with staff and
students at the time, secondary sources, most notably Christopher Frayling’s history of the RCA.
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Chapter Two. Gendering the Field of Production and Distribution

The Royal College of Art : A Site for Investigation

The significance of art schools in the cultural field should not be underestimated.
Althusser,2 discussing the reproduction of the ‘relations of production’ and the
pervasive and powerful nature of ideology that underpins those relations, identified
education as one of the main ideological state apparatuses. Griselda Pollock, in a
lecture actually given at the RCA 3 exploring ‘the relations art and art schools sustain

to the social world” demonstrates that ‘education is a vital site of social management’.

The RCA had, without question, a key role in the emergence of British Pop. It was a

vital point of coalescence of younger and older Pop artists. In the mid 50s, ARK, the

RCA student magazine,* offered a space for early Pop Art debate, publishing articles

by the luminaries of the Independent Group5 and thus providing a link between the
ICA and RCA cohorts. For Alloway the RCA was ‘the chief source of the second

phase of Pop Art’.6 Livingstone characterises the activities of the RCA painters as

roviding a ‘central episode’,” a defining moment
p g g

it was ... in large part in response to their work, that the label came into
general currency in Britain8

2 ALTHUSSER, L ‘ldeology and Ideological State Apparatuses: Notes Towards an
Investigation” from Lenin and Philosophy , NLB, 1971.
3 POLLOCK ‘Art, Art school, Culture: Individualism after the Death of the Artists’ | Block, No
11 1985/6 , p. 8-18.
4 Notably in issues 18-20, 1956-7, edited by Roger Coleman.
5 SMITHSON, A and P, ‘But Today We Collect Ads’ ARK 18, Nov 1956, p. 49.
ALLOWAY, L and ADAMS, R Personal Statement ARK 19, Summer 1956, p. 28.
DEL RENZIO, Toni Shoes Hair and Coffee ARK 20, Autumn 1957, p.28.
8 1n LIPPARD, L (ed) Pop Art Thames and Hudson 1988 reprint p43.
7 Marco LIVINGSTONE, Pop Art, RCA, London, 1991, p. 152.
8 |bid. p150.
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Chapter Two. Gendering the Field of Production and Distribution

Most other texts would concur® and, as can be seen in the chart in fig. 2.1, nearly all

the major names of British Pop Art can be associated with the college.10

The overt exclusion of women from art training that was prevalent in the academies of
the 18th and 19th centuries, and much chronicled by feminist art history of the 1970s
and 80s, were a thing of the past. The rhetoric and apparent practice of the post-war
period was one of openness and equality. However, a close consideration and
analysis of the ethos and gendered structuring of the RCA!11 starts to reveal a rather
different picture of institutional sexism. Since it was a site of ideological puissance
and of key importance to British Pop, such an analysis will begin to expose the

predicament in which women artists found themselves.

A masculine ethos

Robin Darwin (fig. 2.2) was Principal from 1948 to 1967, so it is with his era and the
ethos he inspired in the college which we are directly concerned. A dynamic and
charismatic man, he undoubtedly energized the college and gave it the leading edge

position it occupies today. He achieved this by getting rid of the heavy hand of civil

9 For example, RUSSELL and GABLIK, in Pop Art Redefined (1969) , give a chronology of
British Pop . Of 26 entries, 9 mention the Royal College by name, and a further 15
references include artists who were either students or staff at one time or another at the
RCA; ie only 2 references do not connect in any way to the institution.
10 Peter Blake, Richard Smith and Joe Tilson were students in the early to mid 50s . In
1957/8 Peter Blake contributed to AARK and returned to teach from 1964 to 1968. In the
‘classic’ Pop years (c.1959-63) the student body included Derek Boshier, David Hockney,
R.B.Kitaj, Allen Jones , Peter Phillips, Patrick Caulfield, and Norman Toynton in the Painting
School , Pauline Boty in the School of Stained Glass. Meanwhile Richard Hamilton and
Edward Paolozzi were part time-tutors at the college .
11 Based on Frayling's official history of the RCA , and also primary research. Staff figures are
drawn from the annual calendars of the RCA (what would now be termed the prospectus)
and student figures from the convocation lists, both studied in the RCA archives, thanks to
the generous help of the archivist, Eugene Rae. The usefulness of the convocation lists is
limited by the fact that they offer no information about applicants so it is not possible to
compare the gender balance with those of successiul candidates. Also there is no indication
of drop-out rates and whether there is a gender imbalance in these. The raw figures are
complemented with information from other printed sources eg Skeaping's biography , Who's
Who in Art from the 1950s, etc and by correspondence and telephone interviews with
women fine art tutors and students at the RCA at the time.
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service bureaucracy, improving staff morale, reorganizing the working of the college

and marketing it to captains of industry.

Darwin’s ideas were founded firmly on entrenched establishment (male) values and
networking systems. The educational paradigm he referenced in his inaugural lecture

was one steeped in establishment tradition: Cambridge University

where mature men come together in one place and associate with one
another in learning and research!2 (my emphasis)

The great grandson of Charles Darwin and great-great-grandson of Josiah
Wedgewood, Darwin was educated at Eton. Frayling, in his official history of the
RCA,13 makes some play of the fact that it was by pulling of strings in the old-boy
network (the ‘Darwin clan’) he got the position of Principal in the first place. His
connections also facilitated major developments at the College, like the new building at
Kensington Gore. During the war he served in the Camouflage Directorate, where he
met a number of artists and designers who were to join his staff, and the (masculine)

ethos of the officers’ mess continued into the art college to the extent that

A famous College story, dating from Darwin’s final years, had it that a
Guards’ Officer stumbled into the Senior Common Room, thinking it
was Knightsbridge Barracks, and only discovered his mistake when he

tried to pay for lunch!4

Of the paradigms that informed the College the third, after Oxbrige and the officer’s
mess, was the Club. Frances Spalding, in her biography of John Minton, describes

the Senior Common Room in the 1950s as creating’

the atmosphere, less of an educational institution than of one of
London’s most interesting private clubsl5

12 FRAYING, Christopher The Royal Colege of Art : One Hundred and Fifty Years of Art and
Design , Barrie and Jenkins, 1987, p.129.
13 jbid.
14 |bid, p. 130.
15 SPALDING, Frances Dance Till the Stars Come Down A biography of John Minton
Hodder and Stoughton, 1991, p.143.
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an image that continued well into the 1960s (fig. 2.3). 1t should be remembered such
clubs were open to men only and it is perhaps indicative of the thinking at the college

that, apparently, when the new RCA building was custom-designed, the planners did

not provide women’s washrooms for the Senior Common Room. 16

Darwin’s definitions of a designer or artist were always in the masculine ‘a man

who...’. An article in the Sunday Times of March 1955 praises him as one who

knows how to choose the best men 17 (my emphasis)

Throughout the calenders and other college material of the period the student is always
referred to as “he’. This could be dismissed simply as the manner of speaking of the
epoch, which of course it was, both in its innocence and its deep implications for the
production of knowledge and its relationship to power. However, in Darwin’s case
we can also identify , in throw-away asides, a significant underlying misogyny:

‘women’ and ‘women’s suffrage’ being used to denote disparagement.18

Darwin made a number of new appointments both to professorships and to the staff in
general which provided the foundations for dynasties that held sway for the next

twenty-five years, ‘part of an “invisible college” with Robin Darwin at the centre of

it’19 as Frayling puts it. His staffing choices included ‘many whom he knew, and

16 According to DURRANT,S. ‘The Darling of Her Generation’, The Independent on Sunday
., 7 March 1993.
17 Quoted in FRAYLING,op. cit, p. 133.
18 For example, when likening the RCA pre-1948 to a Dodo (as opposed to the Phoenix of
his RCA) he placed much of the blame on its dependency on civil servants who were
responsible for ‘women, agriculture and the RCA”. In 1950 he expressed his wish (in an
open letter to R.D. (“Dick”) Russell, Darwin’s first Professor of Wood , Metal and Plastics) to
get away from the deadening traditions of the Arts and Crafts Movement in the following
terms:
William Morris's ideas were all confused with the ‘dignity of labour’ and so on. The whole
thing has got mixed up with the world’s yearning after ‘integrity’....leading to Divorce Law
Reform, general education, women's suffrage, a reverence for the Windsor chair... and
Lord knows how many other results of questionable value.

19FRAYLING,0p. cit, p. 140.
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whose company he enjoyed’.20 Unsurprisingly, they were overwhelmingly male.

Out of ten professorships only one was given to a woman: Madge Garland, Professor
of Fashion (1948-1956). From 1948-68 women made up around a mere 11% (fig.
2.5) always significantly lower than the 17% that had been on the staff in 1947, the
year before Darwin’s reorganization, giving the lie to any notion of a ‘natural’ or

‘evolutionary’ improvement in the position of women in the post war period (fig.2.5).

Clearly there was a paucity of female role models for the young women students: in
1957, when Pauline Boty was applying to the RCA, there were only 5 female
members of staff in the whole college, 8.3% of the staffing.

Male students with only modest grades routinely joined the staff21 but it would seem
that the women had to be exceptional, achieving Firsts and being described as ‘star
students’.22 The proportion of women in the student body is in no way reflected in

the numbers of women staff: the former being three times that of the latter.

A few notable women joined the staff from outside the College on professional ment,
but by and large they had to be outstanding in their field to achieve this: Elizabeth
Frink, Iris Murdoch, Madge Garland (chair of Darwin’s Fashion Design Committee,
a member of the RCA Council and Editor of Vogue), Sandra Blow (described as‘a

prodigious talent’)23 and Margaret Leischner (who had trained at the Bauhaus and had

shared the direction of the weaving workshop with Anni Albers).

20 ibid, p. 144.
21 Eg Peter O'Malley got a mere pass in 1953, but soon appeared on the staff lists.
22 Rita Ling (sculpture) and Joanna Brogden (fashion) for example, in 1958.

23 Blow was accepted into Saint Martins School of Art at 15 in 1941 where she was
encouraged by Ruskin Spear. By the 50s she was seen as a ‘bright rising star’ (PACKER,
William, ‘Women of Importance’in The Financial Times, Tues Feb 15, 1994).
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Leischner, with her excellent modernist credentials, provides a nice example of the
way in which the RCA operated within a wider field of gender bias. Sigrid Wortmann
Weltge has exposed the extreme sexism in play at the Bauhaus that made it almost
impossible for women to train or be appointed to any school other than textiles.24
And we certainly do not see women staff coming into the ‘hard’ design schools at the
RCA. And it must not be forgotten that this was part of an ubiquitous patterning of
discrimination against women in institutions of education at all levels. For example,
in the four decades after the war, the 11 plus consitently discriminated against girls.25
They were actually performing better that the boys but quotas were applied and there
were more places in grammar schools for boys than for girls. As a result a lower cut
off point was required for the boys to ensure enough of them passed. Apart from the
psychological damage this must have done to the self esteem of the academically
capable girls who were forced to attend Secondary Modern schools, the 11 plus
process would also have limited the number of women going through to further and

higher education.

Darwin himself reflected on the importance of

those wayward currents of experience that throw people together and

24 WORTMANN WELTGE, Sigrid, bauhaus textiles : women artists and the weaving shop,
Thames and Hudson, 1993. Initially the Director, Gropius stated a commitment to there
being 'no difference between the beautifu! (sic) and the strong gender, absolute eguality’
(p. 41) in applicants to the Bauhaus, but more women than had been anticipated applied,
and in 1920 he suggested “a tough separation , at the time of acceptance, most of all for the

female sex, whose numbers are too strongly represented” Six months later a circular to the

Master Council directed that there should be ‘no unnecessary experiments’ | but that
women should be directed to the Weaving, Bookbinding and Pottery Workshops. However,
Pottery was not keen and , with Gropius’s agreement, the form master, Gerhardt Mercks,
advised

if possible not to admit women into the pottery workshops, both for their own

sake and for the sake of the Workshop.
Then in 1922 the Bookbinding workshop was dissolved, leaving only Weaving offering
openings to women and women of aspiration gravitated to it. It was not impossible to then
take classes elsewhere, or to get into other workshops, but only with difficulty and
determination.As Marianne Brandt (the notable exception) pointed out ‘at first | was not
exactly welcomed : a woman does not belong in the Metal workshop was the opinion’ (p. 44).

25 ROBINSON, Jeannie, ‘Girls on Top?' Socialist Review, February, 1998. McVEIGH, Tracy
‘Boys lagging in class for years', Guardian, 23 September, 2001.
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seen in retrospect to have made a pre-ordained pattern of our lives 26
(my emphasis)

This notion of a pre-ordained pattern calls to mind Althusser’s notion of the
‘always/already’ constituted subject, highlighting the deeply ideological nature of what
is often seen as ‘natural’ or ‘innocent’ effects of friendship and/or interest groups.
Many appointments of women suggest that a male connection was needed to ‘the
invisible college’. Both Janey Ironside, professor of Fashion from 1956, and Mary
Feddon were married to camouflage officers, which was how Darwin had met them.

Feddon’s husband, Julian Trevelyan, taught in the Department of Engraving from
1955, three years before her appointment.27 [Lady Casson, who had a teaching post
in the 1950s and 1960s, was the wife of the Professor of her school, Sir Hugh
Casson. Mrs Mahoney,28 and Jean Bratby2® were both older than their husbands but
followed them onto the staff. Similarly, Sandra Lousada’s father was part of the
college hierarchy.30 Even the outstanding Sandra Blow also had the advantage that

her mentor, Ruskin Spear, had been teaching in the RCA Painting School since 1948.

None of this is to denigrate the talents and abilities of these women. For example,

26 FRAYLING, op. cit., p 144.

27 See Who's Who in Art 8th edition, 1956, Odhams (Watford) Ltd, p.717.

28 One of the staff inherited by Darwin. Although she was a year older than her husband,
she was appointed as tutor at the RCA 4 years after he was. It would seem that he made the
leap from student to tutor ( a common development) and then was able to bring her along
with him.

29 A year older than John, she only got a post at the college seven years after his
appointment in 1957. It should be noted, however, that they had two children during this
period David (b.1957) and Jason (b 1960) which may have been the reason for Jean not
taking up teaching. However, this crosses with the domestic paradigm of equal relevance to
the issues in hand. She was a practising, exhibiting artist in her own right with 5 ‘one man'’
(sic) shows between 1962 and 1967.

30 Appointed to Photography as late as 1967, her father had been a fellow of the college
and on its council since 1957 and Vice Chairman of the Council from 1960 to 1967. These
observations are clearly based on particular examples, a complete breakdown of and
comparison with the routes men made onto the staff would be beyond the remit of this
present study. However, the particular examples perhaps indicate something of the
conditions for appointment at the time. | have also been, verbally, assured that the woman
recently appointed to the staff in photography is the wife of the rector. Plus ca change...
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Mary Feddon rated her own entry in the 1956 Who’s Who in Art,31 had exhibited
quite widely and had been chairman (sic) of the Women’s International Art Club,
before her appointment at the RCA. But it forces one to consider whether without the
male connection, they would have been in a position to display those talents and to

ponder on how much female talent was excluded and silenced through lack of such

accCess.

Kudos and gender

There is no doubt that within the College under Darwin there was a direct correlation
between kudos and gender. This is borne out most notably in the example of the
attitude to fashion, with, until 1964, its all female staff. When Madge Garland was

made Professor, Picture Post highlighted the discomfort felt in raising fashion’s status

what seemed once a feminine priority is now dignified by University
status32

Informing this observation is the acceptance of the binary opposition between ‘the
feminine’ and the academic or intellectual, a binary opposition that, as we shall see,
was to have a highly damaging effect on Boty’s career and sense of self. In 1963
when the Colleges of Advanced Technology were given University status, the RCA

was not. Frayling recounts that

observers at the time reckoned that the Commission had drawn the line
at the first university Professor of Fashion, fearing the consequences33

This is quite extreme language. Why should designing clothes be more threatening to
the high culture protected within the hallowed walls of universities, than designing

adverts? Both belonged to ‘low * or ‘mass’ culture. Perhaps the problem was the

31 p.240.
32FRAYLING, op. cit. , p. 144
33 Ipid., p. 174.
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overt, almost declamatory feminine gendering of fashion. An advisory committee34
was set up to find a solution that would elevate the RCA without elevating the
feminine in the form of fashion. It decided that the College should be an independent
institution of University status, awarding its own degrees ‘when courses were
considered to be of an appropriate academic nature’35 with diplomas being retained ‘to
meet special circumstances’. Special circumstances were immediately encountered in
the School of Fashion, obviously not appropriately academic, and it was the only
school not to be granted degree status. This gross act of discrimination occurred two
years after Boty had left the College; the institutional attitude that permitted it

dominated her time there.

Fashion staff and students were infuriated and caused quite a furore which reached
the newspapers with headlines like ‘Fashion Students One Degree Under’36 and the
following year the Academic Board was forced to agree that fashion students could
receive their degrees. The underlying value system of the College, however, had
been exposed. It would seem that a professorial Chair could be given to a woman

because it was ‘only’ a woman's subject and not a real academic discipline in the first

place.37

Fine Art in Western culture has long held high status and within the RCA, originally
established as a college of design, it gained a high profile in the interwar years.
Students like Hepworth, Moore, Ravillious and Burra gave the college prestige and

the Fine Art schools came to be considered the only ones worth being in (even for a

34 ‘Fortuitously’, its chairman was none other than Darwin’s cousin, Lord Redcliffe-Maud,
(who had appointed Darwin in the first place in 1948).

35 Ipid, p. 174.

36 /bid, p. 175.

37 in this context it is interesting to note that Madge Garland resigned in 1956, ‘we disagreed’
was all that Darwin would say about it. She was replaced in the chair by Janey lronside who,
as has already been pointed out, had her membership of the invisible college underwritten
by her husband’s wartime connections with Darwin. At the time of writing the actual cause of
the disagreement is not known, but it is tempting to surmise that Garland was making
demands for her discipline that were not considered valid.
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textile designer like Enid Marx).38 Darwin apparently ‘wanted it to be the foremost

department in the college’.39 Where the feminine staff and concerns of fashion had a

damaging effect on its kudos, the established high kudos of the fine art schools had
the effect of making it harder for female staff or students to get a footing. There were
no women staft in the pre- nor in the post-war period: the male dominated School of
Painting being nicely pictured in Moynihan’s group portrait (see fig. 2.4). The first

female appointment in Fine Art was Rita Ling in Sculpture in 1956 and in Painting
Mary Feddon in 1958.40 There were never more than two women at any one time in

Painting, and in sculpture only one (Elizabeth Frink replacing Rita Ling in 1960).

When Skeaping took over the Professorship of Sculpture in 1952 he found

Male and female students were segregated. Women were not allowed
to model figures of more than half life-size.+1

He did away with these regulations but it was four years before he made his first

female appointment and,while appreciating the ability of women (of the 7 students he
singles out as of interest, two are women 42) he seems also, according to his own

jaunty autobiography, to have considered sexual relations with his female students a

right. He left under something of a cloud when Darwin asked him to resign or have a

38 Of this period Helen Binyon commented

‘The painting and sculpture students felt themselves to be pursuing aims so

much more serious and elevated than those of the design students that

there was little contact between them at the College’ (FRAYING p100)
And when Enid Marx joined the college in 1922, despite her background in textiles and her
future in design for industrial production (London Transport, Utility etc) she joined the
Painting Schoal, since, in her own words: 'it was really unacceptable to be in any other’
(FRAYLING, p112). During the 1930s most leading designers were coming from
architectural schools not from the RCA.
39 As Carol Weight confided to his biographer WEIGHT, R.V., Carel Weight : A Haunted
Imagination David and Charles, 1994.
40 Feddon left in 1964 to look after her husband who was seriously ill (a classic pattern for
the interruption of a woman’s career. It was unlikely that the social mores of the time would
have permitted the reverse).
41 SKEAPING, John, Drawn From Life Collins, 1977, p. 2083.

420ne of whom, Sally Arnup was ‘an unconventional girl with a strong
personality..(who)..used to bring her baby into the school with her and keep it in a cardboard
box in the class-room while she worked’ Ibid, p 204.
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photograph of himself and an unnamed girl student ‘starko on a Mediterranean beach’
shown to the council .43 At the time Skeaping was 59 years old, had a second wife44

and three children stashed down on Dartmoor and was engaged in a long standing
relationship with a woman of his own age in London. Clearly, the relationship with
the girl was no more than a pleasant diversion for him and that he treated such
liaisons, which were not isolated incidents, with great levity is suggested in his

‘happy memories’ of a trip to Beaucaire in France

I had returned many times since 1934, with students or lovers, sometimes
combining the two+5

This attitude is indicative of the power/gender balance in play in the school and

perhaps endemic in the period, with all the implications that has for the developing

artistic personae of young women students .

Painting was the school where the Pop Artists were to be found, and it is statistically
demonstrable that it was harder for female students to get a place. There were always
considerably fewer women than men students in the school (22 men and only 6
women in 1957, when Boty applied, 28 and 8 respectively in the year she joined the
college). The percentage of women in Painting was almost always lower than in the
student body as a whole: in 1949 12% as opposed to 30% overall, and in 1957, the
year Boty applied, 22% versus 39% overall (fig. 2.6 and see Appendix 1 giving

figures for students in the RCA School of Painting).

But, if we look at the College’s own criteria of excellence, the bestowal of the First
Class Degree, it is clear that, by its own standards, women had to be better than men
to get in. In three different years, between 1950 and 1966, half of the women got a

First, but in no year do even as much as one quarter of the men. In the ten years of

43 Ipid , p.205.
44 He had been separated from his first wife, Barbara Hepworth , for some time.
45 Jpid , p 214.
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particular relevance to the study of Pop Art (1956-65), the difference is much more
pronounced. Women made up 29% of the student body but got 44% of the firsts.
(fig. 2.6) These figures would support the opinions of Sandra Blow and Mary

Fedden, teachers in the painting school at the time.

It is true that the women students on the whole were just as talented as the
men. (Mary Fedden)

As students women students were as talented as the men and in many cases
more so (Sandra Blow)+6

As with the staff, these findings give pause for thought for the women who failed to
get a place within the RCA, not because of lack of talent, but simply because of their
gender. As we shall see, the perceived and statistically demonstrable difficulty for a
‘girl’ to gain a place in the School of Painting was to have a direct and negative effect

on Boty’s development as a Pop Artist.

The RCA obviously provides a model of institutional sexism: an infrastructure that
was overwhelmingly male-dominated and that operated within a male ethos. There
was clearly a shortage of female role models offered to the students and an
overwhelmingly male ambiance within which they had to work. Furthermore, through
the 1950s and so called liberated 60s, the time of Pop’s emergence, the statistical
evidence presents almost no improvement in the fairly extreme gender imbalance

among both students and staff.

The RCA provided a “men’s club’ culture within which certain peopie and certain
views of the world could flourish and the hard facts are that those people and views

were overwhelmingly male. The Pop Art students in the painting school were all
men.47 The high percentage of male tutors and students allowed room for a

mainstream and an opposition, to be examined more closely in Chapter 4.

46 | etters to the author: from Feddon September 81994 and from Blow September 91994
47 Boty was in the School of Stained Glass and only started doing Pop pictures after leaving
the college, although she certainly had made contacts there.
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It is interesting to note here that the two women who did make a name for themselves
in British Pop Art (Boty and Haworth) were not students in the Painting school of the
RCA which otherwise seemed to provide such a fertile seed bed for most of the talent

of that movement.

The distributive apparatus

In the late 50s and early 60s a particular constellation of non-commercial exhibition
venues and private galleries brought Pop to visibility.48 If we look at the trajectory of

the young artists that came to make up British Pop (fig. 2.7) we can see that without
exception they first gain visibility in at least one of the three non-commercial venues:

the Young Contemporaries, the Institute of Contemporary Arts [ICA] and the John
Moores.49 From there they moved on to a particular set of commercial galleries, most
notably Tooth’s, Robert Fraser’s, Grabowski’s, Kasmin’s and Jeffress’ galleries,

initially in a group show then a solo.50

This ‘field” operated within the particular conditions of the post-war consumerist,
youth-orientated society that had been coming into formation since the late 40s but
which might be said to have crystallized, under the pressures of a range of economic
and social imperatives, in the early 1960s. Itis no coincidence that this should also

be the moment of the emergence of Pop as a movement.

As with the RCA, this field with its particular values, characteristics and investments,

48 Much of the information and analysis in this chapter is based on primary research using the
catalogues to the various exhibitions as source material.
49 David Hockney and Peter Phillips, for example, appear in all 3: the Young
Contemporaries, John Moores and the ICA.. Also included were the Arts Council Travelling
exhibitions, the Whitechape! (on the scene a little later than the others in the Pop context
with the New Generation show in 1964) and the Festival of Labour Exhibition at Congress
House: New Art 1962.
50 This pattern is true for : Kitaj, Boty, Hockney, Boshier, Jones and Phillips.
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had a male dominated infrastructure presenting women artists with particular

problems.

The non-commercial sites : The Young Contemporaries, The ICA and
John Moores

The non-commercial sites, The Young Contemporaries, The Institute of Contemporary
Arts [the ICA] and John Moores were all founded in the post-war period. All were
self-consciously ‘modern’ and conducted a rhetoric around youth, the progressive

and contemporaneity, two of them even expressing this in their titles.

The Young Contemporaries was established in 1949 with the express intention of
launching the careers of young, innovative, student artists. The ICA, founded in
1950, promoted itself as proselytising ‘the modern idiom’, ‘progressive art’.51 The
John Moores exhibitions were sponsored by the eponymous founder of the
Littlewoods Company and held at the Walker Gallery in Liverpool. It started with a
‘one off” show in 1957 but became a regular biannual event and by the early 1960s
was regarded as a leading show case for British avant garde painting. The catalogue

to the inaugural exhibition stated its aim to be

to encourage contemporary artists, particularly the young and
progressive
(my emphasis)

In these organisations we find a galaxy of pre-war avant-garde and post-war art
establishment figures who, collectively, had a huge amount of influence reaching out
into and meshing together all areas of the post war British institutions of art. They
used that influence to sanction and consecrate their particular choice of new, young,
progressive art. The selection committees of the Young Contemporaries are drawn

from the ranks of respected fine art practitioners, already assured of their place in the

51 Contemporary Arts Museum Statement of Policy, first draft 1946, p.1 | CA Archives
(quoted in MASSEY and SPARKE The Myth of the Independent Group, p. 54.
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canon32 and from artists within the teaching establishment, mostly from the RCAS3
but also, among others, Sir William Coldstream. The ICA emerged from meetings of

the pre-war avant -garde.54 The first selection committee for the John Moores show
included such establishment art world figures as Sir John Rothenstein,55 Professor

Lawrence Gowing,56 and Hugh Scrutton.57

With their particular commitments these three venues might be seen as forming a stage
waiting for the right performer, a stage onto which Pop walked to be received by the
defining spotlight of media and critical attention. A gendered analysis of the
structuring of these distributive institutions of art reveals further reasons for the

absence of women artists from the annals of the movement.

The John Moores

The 1961 John Moores show58 played a pivotal role in the story of Pop as a

movement. Peter Blake59 and David Hockney®0 were among the prize winners in the

52 £g. John Nash, John Piper, Henry Moore and LS Lowry.
53 Eg. Ruskin Spear, Carel Weight and Frank Dobson.
54 £g. Roland Penrose, Herbert Read and Douglas Cooper.
55 Director and Keeper of the Tate Gallery (since 1938), member of the British Council (since
1938), member of the Art Panel, Arts Council of Great Britain, (1945-52 and since 1954),
member of Cardinal Griffin’s Advisory Commission for the Decoration of Westminster
Cathedral etc.
56 Professor of Fine Art, University of Dublin.
57 Director Walker Art Gallery , Liverpool.
58 Its first show in 1957 was rather ‘safe’ given the rhetoric of its catalogue. For the second
show in 1959 the organisers decided to widen the field by inviting open entry from anyone
working in Britain but it is the third 1961 show where a real shift is to be seen and Pop art
makes its entrance. The selection committee (all male) was less heavy-weight than earlier
including two practising painters Alan Clutton-Brock and Robert Medley, also head of the
Department of Fine Art at Camberwell School of Fine Arts 1958-65 . Also the author and
critic John Russell and John Moores himself.
59 First prize of £250 for Portrait with Badges.
60 A 5th prize of £50 for The Cha-Cha that was danced in the early hours of the twenty-
fourth of March.
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Junior section for under 36 year olds and RB Kitaj6! got fourth prize in the main

section.62 Allen Jones, Joe Tilson, Peter Jones and Derek Boshier¢3 were also chosen

to exhibit. This show attracted a lot of interest and attention from the media,
significantly the arts media, and the private galleries. It was received as a moment of

definition of Neo-Dada into Pop.

During the years of relevance to emerging Pop,64 all the selection committees of the
John Moores shows were exclusively male including, of course, the man with the
money behind the whole enterprise: John Moore himself. There was a huge send in
of works for the selection committee to choose from (1,900 in 1961 and 2,500 in
1963). 1t would have been impossible to show a ‘representative example’ and a
rigorous selection had to be made. The figures demonstrate an extreme bias towards
male candidates: the percentage of men chosen to exhibit starts high and climbs, 83%
in 1957, 85% in 1961 rising to 89% by 1963. As with the distribution of Firsts in the
Painting School at the RCA, there is evidence, in the organisation’s own awards of
prizes, that women had to be better than men to be selected at all. In 1961, the key
Pop year, women made up only 15% of the total, but those who got in took 31% of
the prizes, including 1st prize in sculpture and 2nd prize in painting -Evelyn Williams
and Sandra Blow respectively. Although there is no direct evidence that Boty made
any submissions, it would seem likely, given the pattern of her exhibitions at this
point (see fig. 2.7); her friends and colleagues, Boshier, Hockney, Phillips and Blake
all did. Almost certainly her absence from the 1961 John Moores affected her

incluston in later group shows.

61 The Red Banquet.
62 The RCA did very well. In addition to the Pop personnel, Sandra Blow won second, and
Leon Kosoff third prizes.
63 Thinking About Women , Collage 16/w , 1961, The Entertainer, First Airmail
Painting respectively.
64 1957, 1959, 1961, 1963.
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The 1CA

The ICA played an important role in bringing Pop and Pop artists to visibility. Their
regular Young Artists shows, often chosen directly from that year’s Young

Contemporaries, were an important step up between the all student venue and the

wider world of the commercial galleries. In 1958 Peter Blake65 was chosen and

several of his classic early Pop works66 were shown for the first time. The

introduction to the catalogue was by Roger Coleman, editor of that year’s ARK ,
which carried articles on popular culture by Alloway and Toni del Renzio,

demonstrating again the cross-referencing of the different groupings of the art world.
The ICA showed Blake again in 196067. In 1962, having been in the Young

Contemporaries show that year, Hockney and Phillips were two of the Four Young
Artists, and in 1963 Jann Haworth followed the same route. Also in 1963 the work

of these young British artists was contextualized when The ICA hosted The Popular
Image , a show of twelve male American Pop artists,68 the first real sighting in

Bnitain of this work.

The ICA is more difficult to assess as its archives are not accessible. There were
women on the staff6% but they seem to have been practical executives of management
committee decisions,’0 whose membership included, in addition to Penrose, Read and

Cooper, Peter Gregory (director of Lund Humphries) and Peter Watson (a founder of

the magazine Horizon). When members of the Independent Group joined the ICA

infrastructure it was exclusively the men.7! The ICA record is very poor in showing

85 Along with William Green and Richard Smith - all from the RCA.
66 £Eg On the Balcony 1955-7 and Tattooed Lady 1957.

67 in agroup show called Sculpture, Objects, Libraries. Blake was represented by Objects
: Elvis and Cliff. Sinatra Door 1959, Girlie Door 1959 and Drum Majorette 1957.

68 Rauschenberg, Johns, Dine, Wesselman, Lichtenstein, Warhol, Oldenburg,
D'Arcangelo, Rosenquist, Wesley, Thibaud, Ramos.

69 For example Jane Drew, Dorothy Morland and Julie Lawson.

70 ‘I saw my role as that of a reliable god mother™ wrote Dorothy Morland : The IG : Post War
Britain and the Aesthetics of plenty, p. 191.

71 Alloway, Banham, Renzio .
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women: catalogues from the 1950s show that 90.2% of exhibition space was given to

male artists (see Appendix 2). And if we take the the six shows that exhibited Pop, or
proto-Pop work72 we find 23 male artists and only 2 women, a massive 92%

domination by men.

The Young Contemporaries

Perhaps the most important of the three sites was the Young Contemporaries.
Founded by Carel Weight, tutor in and later Professor of Darwin’s RCA School of
Painting, it provided a vehicle for the head of Pop activity that gathered there in the late
1950s and early 1960s and was the vital entry point into the public domain for all the
young Pop artists, with the single exception of Peter Blake (see Artists’ Trajectories

fig. 2.7).

Quickly becoming reputed and influential, the shows always gave a disproportionate
amount of space to students from the RCA73 and from the start successive generations
had their first professional showing there and then went on to fame and a place in the
canon of British fine art.74 The clear link between the two 1nstitutions synchronizes

nicely and uncoincidentally with the Darwin years.

Pop personnel start to emerge as early as 1954 with Joe Tilson. 1960 saw the
gathering of a critical mass of artists soon to be labelled ‘Pop’: Boshier, Hockney,

Phillips, Caulfield, Jones and Kitaj. Butitis generally agreed that the 1961 show

721952 Young Painters (that included Hamilton) and the 1958 Five Young Painters
(showing Blake) plus the 4 Young Artists shows for 1962/3/4.
73 In all but two of the 10 years from 1957 to 1966 around one quarter of the works were by
RCA students (24%-32%), although on average 35 schools were represented each
year The highest number of colleges represented was 65 in 1958 and the lowest was 19 in
1965.
74 For example the ‘neo-Bomberg’ painters, Frank Auerbach and Leon Kosoff; the kitchen
sink school including Jack Smith, John Bratby and Edward Middleditch; and what Frayling
defines as Abstract Expressionists and Alloway as 2nd generation Pop : Richard Smith,
Robyn Denny and William Green.
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provided a defining moment for the second phase of Pop and that the Young
Contemporaries reached its zenith as student Pop peaked in 1962 and 1963, the shows

after 1963 seeming to be something of an anti-climax.

Women were barely represented at all on the Selection Committees for the Young

Contemporaries. From 1949-6675 only two different women ever sat on the

committee (Prunella Clough and Bridget Riley) taking a mere 5 out of 133 places

(4%). And inthe 10 years analysed in detail, 1956-67, their appearance is even rarer,

dropping to 2%. (See Appendix 3.)

However, women students were on the Student Executive Committees from the
beginning.76 In 1957 there were actually equal numbers of men and women (4 of

each) and initially women did a bit better at getting exhibited in the Young
Contemporaries than at the other venues. Their appearance at the show was an

approximate reflection of their representation in the student body, at least among RCA
students.”77 By 1957, when there was parity on the Student Committee, so too was

there in the exhibition, ie women made up the same percentage (21%) of both the RCA
painting school and of the RCA contingent in the show. In 1959 RCA women

actually did better at the Y oung Contemporaries than in the College (35% and 26%

respectively).78

However, at the start of the 1960s the representation of RCA women plummeted

75Barring three years | do not have access to 1950, ‘52 and ‘56.
761n 1949 5 men and 1 woman.
77 As some students are listed with initials, (so the gender is unknown) a detailed breakdown
of the lists has only been done of RCA students where | can cross reference the names with
those in the convocation lists (where full first names are given). | have also restricted the
statistics to Painting . both the school and the section of the shows, as it is the most
pertinent, and at the RCA the figures are somewhat obfuscated by the inclusion of skills like
letter carving which would not be of relevance to this study. In 1953 women made up 19%
of the RCA School of Painting, and 16% of RCA works at the Young Contemporaries.
78 There are problems with providing a full gender breakdown for the early years of the
Young Contemporaries , | have been unable to trace 3 catalogues and of those available
several do not give breakdown by art school.
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dramatically to zero in direct correlation to the emergence of Pop Art in the show and

there were no women at all on the student committee in 1960 , 1962 or 1965.

In 1960, as the critical mass gathered and Peter Cresswell in the catalogue declared

that the show was for ‘virile’ ideas, the percentage of works by RCA women tumbled

from 37% to 11%79 , and there were no women on the student executive.

Alloway wrote the the Foreword for the 1961 catalogue, and clearly identified the
new concerns emerging in the work, which link it to the interests of the Independent
Group. Boshier, Phillips and Jones were all on the Student Executive Committee and
the latter two (President and Secretary respectively) rehung the show at the last minute
to give the RCA work more cohesion and identity. Boshier, Hockney, Phillips,
Caulfield, Jones and Kitaj were all showing. The show certainly attracted notice,
from critics and the media in general, as something definably new. However, the

proportion of RCA women represented dropped to a mere 2% .

1962, when Barker, Boshier, Caulfield, Hockney and Phillips were all selected, is
seen by many (including Frayling) as "the high water mark of the Young
Contemporaries’ .80 There is a breathless excitement in Andrew Forge’s almost
orgasmic ‘Foreword’ in the catalogue.8! What were to become classic works were
exhibited82 and media attention surrounded the show. And in this, the Pop year, no

RCA women were selected at all. Again there were no women on the student

executive and, with a rather stunning irony, Phillips showed For Men Only (fig. 2.8)

The 1963 Young Contemporaries basked in the aura of excitement generated in 1962.

79 Here | am taking works rather than individuals represented.
80 FRAYLING op. cit, p. 159.
81 He describes it as 'something that belongs to their year and to nobody else. ...
spontaneous...Hence the show’s brilliance... its mystery, the tantalising quality that is the
hallmark of a brilliant one-night stand.... the quality of a celebration, a parade, a unique and
fleeting juxtaposition. There will never be another one like it , ever.’
82 Hockney's four Demonstrations of Versatility, Boshier's England’s Glory, Phillips' For Men
Only - Starring MM and BB.
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The catalogue ‘Foreword’ by Trevor Halliday stressed the importance of the Young

Contemporaries show in capturing the fleeting moment, identifying the

contemporary cult of youth again...everyone hunting.. “the new”...the
fresh voice...that is why a series of student-exhibitions has suddenly
become important... one grasps more instinctively at what is relevant
here and now... the need of the moment, in each new student
generation. The young contemporaries provides a barometer more
sensitive than any other exhibition to what is in the air, it is closer in
touch with the time than any other group show in the country.

Yet again no RCA women were selected. The catalogue was graced with Gerald
Laing’s targeted face of Bardot ( fig. 2.9). It would seem that the ‘relevant’, the ‘need

of the moment’ was deeply gendered.

Jann Haworth did get exhibited but only by the skin of her teeth. She was initially
rejected by the Sculpture Committee, but her tutor from the Slade, Howard Cohen was
on the painting committee and insisted on her inclusion. Cohen was, of course, based
outside the RCA nexus and a case can be made that the Slade, from its very
foundation, was a far more supportive environment for women artists.83 Certainly
overall many more women from the Slade got shown at the Y oung Contemporaries
during the Pop years than did women from the RCA which supports the argument that
the workings of the core institutions, the RCA and the YCs, were gender biased and

very effective in their power to exclude.

The Y oung Contemporaries was set up with the intention of helping young artists to

commercial success.84 Hockney was very clear

83 Tess Jaray, a student there in the 50s/60s and now Head of Post Graduate painting,
argued strongly in an interview with me that the ethos and influence of Coldstream, as
opposed to Darwin at the RCA , made it a far more conducive place for young women.
84 |n its very first catalogue (1949) Hendry states quite openly the career problem and
hopes that the Young Contemporaries will be part of the solution

Between learning the art and earning a living there is a long lean spell. Until

he can sell, the artist finds it very hard to show. Until he has shown, and more

than once, he does not sell.
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That's when [ began selling pictures8s
and Haworth also stated quite unequivocally that the Y oung Contemporaries

was my road to fortune... Charterhouse School bought the painting and
the ICA selected a group for the Four Young Painters. That was

directly from the Young Contemporaries show.86
And those things in turn led on to her solo with Robert Fraser.

The shows provided the crucial first step into the nexus of exhibition and media hype,
as has been demonstrated by the trajectories of individual artists (fig. 2.7): Peter Blake
was the only one whose first show was not the Young Contemporaries. The absence
of RCA women from those Pop shows takes on a stark significance in terms of the
career outcomes and places in the ‘canon’. Denied initial visibility we have no way of

even knowing who might have been on the agenda.

In the 1961 catalogue Alloway commented that six out of seven submissions were
rejected. One of the problems, of course, is that we do not know what was submitted
and by whom. Haworth might well have been one of them. And we must assume
that women continued to send in work in considerable numbers since it is difficult to
believe that, at a point when their success in terms of college grades was increasing,
women suddenly lost the ambition to submit work, to the extent that their

representation would plummet, as it did, from 34% of the RCA contingent to 0% in a

mere three years.87

Over the five year period from 1960 -1964 the facts stand out starkly. On average,
women made up 30% of the Painting School at the RCA, got 43% of the ‘Firsts’, yet

85 STANGQOS, Nikos (ed)David Hockney by David Hockney Thames and Hudson 1976
(reprint 1984)p. 42

86 Interview with the author 24.08.94

87 There would appear to be a steep drop in women from all colleges (though perhaps less
extreme than for the RCA). Taking all named women (ie not with initials) the figures go: 1957
:29%,

1961 : 13%, 1962 :10%,1963 : 7%. However, as there is uncertainty about those using
initials only , these figures are but a broad guide
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only 6% were selected to show at the Young Contemporaries (fig 2.10). The
correlation between the absence of women from Young Contemporaries and the rise of
Pop there is quantifiable and indisputable. The dynamics which informed this

patterning will be addressed in Chapter 4.

The private galleries

The non-commercial venues88 gave visibility and credibility to the newly emerging

Pop Art movement but by 1962 we start to see the growing role of the private galleries

both in group and one-man (sic) shows.

The late 1950s and more particularly the early 1960s saw a shift in the relationship
between artists and their market and the emergence of Pop is closely associated with
the moment of this shift. While the significance of dealers like Kahnweiler has always
been recognised in the history of avant-garde Modernism, by the post war period this
role and related promotional activity had become far more fully developed. Art took

its place in the general consumer boom and became, in a far more overt way than ever

before, a commodity among others, with its own market to play.89 In London the

sheer number of galleries increased dramatically in the post war period®0 with many of

88 These included Arts Council travelling exhibitions, mostly selections of the Young
Contemporaries shows, a Festival of Labour exhibition entitied New Art ‘62 at Congress
House, exhibitions at the Whitechapel eg British Painting Here and Now and the New
Generation shows.
89 |n the USA this commodification of art has been plotted by GUILBAUT. Sin How New
York Stole the Idea of Modern Art, University of Chicago Press, 983. He notes not only the
increased role of dealers, critics and art journals, but also the interconnection with other sites
in the consumer field, for example using department stores for art sales and the pages of life
style magazines (eg Life) to promote contemporary art and artists.
90 Frayling quotes Carel Weight reflecting on the change of scene

[in] the 30s when | was a student, when London was an artistic backwater

boasting about a dozen dealers’ galleries none of which would seriously

consider giving an exhibition to a young painter emerging from art school.

The 60s have produced a very different picture; there are at least a

hundred galleries and the hunt for the young genius has until recently been

the order of the day .
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the new ones having a specific interest in young artists.%1 Robert Fraser is a nice

example of the confluence of concerns in the 1960s. He gave a number of the young
Pop artists their own show, was among the few gallery owners to give space to
American Pop, and was integrated with the youth/popular music/drug scene. For
example he socialised with The Rolling Stones, a fact that is commemorated in a Pop
art image by Hamilton Swingeing London 67 Il (1968) depicting the arrest, on drugs

charges, of Fraser and Jagger (fig. 2.11).

Before the war a reasonably successful artist might expect a show a year and little
attention in between. By the 1960s dealers were increasingly offering contracts,
where an artist would receive a fixed income and be committed to shows and sales.
The dealer, having made a bigger financial commitment would have to be engaged in
much more promotional activity, both here and abroad, to realize his investment. In

Private View, a book co-authored in 1965 by John Russell92 and Bryan Robertson?3

with photographs by Lord Snowdon which captured the London art scene, Russell

fears that in the previous few years what he called ‘The System’ had evolved which

stands for promotion, for publicity, for continual change, for a
stepped up rhythm of production, and for a show-business attitude to

what used to be a solitary and unpublicised activity94

There are issues here about how young women as opposed to young men might

situated in this field of play that will be returned to later.

The catalogue introduction to a show that featured Pop work at the Grabowski

Gallery95 in 1962 demonstrates how the private galleries picked up the baton from the

91 For example the post war wing of Tooth's set up by Peter Cochrane and David Gibbs,
Waddington's, Robert Fraser and Kasmin's among others.

92 Cop-author and curator with Suzie Gablik of Pop Art Redefined
93 Director of the Whitechape! Art Gallery at the time.
94 ROBERTSON,B., RUSSELL,J. and LORD SNOWDON, FPrivate View ,1965, p. 183.
95 featuring Hockney, Boshier, Phillips, Jones, Toynton , Shepherd and Wright.
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non-commercial venues

During the 1961 John Moores exhibition when the work of these seven
young artists created a considerable interest, the words that were
passed from mouth to mouth were ‘neo-Dada, and ‘pop-art’.
Somehow the titles stuck. The painters objected, first of all to these
titles and secondly to being bundied together. Within a very short time
it became clear that apart from getting on with painting it became
necessary for them to defend their positions.

This quote nicely reinforces points made in Chapter 1 about the problems in defining
Pop and the way in which the market was, de facto, leading the way. Italso
underlines the importance, for career development, of being selected for shows like
the John Moores. Given the pattern of gender balance in the earlier, non-commercial
shows one should not be surprised that it was seven men and no women that were

given this space in a London gallery to ‘defend their positions’ and sell their work. In
the same year Tooths%6 put on a similar show, again only men being represented.
Jeffress 97 did likewise, but did show women (including three works by Pauline

Boty: Epitaph to Something's Gotta Give (fig. 6.21) , Red Manoeuvre (fig. 6.22),
Doll in a Paint Box (fig. 5.74), all 1962. All three galleries were owned by men.

96 ‘Today’ in Tooth's exhibition was represented almost entirely by Pop works by Blake,
Jones, Phillips and Hodgkin (who at this point was still painting figuratively in a sort of sub-
Hockneyesque way). David Wynne was the fifth, older than the others and painting in a very
different style.

97 The Arthur Jeffress’ show brought together both generations of Pop Artists by showing
the Pop work of Hamilton for the first time anywhere (Homage a Chrysler Corp 1957, Pin Up
1961, and AAH!1962) and to Blake (two versions of Pin Up Girl, 1962). Itis interesting to
note that Homage to Chrysler, painted as early as 1957 and usually presented as a precursor
only got public viewing as late as 1962 with Boshier's Icarus Gives a Man Oxo Appeal |
Hockney's Demonstration of Versatility: a Grand Procession of Dignitaries in the Semi-
Egyptian Style, Sam, and Detail of a picture | had intended to paint in July 1959 and Boty's
work. There were also Pop style pieces from Bill Copley (Stripteaseuse) and Patrick Hughes
(Marching Stripes and The Gap). The show also included two other women : Anna
Teasdale ,who married Robyn Denny, and Evelyn Williams, ex- RCA and first prize winner for
sculpture in the John Moores 1961 show , demonstrating again the connection between
John Moore’s ‘61 and the commercial gallery system. The former seems to have since
disappeared from the artistic record , the latter has had considerable trouble exhibiting, a
condition she puts down, at least in part, to her gender.See GAUDIN, Pat ‘The Day the Sky
grew Lighter’ Guardian, 31 July, 1984 ,on the occasion of a retrospective of Evelyn Williams’
work. Also BATTERSBY, Christine The Female Sublime: Christine Battersby iocates Evelyn
Williams within the Sublime’ Women's Art, No 58 May/June 1994,
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In 1962 the older Pop artists started to have their first solos in commercial galleries,

followed in 1963 by the first wave of the younger generation, the others following in

the later years of the decade.98

During the ‘60s there is a marked increase 99 in commercial sponsorship for non-

commercial exhibition sites100 creating an intermeshing of the two worlds. Pop and

the ‘young’ art associated with the Young Contemporaries was becoming fully
recognised in the wider media world. It was a commodity ripe for harvesting and the
list of sponsors for it grew exponentially between 1960 and 1963 to include The

British and American Tobacco Company, Beaverbrook Newspapers Ltd., Courtaulds

Limited, J. Sainsbury and a range of art suppliers and publishers.101 Also fourteen of

the commercial art dealers sponsored awards!02 demonstrating again the closeness of

the links between these various sites. In 1964 the Whitechapel, under Bryan

Robertson, put on the first of their New Generation shows, with extensive

sponsorship from Peter Stuyvesant.103 Of the 12 artists represented at the

98 1962 Pater Blake at the Portal Gallery and Joe Tilson at the Marlborough Fine Art Gallery.
(Blake changed to Robert Fraser in 1985 (solo, Peter Blake , 23 works) and is then found
exhibiting at Waddington's in 1969). 1963: David Hockney with Kasmin, Pauline Boty at
Grabowski's, Allen Jones at Tooth’s and Ron Kitaj at the Marlborough Fine Art Gallery. 1964:
Richard Hamilton's first solo was at the Hanover in 1955 and showed a modest 12 works
dated 1951-55, none of them indicated his Pop interests. 1965: Patrick Caulfield at the
Robert Fraser, Colin Self at the Piccadilly Galleries, and Peter Phillips at the Komblee
Gallery, New York .1966: Jann Haworth at Robert Fraser's .1968: Clive Baker at Robert
Fraser’s . (Mention is made here of Self and Baker because of the role given to them later by
Livingstone).

99 In the early days there was very little sponsorship. In 1949 acknowledgements are made
only to the RBA, to Hendry of the National Gallery and to Artist Magazine.

100 The John Moores was always, of course, a point of promotion for the Littlewoods Mail
Order Stores Ltd, as is clearly stated at the head of the catalogues.

101 Gimpel Fils, M. Andre Susse, Alec Taranti, Rowney's and Reeves Thames and Hudson
and Faber and Faber.

102 The galleries of : Roland Browse and Delbanco , Kasmin, Marlborough, O’hana,
Hanover, Kaplan, Krane Kalmen, Robert Fraser, Picadilly, Redfern, Grabowski, Tooths,
Grosvenor, Arthur Jeffress.

103 Note the tobacco industry kicking in with both the Young Contemporaries and the
Whitechapel at the point when medical opinion is beginning to point the finger at the health
risk in smoking.
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Whitechapel, six were Pop artists104 and much of the imagery was gratuitously sexist

(the first showing of Jones’ Falling Woman (fig. 2.12), in which the only part of the

inverted falling woman that is visible is her vulva) and only one woman was exhibited

(Bridget Riley).

A comparison with Fluxus

The workings of the field of production have been accepted as the inevitable product
of their time, a ‘normal’, naturalized state of affairs. Inevitably, then, explanations for
the absence of women are sought in their lack of ambition or inability to engage at the
‘tough’ cutting edge of contemporary art, especially since they no longer suffered the
overt exclusions of earlier periods (banned from the Academies, the life class and so
on). A comparison with Fluxus provides the opportunity to expose the fact that these
structures were not ‘natural’ or ‘inevitable’ but culturally produced and gender biased.
The 1991 Royal Academy show, that was the instigation for this study, included a
discrete section on Fluxus in which women were represented on a ratio of 1:9, as
opposed to 1:202 in the main Pop show. Emerging in America, Fluxus belonged to
exactly the same period and the same art world, according to Haskell’s detailed
study,105 as American Pop. Whiting has observed the gendered nature of Pop in the
US, striking similarities emerging between her work and mine, and the American
‘roster’ of artists is seen , in the literature of Pop, to be as lacking in women as was
the British. So, if geography is not factor, why is there this significant difference in

the representation of women?

Fluxus, described by Ruhe as ‘the most radical and experimental art movement of the

60s’,106 was aloose association of avant garde artists, orchestrated by the eccentric

104 Boshier, Caulfield, Donaldson, Hockney, Jones and Phillips.
105 HASKELL, B, Blam! The Explosion of Pop, Minimalism and Performance , Whitney
Museum of American Art, New York (in association with W.W. Nortin and Company),1984.
106 RUHE, H Fluxus, the most radical and experimental art movement of the sixties
Published by ‘A’ , Amsterdam, 1979.
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figure of George Macunias (although that orchestration was not always accepted by
the participants) which had its origins and main base in New York, but was also
genuinely international, with venues and artists in Europe and links with Japan.
Macunias claimed that the main goal of Fluxus was social, not aesthetic, aiming to

undermine the traditional role of art and artist in order to close the gap between art and

life.

The movement, according to Elizabeth Armstrong, raised fundamental questions to do

with

how art is made, presented and received...with the boundaries of art -
how these are determined and by whom!107

Paik, writing in 1978, argued that it is necessary for a socially radical art movement to

go beyond the Marxist focus on seizing the means of production. asserting that

George Macunias’ genius is the early detection of this post-Marxist
situation, he tried to seize...the distribution system of the art world.108
(my emphasis)

Circumventing the conventional institutions of art Fluxus aimed to reach the public
directly. Working outside the ‘culture industry’ the artists created their own venues
for the performance work that was a core activity. When finances allowed they
produced artifacts cheaply as multiples, using commercially produced or found
materials and selling them directly to the audience, thus bypassing the mediation of the
gallery system and avoiding the commuodification and reification of the “art’ object.
Anti-elitist and anarchic, Fluxus , according to Joseph Beuys, another participant,

tried ‘to promote... a form of openness: openness, you might say, practically to the

point of dissolution’.109

107 ARMSTRONG, Elizabeth, ‘Fluxus and the Museum' in WALKER ART CENTRE /n

theSpirit of Fluxus, 1993, p.14.

108 PAIK, Nam June ‘George Macunias and Fluxus’, Flash Art, no 84-5, Oct-Nov 1978, p48

109 WILLIAMS, Emmett My Life in flux - and vice versa, Thames and Hudson, 1992, p35.
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In this open environment there is no question that women had a far stronger presence
right from the beginning. It was in Yoko Ono’s loft that the first Happenings took
place and where Fluxus personnel first worked together, her earliest collaborations
with Macunias were before Fluxus was officially formed. Alison Knowles was a
founder member and remained central throughout. Other women involved included
Alice Hutchins, Carla Liss, Jane Knizac, Joan Matthews, Meiko Shiomi, Shi geko
Kubota, Takako Saito, Barbara Moore, Carolee Schneemann and Charlotte
Moorman. Kate Millet was also a collaborating artist during the time she was
working on her paradigm-shifting feminist text Sexual Politics. Throughout Fluxus

there are examples of the rejection of conventional sexuality.!10 There are a number

of examples of cross dressing performances, one of the nicest perhaps is Black and
White performed by George Macunias and Billie Hutchins at their Flux Wedding
(1978) in which they undress and then dress in each others clothes to expose

constructions of gender (fig. 2.13).

Their work used strategies and engaged with themes that unquestionably presaged
feminist work of the following two decades. Millet produced a number of
environmental works around the theme of caging, the narrowness of women’s lives,
furniture and disposable place settings (fig. 2.14).Y oko Ono wrote several ‘pieces’
that centred round her experience of miscarriage. City Piece 1961 calls for the
performer to ‘walk all over the city with an empty baby carriage’ and Beat Piece 1963
used the recorded heart beat of her miscarried fetus. Alison Knowles brought the
domestic into the arena of art, presenting cooking and child care as creative acts in
ways that are reminiscent of The Woman House in the 70s. For example, in 1962
Child Art Piece: was comprised of two parents entering with their child, choosing a

‘procedure, bathing, eating, playing with toys...they continue until the procedure is

finished’. And in 1964 she presented Salad, and Soup111 where the instructions are to

110 Pajk challenged the boundaries many times, and often collaborated with Charlotte
Moorman in his pieces. During Opera Sextronique (1966) Moorman stripped (while playing
the cello) and was arrested for indecent exposure, raising questions about woman'’s body in
art and the institutions that control and litigate that body.

111 Premiered 9 November , 1964 at Cafe au Go Go in New York.
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enter, make the salad or the soup and then exit. Shigeko Kubota’s VaginaPainting
(1965) (fig. 2.15) offered a similar challenge to gendered notions of creativity.
Dipping a brush, that had been fixed to her knickers, in red paint, she moved about
over paper spread on the floor to produce eloquent gestural marks. Yoko Ono’s
famous Cut Piece (first performed 1964) (fig. 2.16) invited the audience to cut away
her clothes challenging conventional notions about the female body as ‘art’. Issues
around sexuality and display were also explored in Serenade for Alison (1962) in
which Alison Knowles entered dressed very conventionally, climbed on a table and
proceeded to take off pair after pair of knickers before an audience, never revealing
any thing. In baroque, visceral works like Meat Joy (fig. 2.17) Carolee

Schneemann explored issues of sexuality and the female erotic.

Alison Knowles reflects on this presence of women in Fluxus as opposed to Pop :

freedom, easy interchange, intermedia were in the air for us in
1958-62. There seemed no reason to exclude women from all
‘unformed’ ‘non-manifestoed’ gatherings of performers. We
needed everyone ...Pop Art was immediately an art

phenomenon and headed for the galleries and museums.112

Carolee Schneemann considers that it was performance art, presented in alternative

spaces, outside the art institutions that gave her her opportunities,

because it was an openterritory. The art world - the art
industry (galleries, collectors, magazines, critics, art
departments) - had been wary of performance art. We were

hard to commodify...(my emphasis)!13

In 1985 Thomas McEvilly, reviewing a small exhibition of Schneemann’s art works
as opposed to her performances, went further. While Schneemann’s ‘niche in the
history books is assured on the basis of Meat Joy’, he notes that her gallery work has

consistently been neglected

It was not, I think, considerations of quality that caused

112 |etter to the author, May, 1994
113 SCHNEEMANN, Carolee ‘The Obscene Body/Politic’ Art Journal , vol 50 no 4, Winter
1991.
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Schneemann’s works to receive virtually no attention while
those of her male contemporaries were spotlighted. In the early
60s women artists were by and large excluded from exhibiting
in New York Galleries, regardless of the quality of their
work11+4

The conceptually rigorous performance ‘events’ of Fluxus, with their attentiveness to
‘insignificant’ phenomena ‘confounded; according to Haskell, ‘the distinction between
art and life beyond recognisability’115 offered opportunities to women artists to
engage in what | would argue was a ‘proto-feminist” manner. This kind of
engagement was far more problematic in relation to the already mediated imagery of
Pop. The forms of art, the un-commodifiable ‘event’ and ‘valueless’ multiple as
opposed to the easily consumable art products of Pop are, of course, inextricably
linked to the kind of distribution networks that can accommodate them. But, in so far
as they must be picked apart to be analysed, we can argue that Fluxus’ deliberate break
with the existing structures of the art world provided spaces for interventions by
women artists, which, as soon as they were culturally available, they energetically
occupied and used 1n a totally avant garde manner, giving the lie to any idea of

personal failure or inability to be truly innovative.

The ‘openness’ of the field of Fluxus is so very different from the tight knit and
institutionally policed world of Pop described in this chapter. A careful mapping of
the productive and distributive apparati from which Pop emerged exposes a pattern of
almost total male domination of the infrastructures of the institutions involved, from
art school to non-commercial exhibition sites to the commercial art market. Forming a
continuum with and given validity by the pre-war British avant-garde, itself male
dominated, they were often informed by masculinist if not overtly misogynist values.
The elements of the field were closely intermeshed both in terms of the personnel and
the logistics of the career trajectories of individual artists: the RCA giving access to the

Y oung Contemporaries which was a vital first rung to reach the ICA Young artists

114 MCEVILLEY, Thomas ‘Carolee Schneemann, Max Hutchinson Gallery’ Art Forum , April
1985, p9z.
115 HASKELL, op. cit, p.50.
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shows and the commercial market. The statistically demonstrable effect was the
marginalization. in fact, the near absence, of women artists, a situation that actually
got worse during the so-called liberated ‘60s in direct correlation with the emergence
of Pop. The most stark illustration of this is to be found in the Young Contemporaries
shows of the early 60s with the confluence of older generation art world support, the
distillation of ‘virile’ values, the emergence of Pop as a movement and the total

disappearance of all the RCA women painting students.

This chapter presented, quantifiably, the structural sexism of the field of production
and distribution of British Pop, demonstrating just how far it was from being a level
playing field for women. However, some women artists did function within it,
notably Pauline Boty, and the next chapter will consider why she might been regarded

an exception in what seems to be such a problematic environment.
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Chapter Three

PAULINE BOTY : A GLORIOUS EXCEPTION?

Pauline Boty was one of the very few women artists who both chose to engage with
Pop Art and, despite the hostility of the terrain, managed to practice within it. The
question must be asked why she should have broken with the norm to become, in
Germaine Greer’s term for Gentileschi, ‘a glorious exception’. A case was made in
the ‘Methodology’ for the micrological, 1e the historically specific close attention to the
particular life, and this chapter will argue that the particular circumstances of Boty’s
formative experiences, in some ways unusual (in the family context) and in others
fortuitous (at Wimbledon School of Art), provided the atypical conditions that both

motivated and facilitated her engagement with British Pop.

However, the chapter will also keep an awareness of Boty as a ‘subject’ and thus ‘the
product and effect of discourse, ideology and social relations’ (Wolff).! The

following two chapters (Four and Five) will trace the trajectory of this ‘subject’ across

the cultural field of Pop, observing the nature and effects of her negotiation of it.
Family and childhood
The family is an historically specific and socially constructed arena within which

individuals negotiate a sense of self and their relations to the wider socio/cultural field.

There are particular circumstances in Boty’s that might be seen as productive of a

1 WOLFF, 1993, op. cit., p.147.
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subjectivity that was willing and able to challenge gendered assumptions and engage

with Pop art.

Pauline Boty was born in 1938, in the London suburb of Croydon. Her father was an
accountant, her mother a housewife. She had three older brothers, Arthur, six years
her senior, and twins Albert and John, born in 1934. When she was still a baby there
was a move to Slough and then, in the war years, to Carshalton, a suburb just west of
Croydon, first in Grosvenor Avenue, then in 1944, as the doodle bugs fell, to what
Pauline later referred to, with a tinge of irony, as ‘a desirable semi’ in Benton Road.
The family photograph album pictures them in the sunny suburban garden (fig. 3.1)
and ‘captures’ Pauline’s growing up, from pretty toddler to puppy fat teenager,
attending Wallington Girls County Grammar School, through a ‘bohemian’ phase to
elegant, fashion conscious young woman ready to leave for London proper and the

RCA in 1958 (see images figs. 5.27-38 to be discussed fully in Chapter Five).

It would seem to be a stereotypically conventional background. But, as is well
known, constructed narratives of the “happy family’, as articulated in family albums,
often hide a darker and more complex experience. In Pauline Boty’s case there were
exotic and disruptive aspects to the family history which perhaps go towards

explaining why rhis daughter of suburbia broke the mould.

Although described by his son as ‘a staunch British conservative’, 2 Pauline’s father
Albert Alexander August Boty, was in fact half Belgian, half Persian and born in
what is now Iraq. He was the son of a Belgian sea captain, who ran a lucrative
import/export business from offices in Bushehr and Bombay, and a mother reputedly
of ancient Persian lineage (fig. 3.2). A more than comfortable infancy (fig. 3.3) was
disrupted in 1913, when, aged only six, the father’s ship was attacked and looted by
pirates. Floating alone for several days in the Persian Gulf, the captain was so
debilitated that, when he was finally picked up, he succumbed to yellow fever and

died. Pauline’s grandmother, left with no means of support, married her husband’s

2 John's descrigtion, in interview with the author, April 1996.
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Greek business partner, Fassilis, who agreed to maintain the children financially but
would not live with them. Pauline’s father and his younger brother were packed off to
a seminary in the Himalayas. Then, in 1920 (aged 12 and 14) another adult whim sent
them across continents to the Catholic Panel Ash College in Harrogate to complete
their education. A littie later, for reasons that are unclear, ail financial support ceased

and Albert Alexander found himself stranded in England, compounding the sense of

abandonment he had already felt after his father’s death3 but also initiating his
Anglophilia. He managed to get himself trained as an accountant, that almost

stereotypically *safe’ profession,5 very far from his own father’s swashbuckling

enterprises in the middle and far east, and to put together a conventional, suburban

English lifestyle (fig. 3.4).

The emotional truth of his peripatetic childhood was one of betrayal, rejection and
insecurity in reaction to which he spent his adult years painstakingly enacting the
appearance of normality and security. After Pauline’s death her daughter (Boty
Goodwin) was brought up by her grandparents, and the careful artificiality of this

lifestyle is described in a piece she produced for a writing course in the 1990s

Thinking back to when I was growing up its strange to think of him as
not being English. When I was a child I didn’t realise that the routines
within my grandparents house were any different from anybody else’s.
[t was only when friends would remark about how they loved coming
to our house because we did all the things that English people “did in
books” did [ really think about it. Now I remember my grandfather
pedantically teaching me how to make a real cup of tea, carefully
mixing equal amounts of the best Earl Grey and Ceylon tea together,
gently warming the tea pot before adding the tea leaves and boiling
water - tea was always served at four with fruit cake and cucumber
sandwiches, cut on the diagonal with no crusts. Sunday always meant
roast beef lunches. Gin and port were his favourite drinks and he was
proud of his English rose garden.

3 As he recounted it to his daughter-in -law many years later, he had had no contact with his
mother after her remarriage. This can not have been totally true as there are photographs of
the children with their mother and step-father and other younger step siblings.
4 in 1929 he was admitted as an Associate (‘not in practice’) to the Institute of Chartered
Accountants, and finally in 1934 as Associate in practice in Lewisham.
5 'He was a chartered accountant’ opines his daughter in law, Bridget, ‘and thought like that
until he died’.
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When I was four years old, he sat me on his knee and said: “If you
want to get on in this world you have to know the rules of cricket”
which I learnt and would solemnly recite. In my teens [ loathed his
affection of Englishness: Surrey’s Great Gatsby.

The stability of this ‘construction’ was important and Albert Alexander was meticulous
in its maintenance and expected all members of the family to be so too. The brothers,
particularly the twins, used the term ‘normal’ repeatedly in interviews with me,
‘everything ordinary and normal’, John insisted, as if remaining under a paternal
injunction never to let the illusion slip. Pauline herself spoke little of her ‘exotic’ past,
never used it to gain avant-garde credibility. Friends interviewed in 1993 by Sabine
Durrant are vague and inaccurate: two ‘were convinced her father was
Egyptian...another suggested Dutch’.6 Durrant is mockingly dismissive of these
‘subconscious attempts to romanticise her beginnings’, *Albert Boty was, in fact’,
she asserts, ‘an English accountant who lived in Surrey’. This is a fascinating
reversal of the usual imperative of the (usually male) artist to self-mythologize an
‘interesting’ past or origin. Debunking such self mythologising, as Durrant does, is
now a commonplace strategy among critics and historians. Pauline, however,
suppressed an exotic background. Perhaps being a woman was oddity enough in the
art world, at a time when there were almost no female role models. A women needed

to fit in rather than stand out.

In fact, Pauline grew up in an 'abnormal’ ‘normality’ and must have been keenly
aware, just as her own daughter would be, of the ‘constructedness’ of its paradigmatic
‘Britishness’. It might be argued that this tangential displacement in relation to her
indigenous culture contributed to her keen awareness of the constructedness of cultural
positions in general; an awareness that, as will be shown in later chapters, was

reflected in her art practice and interests.

Within the family, Albert Alexander was, perhaps understandably given his

background and the period, very controlling, very much the pater familias. Pauline

6 The Independent on Sunday, 7 March, p.13.
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was also the younger sister of three brothers. There is consensus among the brothers
(and their wives) that this gendered familial positioning was significant in her character

formation.

In the account of their childhood given by Arthur and twins John and Albert, the

children all went around in a gang of kids: riding bikes, climbing trees, trying to cross
the local wood without touching the ground, playing cowboys and Indians.7 In

general the girls ‘just tagged along’. John considered that Pauline probably ‘jolly well

had to be a Tom boy’ and Albert admitted that she spent a fair amount of time tied up

‘She was always the Indian, you see’.8

Arthur, a little older and not so involved with the childhood inter-relationships,
remembers his brothers as ‘shockers’ bullying Pauline and blackmailing her into
doing their chores. The broader social constructs of gender can be seen to be played
out in the family in the language of the brothers and their acceptance of a gendered
hierarchy. There is the very concept of the “Tom boy’, the assumption of the
proactivity and dominance of the boys behind whom the girls 'tagged along’,
identifying with the passive ‘other’ of the Indian. The fact that she might have spent a
fair amount of time tied up was recounted with wry amusement.

Pauline herself recalled, in an interview with Nell Dunn

when | was very little [I was] surrounded by brothers and everything,
who kept yelling ‘Shut up, you’re only a girl’. I wanted to be a boy

my brothers always tortured me fantastically... they used to torture me
till I was in such a rage that [ would pick up anything to kill them you
know, and this was their whole point of doing it, you see, to get me to

this point where I was just a screaming maniac.?

7 After the war there were family holidays, the Isle of Wight, Brighton, Camden Sands,
Bognor, where their father had a boat for a while, and then many holidays on the Broads in
their father’s boat there, the Ancient Mariner - the grandfather’s nautical inheritance coming
through perhaps, but in much more contained and safe circumstances.
8 Interview with author, autumn 1997.
9 DUNN, Nell, Talking to Women, Macgibbon and Kee, 1965, p. 24 and p. 25.
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These sibling relationships might be seen as absolutely typical of a post-war suburban
childhood, yet, rather than becoming compliant with gender roles, Pauline reacted
against them, battled with both brothers and father and arrived at Wimbledon School
of Art, aged only 16, with strong convictions about breaking gendered expectations
and succeeding as a woman artist. Arthur considers that since she had to be tough to
deal with these three older brothers it definitely contributed to making her an
independent spirit, making her able to stand up for herself. Pauline herself
acknowledged, to Nell Dunn, that her brothers’ treatment ‘in some ways

probably...helped to make me what I am’.

It could be argued that her mother provided a key influence. When Veronica Stewart
(fig. 3.5), of Irish extraction, married Albert Alexander, in 1932, there was no

question of her going out to work or of having an identity outside the family. As was
typical of her generation, 10 she committed herself to her family diligently and

creatively, cooking wonderfully and dress making. Her husband would lay down
five year plans on his own terms, brooking no debate or consultation. Veronica found
that she could not openly voice an opinion that differed from his on these plans.
Arthur remembers that ‘he would lay down the law and she had to survive’, which

she did, as did many women of her generation, by circumventing him, finding ways

of getting what she wanted indirectly.11

But this stereotypical picture of the suburban housewife is too partial. To her daughter
in law, Pam (John’s wife) she was very much the ‘modern woman’, much more so

than her own mother. Pam describes her as slim and ‘nervy’, reading copiously,

10 See WILSON, Elizabeth ‘The chief means of fulfilment in lite’ in Only Haif Way To Paradise
Women in Post War Britain . 1945-1968 _ Tavistock Publications, 1980, p. 60.
11 He was very controlling of the women in the wider family. Bridget (Arthur's wife)
remembers that after he had established the newly weds on a farm he had bought for them,
he would check her housekeeping money. Many years later when Arthur was in hospital and
Bridget was running the farm, she was not allowed a cheque book and had to trek to the
hospital every time a payment was needed. Their oldest child, a boy, Christopher, was given
shares in the farm, but when he died tragically young in a shooting accident and the next
child, Fiona, started farming “she wasn't allowed any shares. This happened all the time. it
was always down the male side, nothing for the female side.” opined Bridget.
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enjoying a smoke and a drink (changing the mark on the bottle so her husband
wouldn’t notice) fashionably dressed, opinionated about art and current affairs (at
least in the kitchen and when Albert was not present). ‘Y ou had always pictured
yourself” wrote Pauline’s daughter, ‘as elegant and elusive, almost eccentric, which
you probably were in the tight affluent suburban world you inhabited.” A defining

element in her self narrative was that she had gained a place at the Slade but that her
father had refused to let her go. The pride, of potentially having been a contender, is

balanced by a sense of loss and grievance that stayed with her throughout her life.
Recounted to me by five members of the family and also appearing in Boty
Goodwin’s writing, it was part of the emotional landscape of the family. According
to Pam, Veronica ‘was very pro-woman’, aware of women’s oppression, feeling that
they ‘had a bad deal in life’. She would get angrily vocal over things she saw in the
newspapers or heard on the radio, that illustrated that it was still ‘a man’s world’ and

was insistent that ‘Pauline should have a good education’.

So, Veronica did provide a counter balance to the male domination of the home,
articulating a view of the oppression of women which must have had an abiding
influence on Pauline. Her poor health then provided the circumstances for another key
event in the lives of the family. In 1949, when Pauline was eleven, Veronica
succumbed to a life threatening attack of TB. In Pauline’s words ‘the family became
chaotic’.12 In interview all three brothers made it very clear that it had been a highly
traumatic time. A year or two before Veronica’s mother (Pauline’s Irish grandmother)
had died. This was a huge shock to Veronica, she deeply loved, almost idealized her
mother, and it had also removed a stabilizing influence in the family. Shortly after her
mother’s death Veronica’s father, who had a history of depression after having been
gassed in the First World War, committed suicide. When Veronica fell ill there was
no grandmother to step in and run the ship. A daily help was employed, but coping
with producing meals was beyond Albert Alexander. In retrospect John claims that

the task of cooking fell to him, which he resented to the extent that he still abhors

12 DUNN,Nell, op.cit., p. 17.
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cooking. Pauline, however, recounted it differently ‘I was expected to be mum
immediately and take over and cook and do stupid things’ she told Dunn.!3 Perhaps

this female role was so naturalized they did not even notice her picking it up.

The sense of a fearful rupture was palpable in the interviews I conducted decades later.
The fear of death was very real, Albert Alexander’s own sister Ida (Pauline’s aunt)
had died of TB, and there was the awful risk of contagion. Veronica had to have
separate cutlery and constant vigilance was needed to avoid cross infection. It is from
this time that Pauline charts the depressions she became prone to and from which she

was suffering acutely in the penultimate year of her life.

But it is the sense of the fragility of their carefully constructed normality that comes
across most strongly in interviews with the brothers, the fear of disorder, anarchic
chaos. Pauline, however, had been disadvantaged within that ‘order’ and saw

freedom and the beginnings of her unconventionality in the period of her mother’s

illness. She was later to tell Nell Dunn ‘1 like chaos in a way’.14

we really had a fantastic amount of freedom, in fact we were left
completely to ourselves ...so | haven’t had a very conventional life

although my parents are fairly conventional.15

Brought up as a Catholic, she had been confirmed, but when Veronica fell ill church
attendance went by the board. Pauline’s Irish grandmother had been vigilant about the
religious upbringing of the children but her recent death removed another controlling
influence. Pauline never resumed church attendance. Perhaps there is some truth in
the cliché that Catholic girls, who reject their Catholicism, grow up wilder and more
licentious than others. At least this shift from control to ‘freedom’ obviously had a
profound impact which is again reflected in Boty Goodwin’s composition.

Addressing her grandmother she writes

13 bid, p.18.
14 Ibid , p.18.
15 Ibid , p.18.
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You were bedridden and your teenage daughter enjoyed a freedom few
girls ever had. She was unfettered by your control, and, taking
advantage of your husband’s wilful blindness, she was able to run
rings around her chaperones.

Boty Goodwin gets the details of dates and the duration of the illness wrong, and
could not have got this version of events from direct experience, but this ‘narrative’

must have been current in the family (perhaps heard from her father, Clive Goodwin).

After about two years of serious illness, with the family drifting rudderless, the new
wonder drug, strepamycin, became available and Veronica, although left with only
one lung, was cured. ‘Then things returned to normal’ said John - again that word.
For Pauline, however, it was a taste of freedom and self-determination which she
never relinquished. Beryl Cotton, a friend at Wimbledon College, who didn’t know
the family, mistakenly thought Pauline must have had ‘rather free thinking parents...
she would be allowed to stay at all night parties and | wasn’t’. Perhaps more to the
point was the fact that, by the time she was 16 or 17, as Cotton herself putit “perhaps

no one could have prevented her anyway’.

Writing in the 1990s Boty Goodwin, drew on her own direct experience in the "70s

and ’80s to describe Veronica as

happy in your own world of lan Fleming novels, Milton’s Paradise
Lost and Woman’s Hour.

In the evenings you would pour yourself a very large sherry and cook
some of the best meals I have ever tasted in my life while listening to
Maria Callas on the radio....The bitterness towards your own father for
not allowing you to attend the Slade School of Art, because women
simply did not do that kind of thing, had long fermented into despising
your husband and the more than comfortable life he had provided.

Pauline, however, perhaps in reaction to the mismatch between her mother’s

awareness of oppression and her actual submission to gender roles, did not join in her
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quiet ferment of resentment. Once into her teenage years she challenged her father

head on.

The daughters in law described Pauline’s father to me as ‘a chauvinistic pig’, ‘the
biggest anti-woman.” His sons describe him as having ‘no give’, ‘I’'m a conservative
and that's that” would be his position. ‘My father’ Pauline told Nell Dunn *..had a lot
of Victorian ideas. He didn’t even want me to work when I left school’.16 Ideally he
would have liked her to have married one of his clients and settle down to the
housewifely role. But these were conventions, she told Dunn, that she did not feel
bound by. According to Pam, Pauline challenged her father ‘flauntingly’, Arthur
says‘tactlessly’, taking him on before breakfast, for example, which everyone else in
the family knew was a bad moment. All remember terrible rows resulting. Many of
their clashes, when she was a student, were over money. She was often desperately
hard up, there are anecdotes of shoes with holes in she couldn’t afford to have

mended. Given that he was financially generous to his sons and ensured they had

successful careers,17 Pauline’s frustration at his unwillingness to support her properly

is understandable. Various student friends!8 commented on the strain Pauline felt in
the constant conflict with her father, that it was a real sadness in her life, but she didn’t
flinch from her confrontational stance and, according to her brothers, usually got

what she wanted after a fight.

Pauline had attended Wallingham Girls County Grammar School where, by all
accounts, she was a very bright, intelligent pupil. She did well in all subjects except
maths, was good at games and showed a real aptitude for drawing. Within the family
there was a general recognition that she was the most academically able and she outdid
her brothers at ‘O’ levels. Then she won a scholarship to Wimbledon Art School.

Her father did not want her to go, but it was the fulfilment of her mother’s own

16 Ibid., p.17.

17 He bought a farm for Arthur, a printing business for Albert, gave John his own firm.

18 Eg Sally Miles at Wimbledon and boy friend Jim Donovan at RCA, in interviews with the
author.

85



Chapter Three: Pauline Boty: a glorious exception?

desires, so perhaps Veronica used her influence to persuade him. He certainly did not
consider art a ‘proper job’. John had wanted to go to art school but had given in to
‘what dad wanted’ and had joined the family accountancy firm. Pauline continued to
fight her corner and ironically it may have been because she was a girl, that is, would

marry and be supported by her husband, that he finally capitulated.

Wimbledon School of Art.

In 1954, aged 16, Pauline Boty won a scholarship to attend the Wimbledon School of
Art and on the 29th September she enrolled on the two-year Intermediate course (the
equivalent of the current Foundation course). In 1956 she passed in lithography and

went on to study for an NDD in stained glass, from which she successfully graduated
in May 1958. During that time she had a painting, Nude in Interior , accepted for the

Young Contemporaries exhibition in the spring of 1957 where it was shown along

side works by Robyn Denny, Richard Smith and Bridget Riley,19 among others.

Boty joined the intermediate course a little late, having just returned from a trip to
America with her mother to visit a maternal uncle. She befriended another late joiner,
Beryl Cotton.20 After the Foundation years, they moved into different social groups
so Beryl’s memories, related to me in an interview in 1998, can be safely dated to
1954-6, that is when Boty was between 16 and 18 years of age. Cotton was very

struck by the fact that

She was very ambitious. What was interesting was that even at that age
she would say ‘Look at all these other students, they are just here filling
in time till they get married’ ... She said ‘“That's not what I want, I want

19 All already students at the RCA, Robyn Denny showed a collage, Richard Smith The
Farm and Roddy Maude Roxby River. Bridget Riley (still at Regent St Poly.) showed Blue
Yonder . Pauline’s friend and colleague at Wimbledon, Gillian Wise, also had a painting
accepted Still Life with Iron Pot.

20 | made contact with Bery! Cotton, not through art world contacts but because, quite
coincidentally in the late 1990s, she was going to the same adult education class as my
mother.
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to be a painter. I’'m a serious artist.” I do remember that, she was
always very serious about her work.21

She had also grown into a strikingly good looking young woman; tall, voluptuous,

with thick blonde hair and an infectious grin, (see fig. 3.6) she was, in Beryl’s words

always the star, always very funny , very witty, very talkative, very
much the leader, especially among the girls, very good at writing and a
real stunner at any party.

Instead of tagging along behind big brothers and being told to shut up because she
was ‘only a girl’, she was admired and courted. She made an enduring impact on

those who knew her, remaining vivid in their memories as ‘talented’, ‘splendid’,

‘wonderful’, ‘amazing’, ‘lovely’ and always ‘so beautiful’.22

The artistic talent that underpinned Boty’s ambition as a serious artist is demonstrated
in very early work. For example when she was only 17 years old a sketch book,
dated 1955 and still belonging to one of Pauline’s brothers, includes a sensitive and
effective watercolour of her sister in law, Anna (fig. 3.7). Other pages show her
brothers sitting, reading, thinking, writing (eg. fig. 3.8). Albert said it reminded him
of Sunday mornings, hanging about in the house, waiting for lunch, with nothing
much to do. Another page is a pen and ink sketch of a bungalow on the Broads that
the family borrowed from a friend (fig. 3.9). Probably taken from a photograph,
showing Pauline and her father on the verandah, (see fig 3.10) it shows the the easy
handling of perspective and an early use of photographic sources which was to
become a feature of her Pop Art work. In two self-portrait sketches she pictures

herself as serious and absorbed (eg. fig 3.11).

21 Interview with author 14.6.98, as are all other quotes from Beryl Cotton.
22 Sally Miles, Jennifer Carey, Stella Townson, Beryi Cotton, Ray Bradley, interviews with the
author. Paul Hetherington, author of a history of the Wimbledon School of Art didn't join the
staff until 1962 but found that ‘she was still recalled by staff who knew her before 1958’ letter
to author 17.08.98
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She could draw (Beryl asserted) was very good at life drawing and
definitely excelled compared to the other students there.

From the same period are a number of oil paintings: a self-portrait (fig. 3.12), a
portrait of her brother John (fig. 3.13), an untitled still life with chair, black jug and
drapery (fig. 3.14) and a small painting of a cherubs head on a red background (fig.
3.15). These pieces demonstrate, in the control of technique and medium, a sound
knowledge of and ability in traditional, representational painting skills and a

considerable confidence in a 17 year old.

In 1956 Pauline finished her intermediate course. At that time it was common to
remain in the same college and to look around within the institution for a diploma
course that would meet your needs. Painting in British art schools in general was very
far from the modernist front line, mostly dominated by traditional figuration using a
limited brown palette. The Painting School at Wimbledon was still working in pre-
war styles and ‘was not run by the most lively of people’.23 However, in the School
of Stained Glass (which was seen as a fine art practice, so encouraged painting within
its remit) a fortuitous confluence of circumstances provided an unusually conducive

environment for an aspiring woman artist with an interest in contemporary culture.

It had recently been taken over by a new, young, member of staff, Charles Carey. It
was his first teaching job to which he brought enormous energy and commitment,

invigorating the department and inspiring the students to engage with contemporary
concerns: ‘the chance not to do Stanley Spencer” as he putit.2+ He soon attracted

lively students with new ideas, and Pauline was to be one of them.

From the late ‘40s, when studying at the Anglo French Art Centre at St Johns Wood,

23 jan Bradley, Pauline’s contemporary in School of Stained Glass : interview with the author
4.01.97.
24 |Interview with the author at the Chelsea Arts Club 1.2.96.
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Carey remembered being engaged in debates that predicted a major shift in the culture
and ‘the end of easel painting’. When the film Miagara was shown in Leicester
Square (1953) the cinema was topped with a huge horizontal hoarding of Marilyn
Monroe lying on the great cascade of the waterfall, he remembered people were saying
‘this is the art of the future’ and he agreed. After a year in the army and two as a
student at Wimbledon he studied stained glass at the RCA during which time he also
worked on the Festival of Britain. In 1954/5 a French government scholarship took
him to Paris where he was introduced to Abstract Expressionism, yet to be exhibited
in London. Returning to England he got a job at Wimbiedon and resumed a
longstanding friendship with Robyn Denny.25 Denny, a little younger than Carey,
had been a contemporary of Peter Blake at the RCA and introduced him to Blake’s
innovative use of popular culture artifacts. Carey remembers seeing his amazing
collection of ephemera collected since childhood: sweets untouched and still in their
original packaging, rubber stamps of fair ground ladies, comics, cigarette cards,
rooms and rooms of the ingredients of everyday life. Bruce Lacey type interventions
were all in the air too and Carey took an awareness of this kind of work to his

Wimbledon students, creating a link to the RCA.

Carey set his students projects that broke the mould of the stereotypical, English
notion26 of stained glass: swimming pools and night clubs rather than churches.

Their influences were painterly rather than from stained glass: Chagall and the bright,

colourful and ephemeral imagery of Leger that linked well with their fascination with
montage and collage. Max Emst was also an influence as was Schwitters.2” Carey

encouraged the use of collage as

a way of importing immediate and contemporary imagery...Students
started taking photographs of torn poster displays, chance

25 They had been at school together and met again at the Anglo French centre They ended
up sharing a flat and remaining life-long friends.

26 perhaps informed by a more continental approach to stained glass, evidenced in Art
Nouveau.

27 Jennifer Carey remembers they had a small book on him , much handed round and
thumbed. Interview with the author 6.1.97.
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configurations on the street, collecting old bus tickets, flotsam and
Jetsam from the fore shore and from skips etc., can and bottle labels,
scraps that suggested the life outside the rarefied atmosphere of
anatomy, art history, life models, pictorial composition and the smell of
turpentine.28

One project was for a war memorial window and the work produced incorporated
Union Jacks and collaged old photographs - imagery that was part of the proto-Pop
iconography. Ina stained glass piece (see fig. 3.16) photographed by Charles Carey,
Pauline translated this collage aesthetic directly into glass, something she continued to
do when at the RCA. The medium, with its hard edges and sudden transpositions
across the leaded outline, offered itself, unexpectedly perhaps, to this approach.

Carey wrote of this piece

[t was based on an original ‘collage’ that arose out of a project where
we discussed the reported assertion of Picasso that he could make a

work of art from the contents of his waste paper basket.29

Carey opined that in this area of work

Pauline made an original contribution as she was naturally ‘street wise’
in the ways of fashion and sensitive to the way ‘Art’ in England and
America was beginning to reflect popular concerns, this sensitivity to
and enthusiasm for popular culture began to manifest in her work in

her years at Wimbledon30

Another important visual influence which was to develop at this time, and to continue

until her death, was an interest in film - both the popular culture American offerings
and new wave continental work. Jennifer Carey, Charles’ wife, remembers3! going

with Pauline to a small cinema in Upper Richmond Road which showed continental

28 |_etter to the author 20.1.97.
29 Ipid.
30 Jbid.

31 interview with the author 6.01.97.
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films. Like Charles, Jennifer had been on a scholarship to France and brought back
with her an interest in, and knowledge of, avant garde film making there. They were
deeply impressed by Andrzej Wajda’s Polish trilogy, especially Kanal that came out
in 1956 and Ashes and Diamonds in 1958. The films chronicle the experiences of
young Poles in and after the Second World War and the latter starts to touch on the
existentialist, almost nihilist, concerns that were emerging among the intelligentsia.
Together they also saw The Round Up, which Jennifer remembers as ‘a brutal film of
marauding tribes’ and she and Pauline were struck by and discussed the treatment of

people in general and women in particular in the movie.

Boty also became more experimental in her painting, exploring avant garde influences.
An untitled still life of red flowers in a vase (fig. 3.17) shows a looser handling of
paint, Bonnard becomes a clear influence in two untitled oils; a girl in the bath (eg.fig.
3.18) and a golden nude (fig. 3.19). The painting that is probably Nude in Interior
(fig. 3.20), shown at the Young Contemporaries, uses bold decisive strokes and plays
with Cezannesque forms (the foreground nude is stylised into sphere, column, cone)
and with cubist ‘passage’ (in the background a nude places a flower into a vase which
also functions in a another, more foregrounded, perspectival plane). Boty continued
this kind of exploration in her first year at the RCA: Still Life with Paint Brushes (fig.
3.21) again shows the influence of Cezanne in the way the objects appear to be thrust
up towards the picture plane. A painting of a girl on a beach had the calm monumental
proportions that reminded both Jane Percival and Jim Donovan of Picasso (fig. 3.22).
There are also two prints extant: an untitled lithograph (S elf Portrait with Cat) (fig.
3.23) and an etching Notre Dame (fig. 3.24). They are undated, but the latter was
part of Boty’s application submission for the Royal College of Art, which suggests
that it was work done on the NDD. Certainly both pieces use a freer handling of form
and break from direct observational figuration that typified earlier pieces. The collage
effect creeps into Self Portrait with Cat with the direct use of a strip of lace applied to
the stone. This lace motive was to appear again in a number of later works. An

etching of Notre Dame was accepted for the 1959 Young Contemporaries and is
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probably this one.

Carey, not much older than the students themselves worked along side them and
together they formed a distinct group within the college (fig. 3.25). One of the
students, lan Bradley described the ambiance that Carey inspired as ‘a kind of non-
aggressive subversion’ in ‘a school within a school’ at the far end of a corridor. ‘The
door was usually shut and you were either in or out’.32 The Principal, Gerald

Cooper, according to Bradley, was heard to comment that while he could never
condone what they were doing, he was pleased they were doing it none the less. This
is a classic example of the play of transgression, which is actually sanctioned by the
authority it pretends to subvert, typical of the dynamics of the post war neo-avant
garde (to be discussed more fully in the next chapter). Most unusually, however, it

was not structured around an exclusively male ethos and Boty had a place within it.

This was partly due to Carey: not only innovative in his approach to the art work, he
was also untypically open minded on gender issues. At the Anglo-French Art School,
when he was a teenager, his tutor was Germaine Richier, so he had early digested the
fact that women could be and were serious fine art practitioners. He knew many
women artists and had rented a flat in the Putney house of Joan Howson, an elderly
artist and political activist with Arts and Crafts roots, who usually only rented to
women artists. She allowed Carey to be an exception because of his wife, Jennifer,
was an artist in her own right. As a result of these role models in his life, Carey
assumed that women could be equally successful as artists and was, in fact, shocked
when one of his students, whom he was trying to encourage to apply for the Royal
Academy, declined on the grounds that ‘I'll be taking the place of some man’. Later,
in 1961, he was to organize Pauline’s first group show where he exhibited two men
and two women - an extremely rare, perhaps unique, example of gender balance at that

time.

32 Interview with the author January 1997.
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In Carey’s view most of the teaching staff, who were overwhelmingly male, were
sexist in their attitudes; he recalls one tutor suggesting to the girls that ‘they would be
better off knitting’. He felt that, more often than not, these tutors found it hard to see
the relevance or motivation behind a female view, so that it was the more ‘male’ work
that came through. When asked about the admission policy for Wimbledon,

Hetherington, author of a history of the school was sure that it

would have been unbiased as far as the sexes were concerned. Gerald
Cooper, who would have admitted Pauline Boty, told me that he
preferred students to come at 14-16, and that by 17-18 he felt that they
were already formed in many ways, and were harder to teach. He said
also (I recall) that the female students often showed more flair in their
formative years,but in his view were more inclined to give up or ‘burn
out’ during their 20’s.

Perhaps the kind of ‘teaching’ that Carey observed was implicated in creating this

‘burn out’ among the female students. Certainly Pauline was fortunate in her tutor.

Another important factor was that in what now seems a tiny student body, only five on
Boty’s year, three were serious, ambitious and intelligent young women: as well as
Boty they were Anna Lovell and Gillian Wise.33 Gillian, later to become a key figure
in British constructivist group, was drawn to the department not because of the stained

glass (‘I was not really very keen on it and did little’) but because of Carey’s tutoring

he was nice and amusing and open to modern and abstract art, the only
teacher in the school who was - which is why I went for him.3+

Anna and Pauline had, according to Gillian, opted for painting initially but after six

weeks they threw it in and joined her in stained glass.

Beryl Cotton would observe Boty (from the outside now) coming to the canteen with

her hands cracked and stained with pigment, taking over one of the tables with Gillian

33 The fifth student was Tony Attenborough.
34 |etter to the author 3.9.97.
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(the intensity of the relationship between Gillian and Pauline led to teasing about
lesbianism). Soon surrounded by younger ‘acolytes’ they would intellectualize
furiously about art work, artists, techniques. The atmosphere of impassioned artistic

debate seemed to Beryl to be like that of the Impressionists’ cafes of Paris.

So, the School of Stained Glass at Wimbledon provided an environment that, for the
time, was unusually conducive to a young woman in developing an artistic identity
and practice but Boty was also having to negotiate issues around her female, sexual

identity.

Those around her, especially the men, often responded most to and retained, above
all, memories of her good looks. John Furnival writing to Michael Henshaw on

hearing of Pauline’s death in 1966 remembers

When I first saw Pauline, she was about seventeen years old and like a
golden goddess, or something, in the canteen of the Wimbledon School
of Art.

Although she often dressed casually, in clothes suitable for working,33 her
contemporaries remember her as always stylishly dressed: in pencil skirts topped by
huge V-necked jumpers, wobbling along sexily on high heels or jiving in wide skirts
supported by huge net petticoats or in narrow black trousers with slip-on shoes and
always carrying her bucket bag. This pop culture stylishness was part of her self-
fashioning in which she did take pleasure.3¢ She and her friends were constantly
swopping clothes, constructing and reconstructing their appearance. At the end of one

term when Charles Carey was clearing the studio he found the floor strewn with false

35 She was later, on the Tonight programme to make a point about this to Cliff Michelmore -
that the criticism that art students encountered for being ‘scruffy’ was only due to their being
in working clothes.
36 She told Nell Dunn ‘I just like to wear sort of sloppy things but occasionally be all sort of
delicious and very feminine but not half as much as one is supposed to'. p.28
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eye lashes, lip sticks and twenty individual shoes37 . Rock Around the Clock had hit

British cinemas and rock and roll was becoming the defining sound. There were
parties, some at Pauline’s parents’ semi, where they danced to Presley, Jerry Lee
Lewis and Chuck Berry, as well as Frank Sinatra. Pauline and her group of students
were very much a product of the zeitgeist and they appreciated its significance for
their work. Carey, of course, had both the inclination and background to encourage
them in this. But for a beautiful young woman this high/low cultural crossover raised
other issues and problems. Gillian Wise opined that her extreme good looks were a

‘central issue’ and that at this time Boty probably did not appreciate just how much

they ‘skewed her life’.38

She soon attracted the soubriquet, The Wimbledon Bardot, referencing not an artist
heroine, but a low culture sex symbol and movie star. With so few role models for
young women artists it would, perhaps, be difficult to imagine what the alternative

might be.

But, said Beryl,

she always thought women should fight back, should be more than
just sex symbols, should be able to do more and achieve more.

She was rather into all that, even at Wimbledon, always had a bit of a
hang up about the position of women, she felt that women were badly
treated by men, yes she did feel that.

Yet she did enjoy the effect she had as a girl, did not wish to suppress her sensuality

and was unusually ‘upfront’ about sexuality. Beryl Cotton describes her as

a bit of an actress. She delighted in shocking and entertaining: talking
the most, saying the most, being outrageous...she was prepared to do
things other people wouldn’t do. She was definitely prepared to say
things that other people weren’t prepared to say. She swore a bit, but
only for effect, she would talk about sex and things that had happened
rather openly..the way that people do now, but the way that young

37 Jennifer Carey, with whom Pauline swopped clothes, later found it hilarious that, as
Pauline was a size larger, her clothes were never the same after a loan to her.
38 Interview with the author 20. 08.97.
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girls then just didn’t in that way.

Charles Carey, recalls an incident when she was in the canteen sitting opposite a male
student who cockily asked her why she wore such red lipstick. Instead of being
embarrassed (as was probably his intention) she lunged at him, answering ‘To kiss

you with!” causing him to flee.

Clearly she did not wish to be forced into an either/or choice and in a libertarian spirit
was acting out a challenging pro-active female sexuality. She played with the ‘sex
symbol’ identity, apparently making a very ‘Bardot-esque dress’39 , maybe the one in
which she posed for a photograph (fig. 3.26), but in her self portraits of around the
same time (figs. 3.11 and 12), she portrays herself as the ‘serious artist’. There is no
attempt at glamour; a heaviness of face and bulbousness of the nose is observed and a
steady analytical look is returned to the viewer. The self-portrait painting is
reminiscent of one of the first known paintings by Suzanne Valadon (fig. 3.27) which
can be contrasted to glamorous images of her made by Renoir, for whom she was
modelling at around the same time40 (fig. 3.28). Both Valadon and Boty were

wishing to bring into view the serious practitioner that occupied the beautiful face and

body.

Jennifer Carey considered that Pauline was ‘re-establishing what kind of a woman
one could be.” However, this balancing of personae was not easy. Beryl Cotton

remembers

She never had difficulty attracting men, but she felt very suspicious of
them, because naturally they would all only want to take advantage of
her in a sexual way because she was big and pink and white and
luscious. All they wanted to do was sleep with her and she wanted to
have an intellectual conversation as well. She was often saddened by

39 According to Jennifer Carey , wife of Charles Carey.

40 The serious gaze of the artist is often depicted in 19th and 20th century women's self-
portraits. See BORZELLO, Frances Seeing Ourselves: women's self portraits, Thames and
Hudson 1998. Borzello contrasts Renoir’s depictions ‘in her luscious youth’ with her selt
portrait in middle age but | think the comparison of her version of her young self with that by
Renoir is, in a way, more revealing.
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the way the men seemed to forget the person ‘behind the looks’...
There were lots of young men, but they were never quite intelligent
enough for her, she always had a very keen brain and a very amusing
way of putting things.

Similarly Jennifer Carey herself thought that, although Pauline found the effect she

had on men interesting and played quite consciously with her image,

being a pretty woman with a good brain and a talented artist was very
difficult. She was aware of being a thing to men, not a soul, brain,

potential41

In Carey’s opinion ‘in general, women got on by being accommodating’ and had
much more to cope with than the male students, because of these issues of looks and
sexual advances. He recalls a college visit to York when the tutor pestered Pauline so
much to get her into bed that, she later confided to him, it was easier to sleep with the
man than put up with the badgering. She also had an affair with Carey. His attraction
for her was clear: he was a handsome, some say ‘flirtatious’ young man, the
dynamic centre of their group and more mature and interesting than the flocks of
young things that were apparently ready to throw themselves at her feet. He was
disarmed and charmed by this luscious young woman who was also intelligent and
funny and who seemed to epitomise the zeitgeist. While, retrospectively, perturbing
issues about the power relationships between student and tutor might emerge here, this
was no-hole-in-the-corner affair. Jennifer Carey knew of it and she and Pauline were
‘best friends’, developing, according to Jennifer, much closer ties of friendship than
Pauline had with Charles. They all stayed friends after Pauline had left Wimbledon,

she would babysit for the Careys’ children and it was Charles who organized her first

group exhibition in 1961.

In many ways this was a progressive and quite sophisticated way to handle the

situation and seeming to promise new advanced ‘solutions’ to the problem of

41 nterview with Jennifer Carey 6.1.97.
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negotiating the apparently clashing roles of avant garde artist and sexual woman. At
this stage Boty, while aware of the problematics, was clearly determined to occupy

both positions, relinquishing either would have meant a loss of part of her ‘self’.

Conclusion

Particular circumstances in Boty’s upbringing and early education contributed to her
becoming, exceptionally, a woman Pop Artist. The strange artificiality of the family’s
‘Britishness’ would have made her aware of the constructedness of social roles,
contributing to her awareness of constructions of identity, role play and performance
in mass culture and its imagery. Growing up with three older, ‘tormenting’ brothers,
and a dominating father, made her disadvantaged gender position very clear to her
from an early age. Her mother’s articulated anger about the nature of the ‘man’s
world’ in which they lived, most poignantly in the particular case of her own
disappointment in being prevented from attending the Slade, gave Boty a language and
a view point from which to build a combatative response. The chaotic rupture in the
family life caused by her mother’s illness had released Boty from the usual controls on
a suburban girl. Church attendance went by the board and she grasped, and refused to

give up, a freedom that was distinctly ‘unconventional’.

Unlike her mother, Boty herself was, if after a struggle, allowed to go to art school.
At Wimbledon School of Art she flourished, meeting with particularly fortuitous
circumstances in the School of Stained Glass, where she was able to occupy a neo-
avant garde niche in a ‘subversive’ school within a school. Her tutor, Charles Carey,
opened up possibilities for working in a proto-Pop way and provided links to the
RCA. He was also, for the period, unusually respectful of women as artists and the
cohort of ambitious women students, Boty, Lovell and Wise, also gave each other
peer group support and recognition. Over the four years of study she developed her

innate artistic facility, becoming sophisticated in her knowledge and manipulation of

98



Chapter Three: Pauline Boty: a glorious exception?

avant garde painterly tropes and arriving at the cutting edge of proto-Pop concerns.
And she had had the public recognition of having her work shown, alongside other
innovators of her generation, at the Young Contemporaries. At Wimbledon she also
learnt to enjoy and perform her sexuality, pleasures that she did not wish to relinquish.
The tensions between the apparently opposed roles of a serious and ambitious artist
and fashionable and sexual woman (which were to become a central problematic in her
life and work as a Pop artist) start to emerge but she met them as a challenge to ‘re-
establish what it was to be a woman’. She left Wimbledon in 1958 a confident,
talented, experimental young artist, already with a feel for, and practice in, the Pop

sensibility that was beginning to manifest itself at the RCA.
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Chapter Four
POSITION TAKING

Chapter Three painted a picture of Pauline Boty as a confident young woman artist
well positioned to scale the heights of the nascent Pop Art movement. Yet, once she

arrived at the RCA, the centre of that movement’s emergence, rather than seeing an
acceleration of her career, as happened for Boshier and Hockney,! things seemed to

become problematic. She did not gain the visibility as a proto-Pop artist that might
have been expected within such a key site, nor did she develop a Pop iconography in
her paintings until after she left. Furthermore, she apparently became diffident about

her work.

Chapter Two gave a statistically quantifiable account of the institutional sexism of the
relevant institutions of art that goes some way towards providing an explanation for
this apparent conundrum. This chapter, however, will enquire further into the
dynamics of the field of cultural production which provided certain positions to be
adopted while disallowing others. It will consider the gendering of the cultural
structures on which those dynamics were predicated and detail their operation in the
specific circumstances of the emergence of British Pop, particularly the negative
effects on Boty as her trajectory across the field is plotted. An understanding of the

very particular cultural position of the woman artist in relation to Pop Art will inform

subsequent chapters.

1 Both coming from the provinces - Derek Boshier from Somerset, and so perhaps less well
positioned, less close to the heart of the new developments than Boty herself.
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The ‘prise de position’ in the ‘habitus’ of Pop: Bourdieu, Huyssen,

Burger, Pollock

Bourdieu? offers the useful concept of the ‘prise de position’ (position taking). He
argues that the cultural field is structured by the distribution of available positions and
only certain positions are structurally possible. The field is not constituted by
‘objective consensus’ but rather by a dynamic based on struggles between those
positions, often expressed in a ‘heretical’ challenge to the existing doxy. Bourdieu
sees participation in this struggle as being rather like participating in a game, with the

disposition of the characters , their ‘feel for the game’, determined by their ‘habitus’.

In the habitus of Pop Art certain key terms are in play. Held in an often contradictory
tension they provide the game plan for the struggle to find a position in the field. Of

central importance is the binary opposition between ‘mass culture’ and ‘Modernism’.

By the post war period Modernism (capital M) was established as the dominant doxy,
carrying high art status and naturalised within the high art institutions of exhibition and
critical reception. Mass culture, Pop Art’s source material and inspiration, was at the
other end of the polarity, low art, the despised. So, there is already an interesting
manoeuvre to be made in negotiating that shift from low to high, bringing popular

culture into the gallery and enabling it to be seen as high art.

mass culture<——®pop art “@&—»Modernism

In After The Great Divide 3 Huyssen, argues convincingly that Modernism and mass

culture, both emerging from the socio-economic conditions of the Industrial

2 BOURDIEU, P. The Field Of Cultural Production , Polity Press, 1993.
SHUYSSEN, Andreas, After the Great Divide, Indiana University Press, 1986.
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Revolution, were always engaged in a ‘compulsive pas de deux’, with mass culture

always ‘the hidden sub text’.4 In this light he sees the core features of the Modernist

aestheticS not as the heroic autonomous acts of the myth of Modernism, but as

‘warding off’ gestures to gain distance from the products and inauthentic experiences

of bourgeois industrial modernisation (ie from mass culture).

Crucially for this study, he goes on to identify this as an absolutely gendered dynamic.
In Chapter 3 he characterises *Mass Culture as Woman: Modernism’s Other’ 6 and

argues that, while women have always been excluded from high culture, the context of

the Industrial Revolution produced new connotations. From the 19th century

aesthetic discourse...consistently and obsessively genders mass culture
and the masses as feminine, while high culture, whether traditional or
modern, clearly remains the privileged realm of male activities.7

The ‘masses’ (hysterical, engulfing, destabilising, out of control), were a direct,
political threat to ‘civilisation’ and ‘culture’ and were constantly characterised as and

identified with, the feminine both in newspapers and magazines and cultural
analyses.® The projection of male fears of ‘engulfing femininity’ on to the
metropolitan masses was conflated with the perceived need to achieve cultural

autonomy from inferior mass culture. Thus

the gendering of an inferior mass culture as feminine goes hand in hand
with the emergence of a male mystique in Modernism (especially in
painting).®
4 1bid p. 47.
5The ‘autonomy’ of the art work, the privileging of form over content, the validation of the
expression of the individual over the Zeitgeist, the pseudo-scientific characterisation of
‘experimentation’ etc.
6 HUYSSEN, op. cit, Chapter Three.
7 Ibid , p 47.
8 Huyssen quotes, for example, Gustave Le Bon's ‘hugely influential’ 1895 study The
Crowd (La Psychologie des foules, 1895) which 'summarises arguments pervasive in
Europe at the time’ and in which ‘crowds everywhere are distinguished by feminine
characteristics’ and ‘the male fear of woman and the bourgeois fear of the masses become
indistinguishable'. ibid. 52-3.
9 Ibid, p.50.
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Feminist scholars (notably Pollock, Duncan, Chadwick, Betterton) have explored the
male gendering of the paradigm of the Modernist artist and the implications this has
had for women artists. In Vision and Difference Pollock plots the emergence, in the
19th century, of the particular bourgeois form of difference between the terms ‘man’
and ‘woman’ where femininity became exclusively domestic and maternal while the

notion of the artist that evolved was associated with everything that was anti-domestic

whether it was the Romantic ideal of outsiderness and alliance with
sublime Nature, or Bohemian models of free living, sexually energetic,
socially alienated outcasts...a profound contradiction was established

between the ideological identities of the artist and of woman.10

These are distinctions that will have significance when Boty’s particular engagement
with Pop is considered. At a structural level, the key semiotic operation is that woman
as sign is the ‘other’ in a system of difference, from artist = man. Given the gendering
of the fault line that Pop straddled, the predicament for women Pop artists might be

seen as particularly acute.
So, on the diagram of the habitus of Pop we can gender the existing polarities (mass

culture v. Modernism) and add two others (artist v. woman):

artist

N

mass culture <¢—» Pop Art <¢— Modernism
feminine, other’ ¢ masculine privileged

woman

Like the force field exerted by the polarities of magnets, there were powerful

10 POLLOCK, Griselda ‘Feminist art histories and Marxism'in Vision and Difference,
Routledge, 1988, p. 48.
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repulsions and attractions in play. There was a repulsion operating between the
privileged upper right side of the diagram (artis/Modemism) and the lower left
(woman/mass culture) which presented problems for all Pop artists but on women
who wished to be Pop artists, an almost ineluctable magnetic tug downward to the

disadvantaged quadrant was exerted.

Pop Art flagrantly, wilfully, brought the binary opposition between mass culture
(low, inauthentic, feminine) and Modernism (authentic, masculine) out into the open
and played a game of ‘dare’ between the two. This game raised the danger, to
borrow Huyssen’s image, of breaching ‘modernism’s great wall’ which ‘once kept the
barbarians out and safeguarded the culture within’.11 Some critics argued that the
‘raw’ material of Pop was insufficiently mediated by the Pop artists and should not,
therefore, be countenanced as high art. Indeed, Max Kozloff saw Pop artists as the
‘New Vulgarians’ invading (his term) the art galleries.12 Greenburg, that hugely
influential arbiter of Modernism’s definitions and boundaries, consecrator of the

paradigmatic heroic male artist, Jackson Pollock, relegated Pop to ‘the artistically

insignificant...the aesthetically banal and trivial’.13

In playing the line between high and low culture Pop artists risked being thrown out of
the game altogether. If Pop was to be accepted into the citadel, defensive strategies
against the polluting influence of mass culture were needed, strategies that were
identified in my ‘Critical Review of Literature’ in Chapter One: the concept of the

detached artist and the foregrounding of the formal qualities over content in the work.

Livingstone insisted that ‘aloofness’ and ‘detachment’ were essential characteristics of
Pop. Whiting, in A Taste for Pop, 1997, explores the way in which male Pop artists

devised a new cool, ironic, detached masculine identity in order to avoid the ‘taint’ of

11 Ibid, p59.
12 KOZLOFF, Max, op.cit.

13 The John Power lecture in Contemporary Art, delivered at the University of Sydney,
Friday 17 May 1968. Published 1969 by the Power Institute of Fine Arts, University of

Sydney.
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their feminised sources.!4 Detachment gave a critical distance that warded off the

high/low collapse: it allowed the cool proactive male intellect to act on, rather than
being subsumed by the ephemeral, trivial, fickle, emotive, sexy (ie in all ways
‘feminine’) subject matter. The anxious border patrolling observed also makes sense
in terms of Huyssen’s characterisation of the ‘Great Divide’: Pop art was making risky

territorial manoeuvres.

Detachment was to be expressed stylistically in the work through the use of hard
edges, flat colour and symmetry and the critics had a crucial role in ensuring that these
formal qualities were privileged over engagement with the subject matter itself. This
was a key manoeuvre, as [ demonstrated in Chapter One, to ensure that Pop could be
seen to fall within Greenburgian definitions of Modemnist art and thus be taken
‘seriously’. Lippard (1966) claimed Pop as an ‘heir to an abstract tradition’, Russell
and Gablik asserted the stylistic affinities of Pop Art with certain contemporary
abstract art”. They described Pop as an ‘austere’, ‘educated’, ‘monumental’ art; ie
masculine and diametrically opposed to the trivial ephemeralities of mass culture
(feminine). As we saw, a whole range of writers focussed on the formal qualities,
describing Pop as engaged in the ‘real job of painting about painting’ or as ‘an original
exploration of pure plastic forms’. There were wonderful ‘warding off gestures’
against the low status of their mass cultural sources. Even the semioticians who might
be seen as more interested in the meaning of the imagery (eg the earlier writings by
Alloway) were soon exploring a pure play of signs, lifted free of social meaning: the
empty sign. For women Pop artists of these strategic defences were problematic, as
will be discussed later in this chapter and again in Chapter 6 which explores the style

and iconography of Boty’s work.

Pop Art has been seen as the first ‘neo-avant garde’ and this adds another dynamic to

the nature of its habitus, introducing another ‘position taking’ manoeuvre that [

14 |n contrast the Abstract Expressionists could indulge in an emotionality (that might be
deemed ‘feminine’) because the very ontology of their work (non-representational, formally
focussed, ‘flat) held them firmly within Modernisms great wall, distancing them from kitsch
low culture.
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would characterise as ‘transgressive posturing’. Peter Biirgeri5 argues that the neo-
avant garde has, by definition, been institutionalised: ‘The neo-avant garde
institutionalises the avant garde as art’.16 For him the central role of the historical

avant garde was to attack ‘art as an institution’ but when the actions of the avant garde

are repeated in the neo-avant garde

the protest of the historical avant garde against art as an institution is
accepted as ar?, (and) the gesture of protest of the neo-avant garde

becomesinauthentic!?

Even Hal Foster, who has taken Biirger to task for his dismissal of the so called neo-
avant garde as inevitably ‘inauthentic’, admits that the effect of the practices of the
first neo-avant garde, (Rauschenberg and Kaprow in the ‘50s leading on to Pop in

the ‘60s)

18 less to transform the institution of art than to transform the avant-
garde into an institution.!8 (Foster’s emphasis)

Once the protest against the institutions of art is accepted as art a complex negotiation
must be conducted. The neo-avant garde must be seen to challenge, transgress and
break from the existing doxy and to experience hostility from the establishment, in
order to maintain its avant garde identity and cultural meaning, whilst simultaneously

actually being supported, sanctioned and consecrated by the (established) institutions

of art.19 Bourdieu posits a model for the ‘cycle of simple reproduction’; ‘recognition

15BURGER, P., Theory of the Avant Garde, (Theory and History of Literature, Vol 4),
Manchester University Press, 1984.

16 Jpid ,p. 58.

17 BURGER op. cit, p. 53.

18 FOSTER . H., 'What's So Neo About the Neo Avant -Garde?' October, Autumn 1994 p.
6-32, p.22.

19 1n her examination of the ‘avant garde gambit’ in the 19th century,( Avant-Garde Gambits
1888-1893, Thames and Hudson, 1992) Pollock suggests that the masculinist,
Eurocentric avant garde has always been less heroic and more a matter of posturing than
conventional accounts admit and we certainly see a continuation of that male tradition in the
Pop context, inevitably further problematising the position of women.
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of the “young’ by the ‘old’ - prefaces, co-option, consecration etc, and of the ‘old’ by
the “young’ - homage, celebration etc’.20 However, in the neo-avant garde context,

because the transgressive role of the ‘young’ has been consecrated, this simple cycle
must be masked by a play of opposition/hostility. It might be argued that the
emergence of a cultural space for a neo-avant garde was a way for the institution of art
to cope with the breach in the 'great divide’: taming the barbarians by re-framing their
barbarities and institutionalising them. But this was a manoeuvre only possible once
a necessary show of hostility had been enacted. In British Pop we repeatedly see this
transgressive play , both in the behaviour of the participants and their self-
mythologising and in the manner in which later art historical texts (notably
Livingstone, Hebdige and Seago) have narrativised the period. But, as will be
demonstrated, it was no more than a play of hostility. Since the concept of the artist
was semiotically fixed and demotically accepted as male and since, as was
demonstrated in Chapter Two, the infrastructures of the institutions of art were so
male dominated as to allow room for both a mainstream and an opposition, this false
transgression was a game young male artists could gleefully and safely play. Women
were still struggling to be accepted as artists at all; insufficiently established within the

field of cultural production, they could not risk joining the transgressive game.

In Chapter Two it was noted that Fluxus was committed to working outside the
institutions of art and against their tenets (eschewing the gallery system, performing
unsalable ‘pieces’ and circulating mass produced, cheap “art works’ and so on). As
such it can be seen as authentically avant garde by Biirger’s definition. Challenging
‘art as an institution’ it remained free of its dynamics, avoided entanglement in the
game play of the false transgression of the neo-avant garde gambit. In the space that

was thus cleared there was room for women and their concerns to find expression.

The habitus of Pop, however, was organised around the dynamics of the gendered

20 BOURDIEU, op. cit., p.34.
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polarity of mass culture/Modernism and the demands of the neo-avant garde gambit

within the institutions of art. These things shaped the ‘rules of the game’, structuring
and disposing available positions within the field. In this and the subsequent chapters
we will see how this ‘game’ unrolls in the particular circumstances of British Pop and

the inevitably difficult predicament in which women artists found themselves.

The Independent Group

The notional playing out of opposition is clearly seen in the relationship of the
Independent Group to the ICA. In the 60s the Independent Group was mythologised

by its own practitioners, Alloway and Banham, and later by art history (eg Hebdidge
and Hughes),21 as the progenitor of Pop, taking a clearly formulated, transgressive
and oppositional stance in relation to the existing avant garde, particularly in the form

of Penrose and Read at the ICA.22

Dorothy Morland (secretary at the ICA) remembers that right from the beginning

they were absolutely clear that they wanted to be independent (so
far as I recall, that is how the name arose) from the main I[CA
activities, from the members whom they did not want dropping
in...

She also recalls that even when appointed as assistant director

Alloway created a more divisive feeling withir the ICA. He was very
hostile to Herbert Read and Roland Penrose, to the ICA hierarchy?23

Alloway in particular, followed by most subsequent histories of Pop, positioned the

Independent Group as a direct pre-cursor to the ‘neo-avant garde’ of Pop thus

21Notably HEBDIGE 'In Poor Taste’ Block No.8. and HUGHES in Shock of the New, BBC,
1980.
22 And also to the Arts Council and the Council for Industrial Design.
23 ROBBINS, David (ed.) The Independent Group:Post War Britain and the Aesthetics of
Plenty, MIT Press, 1990, p.191.
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establishing its validity (position in the field) conforming to the avant garde tropes of

breaking with the existing doxy and opening the way for a distinct new art movement.
However, Massey and Sparke24 have demonstrated this was a myth based on
retrospective, secondary accounts. They point out that the IG actually produced

almost no Pop Art work25 per se and, taking more from Modernism than mass

culture26 they had much in common with other initiatives conducted at the ICA at the

time. Also individual members of the Independent Group were integral to the ICA

organisation, a fact usually overlooked in accounts of it, serving on committees and
holding significant posts.27 Morland points out that there was no real need for the

Independent Group’s insistence on independence, it was really no more than a

posture. When closed meetings were requested

The Management Committee agreed after a short discussion. Perhaps
there was some surprise that the idea had arisen and that this group
..felt the need for its activities to be private. The Committee was very
open, very tolerant.

Massey and Sparke conclude that

In fact, rather than being in a clear oppositional stance to the “old
garde” as represented by the ‘official’ ICA, the Institute provided
the Independent Group with opportunities to launch careers and an
input of ideas and approaches to culture. The nature of the
relationship between the ICA and the Independent Group does not
fall within the negative/official - positive/transgressive model which
Hebdidge proposes. The Group did not transgress the position of
the ICA, which was far from official. To revert to the filial analogy
the Independent Group resembled a troublesome offspring

24 MASSEY and SPARKE ‘The Myth of the independent Group’, Block 10, 1985 ,p. 48-56.
25 Eg Hamilton's What is it that makes today’s homes so different, so appealing? was only
meant to be an illustration in the catalogue and was never an item in the exhibition itself, only
being treated as an ‘art work’ later.
26 The term pop art was used by both Alloway and Hamilton to refer to the raw commercial
imagery ‘out there’, not to art products.
27 In 1953 Rayner Banham was co-opted onto the Management Committee, active on it till
resignation in 1956; in 1952 Toni del Renzio became a member of the Exhibitions
Committee at the suggestion of Penrose; in 1953 Alloway replaced Renzio and went on to
become assistant, deputy and programme director of the ICA . Dorothy Moriand remembers
that at the time ‘There were a few jokes about (Banham) joining the establishment’ when he
joined the ICA Management Committee in 1953.
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struggling for identity in the shadow of its patient begetter.28

Although exposed by Massey and Sparke as a myth, the particular ‘position taking’
has evidently been very successful - the Independent Group having a clearly

established place in the canon and in Art History. The title of the Arts Council movie

on them: Fathers of Pop 2% underlines their seminal (sic) role and its essentially

masculine nature. However, writing in 1990,30 Mary Banham opines

It seems astonishing now that none of us questioned the title of the
movie at the time...the female members of the Independent Group
were highly aware and exceptionally strong personalities. As a group
they were certainly not submissive, and their contributions were of

greatimportance3!

She draws attention to the general agreement that the spawning grounds of most of the
Independent Group ideas were the private houses of herself and Rayner, Magda

Cordell, Alison and Peter Smithson, Richard and Terry Hamilton and states

The women, all young and some with children, believed most strongly
of all. We threw our best efforts into the ongoing discussion; opened
our homes to provide the places; worked on publicity; designed and
installed exhibitions; and talked, listened and wrote...

This is a wonderful example of the workings of the cultural field. As mothers and
wives in the domestic setting, structurally there was no position for them and thus no
cultural visibility. Despite their strong beliefs and ‘important contributions’, they

were phonemically silenced by the ‘habitus’ both at the time and (mostly) since. Mary

28 MASSEY and SPARKE op. cit., p. 54
29 Fathers of Pop : The Independent Group Film by Rayner Banham and Julian Cooper,
colour, 40 mins, Arts Council of Great Britain, 1979.
30 ROBBINS, David (ed.) The Independent Group:Post War Britain and the Aesthetics of
Plenty MIT Press 1990.
31 Jpid, p188. Magda Cordell, writing a similar statement, stresses the collaborative aspect
of the IG for example
While Richard, of course, 'put together’ the well-known poster coliage for the
group some of the material came from John McHale's files, and both Terry
Hamilton and | helped gather the images (/bid, p.190).
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Banham experiences astonishment in hindsight, but at the time the ideological field
was powerful enough not only to marginalise but to render the marginalisation of these
"highly aware’ young women invisible even to themselves. It is the ‘Fathers’ who
conform to the rules of the game, who can take up a cultural position in the field and
thus be immortalised on celluloid, in an accessible and seemingly ‘authentic’ record of

the time.

The RCA

Livingstone32 and Seago,33 writing of the students at the RCA, make great play of the
confrontational role of these young (male) artists and the extent to which the College
failed to understand them. Livingstone points out that Allen Jones was expelled,
Phillips had to paint at home *since he had been berated by staff and threatened with
expulsion during his first year for painting huge abstractions’, and was then forced to
go into the Television School for his third year. ‘Even Hockney, who was recognised
as a star pupil, was threatened with expulsion’. Seago’s text is similarly littered with
references to the ‘threatening’ hostility of staff and the transgressive challenge the
students in return offered to the status quo. Bruce Lacey so hated the ‘constant
carping’ of staff he was driven into ‘exile’, to paint in the loft, Smith suffered from
staff hostility to abstract art, William Green found his Action Painting constantly

frowned upon and so on.

As Bourdieu points out, participation in the cultural field

may be indicated by, for example, the attacks that are suffered which
can be used as the criterion establishing that a work belongs to the field

of position-takings and its author to the field of positions.3+

By stressing the ‘attacks that were suffered’, Livingstone and Seago are assuring their

subjects a place in the field of positions.

32LIVINGSTONE, op. cit., p. 99.
33 SEAGO, Burning the Box Of Beautiful Things , Oxford University Press, 1995.

34 BOURDIEU, P. op. cit, p.34.
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Animage which perhaps epitomises the position taking game, is a photograph , taken
by Geoff Reeves of Derek Boshier and David Hockney in the painting studio in 1961
(seefig. 4.1). Acting out a confrontational stance they stand erect (sic) and
challenging. They raise their paint brushes to their upper lips in a mocking reference
to Hitler’s moustache, a deliberate wind up at a time when war memories were still
raw. This Nazi reference might find some resonance in the Punk use of the Swastika.
However, unlike Punk, which might be seen as a more authentic return of the avant
garde, operating outside official institutions from a different class base, this image
also speaks of a fairly gentle humour, an awareness, perhaps, that the challenge being

offered is not really too real or dangerous.

Furthermore, if we look closer we can see the ‘attacks that were suffered’ and the
challenge offered were fairly notional. For example, although Livingstone claims that
Phillips had to leave the Painting School, the convocation lists show him actually
receiving a degree in Painting. Despite his ‘exile’ we find that Lacey was awarded a
Silver Medal, a travelling scholarship and had the accounts of his travels published in
ARK. While there was, no doubt, hostility to abstract art from some of the staff, the
institution itself, perhaps after Moynihan’s *spectacular conversion to abstraction in
1956’ 35 deliberately righted the balance by bringing in Sandra Blow, already
acknowledged as an abstract artist. William Green was awarded a First, the highest
accolade the college could bestow. Seago suggests that it was at least in part Green'’s
‘fame’ for transgressive, avant garde art acts that prompted the award. He was
televised by Ken Russell using a bicycle to make a painting and using the ‘anti-good
taste’ icon of Errol Flynn as the key image of his much discussed show in 1959,
when he was still a student. Similarly, although Hockney was ‘threatened with
expulsion’ he had achieved considerable exposure in public exhibitions receiving
positive critical attention, and already had a contract with Kasmin. So, although he

had wilfully failed in General Studies, the institution also bent over backwards to

35 SEAGO, op. cit., p.119.
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make sure he left with a qualification, breaking its own rules to do so. A sub-
committee of the Academic Board was called that decided that ‘deviations’ had
occurred in all the dissertation marking and so it was to be set aside, all students,

including Hockney, to be adjudged as having passed in General Studies.

on Darwin’s recommendation they agreed that for some inexplicable
reason they must have miscounted the marks....It was an ‘amused and

well-tempered’ way out of the dilemma.36
However, in retrospect, the episode reflects on the institution no better than had the

decision to withhold degree status from Fashion students.37

The examples of Green and Hockney also expose the interplay of different facets of
the field of production, the nexus of exhibition and critical reception here having a
clear impact on the educational field. In the context where the avant garde is
institutionalised the RCA could not be seen to fail to support its practitioners, although
a play of hostility had to be shown first, a play which is solemnly consecrated in the

subsequent histories of the movement.

ARK

ARK, the influential official student magazine of the RCA, had an important role in the
development of a Pop sensibility at the RCA 38 forming a link between the
Independent Group and the two generations of artists at the college and promoting the

ideas and work of individual practitioners.

Of particular importance to the emergence of British Pop, creating an overlap between

36 FRAYLING op. cit., p.164.
37 And they could be seen as parallel manipulations of power, exposing the commitment to
underlying invisible but influential and deeply gendered paradigms.
38 SEAGO, op. cit.
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the Independent Group and the College, were Issues 18, 19 and 20, edited by Roger
Coleman between November 1956 and the autumn of 1957. In these issues we can
clearly see the dynamic that Huyssen identified: the transgressive attempt to bring
mass culture into ‘the citadel’, the awareness of the threat that that offered, the
gendering of mass culture as female. This demonstrates that these are not just abstract

notions, but active principles informing the world view.

A number of articles focussed attention on mass culture. There are pieces on

Hollywood movies,39 on Americana,*0 on men’s fashion (by the then student painter
Richard Smith),4! on coffee bar interiors (by Toni del Renzio a member of the
Independent Group),42 on the fantasy world of glossy women’s magazines (by
Coleman)+3 and significant ‘Personal Statements’ by Peter and Alison Smithson and

Alloway, all of the Independent Group, and by Coleman himself.4+

Mass culture is greeted as a vigorous stimulant to what del Renzio characterises as a
‘dull, timid’ arts culture in Britain ie the new blood of the barbarians is needed : But
today we collect ads proclaims the title of the Smithsons’ statement. Alloway argues

for the eradication of the hi/low divide and characteristically rejects the likes of Fry and

Read for theirirrelevance.45

39 Part of a series called Film Backgrounds.
Richard SMITH ‘On the Sunny side of the street’, ARK 18, p.54.
Richard SMITH ‘At Home Sitting in the Middle of Today', ARK 19, p.13. In the article he
argues that Hollywood must find the key to the ‘hope chests’ of the wider public.
40 Bernard MYERS and Gordon MOORE ‘Americana’ ARK 19 p.16 and Alan FLETCHER,
‘Letter from America’, ARK 19 , p.36.
41 Richard SMITH ‘Man and He man’ ARK 20 , p12 - using a semiotic approach that Seago
claims presages Barthes’ ‘Mythologies’.
42 Toni del RENZIO, ‘Shoes , hair and coffee’, ARK 20, p.28.
43 Roger COLEMAN, 'Dream Worlds Assorted’, ARK 19, p.30.
44 Alison and Peter SMITHSON, 'Personal Statement : But today we collect ads’, ARK 18,
p 48. Laurence ALLOWAY, ‘Personal Statement’, ARK 19, p.28. Roger COLEMAN,
‘Statement’, ARK 20, p.3.
45 ‘For me...the consumption of popular art (industrialised, mass produced) overlaps with my
consumption of fine art (luxurious, unique)’ this was soon to be formulated into his concept
of the ‘long Front of Culture’.
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Coleman’s ‘Statement’ rejects the notion ‘that culture is something exclusive which
operates within certain apparently well defined limits...(like)...a kind of mental Royal
Enclosure’ but recognises that this rejection will be seen as risking the ‘breakdown of
all values and all communication’. Similarly del Renzio acknowledges that ‘many

intellectuals’ ‘fear that the avant garde will be absorbed by popular culture’.

And for both Coleman and del Renzio popular culture is, without question, gendered
female. For Coleman (in ‘Dream Worlds Assorted’), glossy women’s magazines and
the female fashion model are markers for mass culture: the meeting of high and low
culture typified by a Vogue image of a fashion model (female, passive, object) posing
against a de Stael painting (male, proactive, artist). In Shoes, hair and coffee , del
Renzio points out the elision of women with mass production: in car ads the posing
woman and the car,both items described as models’, are often rendered
indistinguishable in the text by both being referred to as ‘she’. And the central tenet of
his argument is that new ideas reach the ‘collective of popular culture’ through their
‘appeal to women’. Thusitisin ‘the female sphere of influence’, that “the most go-
ahead and lively design trends’ are to be be found: ‘hairdressers, shoe shops,
boutiques...and coffee bars’ (‘coffee bars are as successful as the number of girls that
frequent them’). Del Renzio advocates that the reader (gendered male both implicitly
and through the use of the masculine pronoun) learn from these design trends and
castigates as ‘neurotic’ those who fear them.46 However, we can also feel him
maintaining a distance, as the proactive, intellectual male commentator, from these
female sources. One ‘warding off” gesture is the use of gratuitously theoretical
language (eg ‘The chief nexus of sociological vectors is bound to the necessary appeal
to women.’). He also stresses he is not advocating ‘meek acceptance, not an uncritical

admiration of everything that is popular’. That is, while popular culture is

46 It is the argument to be fully propounded fully by VENTURI and SCOT BROWN in
Learning From Las Vegas ,(1971 . Interestingly , del Renzio's article is illustrated with, among
other things, two images of the interior of a bar called the Las Vegas. Also note, Denise Scot
Brown was a student in London at the time and in her statementin The Independent Group :
Post War Britain and the Aesthetics of Plenty , she acknowledges her debt to the
Independent Group.
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necessarily’ feminine, he, the proactive male cultural commentator, can exercise
discrimination to overcome the threat of, to use Huyssen’s term, ‘engulfing

femininity’.

Coleman’s ‘Statement’ in ARK 20 makes a fervent, succinct and effective call for a
redefinition of our understanding of culture. Impressive in its prescience of

postmodern debates it can not be criticised as mere posturing for neo-avant garde
effect.47 But, while his earlier article established that women are the bearers of mass

cultural meaning, it is clear that the debate of those meanings is conducted entirely
within the male mind. Women, other than as objects of his discourse, do not appear
on his radar. It was no surprise to find the production team and the contributors
working on Issue 18 included only two women, while on Issues 19 and 20 (1957)
both teamns were exclusively male. It was into this gendered intellectual environment

that Boty entered when she went up to the RCA the following year.

Issue 25, 1960, when Pauline Boty was in her final year, reflected the second
generation of Pop (Hockney, Boshier, Phillips) as a break from the ‘“intellectual Pop’
of the Independent Group. It carried a spoof by Blake of teen romance comics

(fig. 4.2) and had Brigitte Bardot blazoned across the cover and pictured in a centre-
fold pull out (fig. 43). According to Terry Green,*8 the Bardotimage (ie sexualised
femininity) was used as a deliberate, symbolic, attack on the notion of artist as
intellectual. Clearly it was ‘taken for granted’ that the sexual female was the binary
opposite of the intellectual, an opposition that presented particular difficulties for Boty
and that will be returned to in a later chapter. Teen romances were also gendered, they
were about and for *girls’, and so provided a similar barbed, but also fun and

raunchy, attack on, implicitly male, ‘establishment mores’.

Seago, in Burning the Box of Beautiful Things, consistently presents ARK as a site

47 The significance of the development of a postmodern discourse for women's work in
general and the understanding of Boty's work in particular will be explored in later chapters.

48 SEAGO, op. cit., p.135.
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for transgressive opposition to the aesthetic tastes and attitudes of the establishment,

designed to shake up ‘the stuffy and self satisfied attitudes of the RCA’s Senior

Common Room’ .49 Coleman’s issues were, according to Seago ‘motivated by a

healthy, anarchic desire to challenge the status quo’(my emphasis).50 Denis Postle,

art editor of ARK 24 which flaunted its low culture taste in day glo colours which
apparently incensed senior members of staff, describes that issue as ‘deliberately

subversive’. A number of anecdotes are recounted about the hostility of various

members of staff to the design and ideas that AR K embodied-

However, the use of the word ‘healthy” here is interesting, suggesting a
normalisation, that perhaps this was actually indeed part of a ‘simple cycle of
reproduction’ according to the ‘rules’ in play at the time. AR K was set up by a well-
off student as an independent student voice in 1950, but by Issue 3 in 1951 Darwin

decided that it should be funded by the college to

relieve students from as much tiresome administration and accounting
detail as possible and to make the work of art direction and layout of
each succeeding issue an official element in the curriculum of training
for the School of Graphic Design while leaving editorial policy

exclusively in the hands of students as hitherto.51

Postle, while claiming ‘subversion’, also notes ‘the large degree of freedom’ the

college granted the editors

you had a phone and an office, and the freedom to do what you
liked...to try this or that and not have to do what you didn’t feel like

doing, that was a considerable virtue.52

It would seem that these young men were marching under the emblem of Bardot’s

female sexualised body in a mock challenge to their actually benign Fathers. And as

49 jpid ,p157.
50 jpid , p.157.
51 pid, p. 35.

52 Ibid, p.131.
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we saw earlier, it was overwhelmingly, on some editions exclusively, men who

worked on ARK.

Basil Taylor, lecturer at the RCA from the early ‘50s, founder of the School of
General Studies, and ‘cultural guru at the time’53 had considerable influence in the

choice of editor and thus other team members. It was through the compulsory
lectures that he inaugurated, that the first links between the Independent Group and the
RCA were made, a connection he continued to encourage. At his invitation Reyner
Banham gave a lunchtime lecture in 1955 and only after that wrote for ARK. Unlike
some students who skipped the lectures, Coleman enjoyed them and became good
friends with Taylor, their shared interests and friendship almost certainly facilitating
Coleman’s appointment as editor. So, what Seago sees as Coleman’s ‘challenge to
the status quo’ was actually conducted under Taylor’s benign guidance. Articles by
members of the Independent Group were bound to antagonise the RCA senior staff
and hostility was duly acted out. There was open antagonism between Alloway and
Taylor, Alloway actually naming Taylor as his adversary in his ‘Statement * of ARK
19 (commissioned by Coleman). However, Coleman was friends with both and the
pages of ARK were a safe place for Alloway’s gauntlet throwing. The magazine
provides another example of a flow of supportive mutual networking in what has been
portrayed as opposition and rupture. Alloway at this point was already Assistant
Director of the ICA, Taylor actively encouraged links and collaboration between that
institution and his own, the RCA. Coleman was invited to speak at the ICA on Feb
1957 and by the time of ARK 19 was a member of the ICA’s exhibition committee.
This criss crossing of cultural networks and friendships was integral to the "habitus’
within which the position taking game was played out. However, these networks and

friendship groups were male dominated and did not offer easy access to a young

woman.

53 As editor and book designer lan MacKenzie-Kerr recalls ibid, p.158.
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Pop Art at the RCA

The support and encouragement given to apparently ‘subversive’ and transgressive

students of the Pop generation went beyond the ARK offices and lectures organised
by Taylor.5+4 For example when Larry Rivers was passing through London in 1961,
Darwin invited him to visit the painting studios, an event which Hockney identifies as
an important influence, seeing in Rivers’ work ‘a kind of seminal Pop art’.55 Seago

points out that

Although Robin Darwin’s personal tastes were conservative...he
played a leading role in encouraging students to adopt a pragmatic

‘American’ attitude 56

Livingstone37 clearly identifies the way that the RCA functioned as a fulcrum
providing a ‘common sense of purpose’ in the mutual support and influence that
flowed between the two generations of British Pop artists. Richard Hamilton also
visited the painting studio (he was employed at the time in the college, but in the

School of Interior Design). Hockney said of this visit

Richard was quite a boost for students ; we felt, oh, it is all right
what I’m doing, it is an interesting thing and I should do it.58

Hamilton handed out ‘some little prizes’ and clearly had enough clout to affect the

54 The tone used by Darwin in his annual report of 1959 (following the publication of ARK 24
) illustrates the benign encouragement of that which was notionally disapproved of.
Considering the ‘generation gap' represented by the new College ‘Beat Generation’
(extraordinarily dressed, dirty and in revolt) he finds that ‘considered more or less in the
abstract there is something engaging and admirable in this attitude’

55 STANGOS, Nikos (ed), David Hockney by David Hockney Thames and Hudson , 1976
(reprint 1984), p.42.

56 SEAGO p.148.

57In Pop Art A Continuing History, ‘Chapter 5 The RCA : The Artist Thinks'

58 STANGOS, N.(ed), op. cit, p. 34.
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attitude of the tutors who had been hostile: ‘from that moment on the staff never said a
word to me about my work being awful’.59 Hockney , after having recounted the

hostility of various members of staff, also describes how the Painting School became

alively magpet, drawing in sympathetic practitioners. He remembers meeting Joe
Tilson and Peter Blake60 and the productive interaction that took place between fine art

and graphics. The artists themselves, and their style were very soon taken back into
the fold. Hockney was invited to come back and teach in 1965, Blake joined the staff
as soon as 1963, staying till 1968 and encouraging Pop Art work among his students.

All feature, with full acclaim, in the official history of the College.

The use of popular (low) culture sources, as was highlighted in the example of ARK
24, was part and parcel of neo-avant garde challenge to the official doxy. Hebdige

claims that

Early Pop drew its transgressive power from the friction generated in
the clash between ‘official” and ‘unofficial’ taste formations - a

productive clash of opposing forces.61 (my emphasis)

He sees the “mass culture’ taste of the male, working class students as a ‘return of the
repressed’, and quotes Reyner Banham describing the engagement as ‘the revenge of

the elementary school boys’. He claims that the result of this challenge is that Pop

tends to fare so badly...within the existing canons of art history, is so
consistently rejected, disapproved of or condoned with strong

reservations62

However, much as Massey and Sparke expose the ‘myth’ of the Independent Group,

by demonstrating that the work itself had much in common with the ICA concerns,

Marriner, in Appropriating Pop 63 exposes the ‘myth’ of subversive ‘otherness’

59 pid, p.43.

60/pid .

61 HEBDIGE, Dick, Hiding from the Light, Routledge, 1988, p,128.

62/pid, p.123.

63 MARRINER, R., 'Appropriating Pop', Aspects, no 34, 1987 (unpaginated)
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postulated by Hebdige. He points out that it is, in fact, within the institutions of art
that Pop has found such extensive visibility and that this is possible because the work
is only meaningful within high art understandings: the abstract mark making and

‘flatness’ of Smith’s painting, Hamilton’s use of ‘different pictorial conventions’ etc.

far from eroding the distinction between high art culture and popular
culture the overwhelming evidence is that Pop Art has been securely
placed and designated as Art.

Hebdige’s use of the term ‘boys’ is particularly apt and, of course, greatly
problematised any engagement with popular culture by a woman artist. On the other
hand, young men’s use of popular culture is seen as ‘natural’. Livingstone quotes an
interview with Peter Philips where he claims that Pop imagery was just a matter of the
concerns of young men at the time (pins ups, cars etc) used ‘intuitively’, images that
‘I’ve lived with ..ever since I can remember and its natural to use them without
thinking’.64 But this ‘natural’, ‘intuitive’ response is, of course, culturally mediated
and gendered. Pin ups in particular depend for their consumption and use in Pop Art
on the ‘myth’ of a homogeneous male audience, as was identified in the Review of
Literature. The quintessentially gendered and sexist nature of Pop iconography within
the ‘boys club’ comes across loud and clear in this eulogy to Peter Blake’s teaching

given by lan Dury:

(Peter) is the master of wonderful seriousness and he guided my mates
and me through Walthamstow and the RCA with large amounts of
encouragement...] once showed (him) a flash-harry collage of 100
pairs of naked bosoms snipped from Jean, Nugget, Monsieur and
Playboy magazines and he correctly identified every tit either from

memory or from print colour.65

The account is expressed with self-consciously, transgressive glee. ‘Look at me, how
working class, male and virile I am, even my vocabulary - *mates’, ‘tits’ - tells you

how ‘other’ [ am to your staid, impotent, establishment doxy’. However, it should be

64 LIVINGSTONE, op. cit., 1991, p.160.

65FRAYLING, op. cit., p. 166.
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noted that the source of this quote is Christopher Frayling’s official history of the

RCA: once more deliberate transgression is consecrated-

The Young Contemporaries

Male neo-avant garde posturing is strongly reflected in the language of the Y oung
Contemporaries catalogues, which, as we saw in Chapter 2, was a vital site for the
emergence of British Pop. The student artist is invariably referred to as ‘he” and
round the pronoun gather a cluster of masculine images. This is noticeable in the very
first catalogue in 1949, where Philip Hendry (Director of the National Gallery at the
time) points out the apparent economic ‘foolhardiness’ of the student setting out to

make a living as an artist

Every artist has to launch 4is own little boat on the treacherous waters
alone...
So here is the launching of a very gallant fleet of privateers, each

hoisting sail for the first time under a new flag.66 (my emphasis)

We all know that ‘privateers’ who are ‘gallant’ and ‘bravely’ launch boats are men;
images of Errol Flynn stray into the mind, not inappropriately, considering Green’s

exhibition of 1959. Equally we know that a woman’s role in this scenario is to wait

and weep on the shore (or possibly be rescued on another).67

Unsurprisingly, in the catalogues for the Pop years the masculinity of the artist is
aggressively asserted. In 1960 Peter Cresswell claimed that the Young

Contemporaries was a ‘proving ground for young and virile ideas’ (my emphasis).

The need in Modernism to assert virility has been well observed by Carol Duncan,68

66 Forward to Young Contemporaries Catalogue , 1948 (Tate Gallery Archive).
67 To be fair to Hendry in 1949 his opening sentence refers to ‘the men and women who set
out on the career of artist’ but in the Pop years specifically male language and imagery
reappears with a vengeance.
68 DUNCAN , Carol , ‘Virility and Domination in Early Twentieth-Century Vanguard Painting’
in The Aesthetics of Power , Cambridge University Press, 1993. Much of what she says can
equally be applied to the tater 20th century .
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and in the context of a movement that is taking risks with some of Modernism’s
boundaries it might be seen as another of Huyssen’s ‘warding off” gestures against the

infringement of feminine mass culture. Alloway was described by Kitaj in the context
of the 1961 show as ‘ballsy’ and ‘leaving a trail of blood whatever else he did’69 and

images of violent battle are used by Andrew Forge in the 1962 catalogue

The Young Contemporaries is a continual reminder to student-painters
that the firing line is a stone’s throw away, just as it is also a reminder
to older campaigners that they have got to die one day.

The metaphoric language of the Y oung Contemporaries’ catalogues is echoed in
Hebdige’s article, In Poor Taste, where he describes the artists as ‘Ambitious Young
Turks’,70 ‘a gang of low-born pirates’.7! Artistic identity is structured (both at the
time and in retrospect) around essentially macho, aggressive tropes, the virile, brave,
ballsy and bloodied young privateer or soldier, threatening the old campaigner with

death (very Oedipal).

It was amid this plethora of macho masculine language, and for the show from which
RCA women were entirely absent, that Peter Philips entered his picture of sex
symbols and female pin ups (Bardot, Marilyn Monroe and strippers) entitied For Men
Only (fig. 2.8). The insistence of this title and the language used (they do protest too
much?) suggest a level of anxiety, again a ‘warding off’ gesture, against the risk of
feminine mass culture. The need to establish a clear masculine voice might be
implicated in the absence of women from the student and selection committees and of
women RCA students from the key Pop shows. Like the masculinist ‘men’s club’
ethos of the ‘official” college, identified in Chapter Two, an equally gendered ethos
pervades what might be seen as a Pop unofficial college within a college - and the

members of this ‘boy’s club’, as we might characterise it, were all male.

B9 FRAYLING op. cit., p. 158.
70 HEBDIDGE, Dick, op. cit, p.123.

71 Ibid, p. 118.
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Furthermore, while the Y oung Contemporaries claimed to throw down an Oedipal
challenge, asserting the ‘newness’ and ‘youth’ of the work showcased, we also know
that the show case itself was set up by the senior members of the established
institutions of art, the luminaries of pre and post war British Modernist art. It was
also noted in Chapter Two that ‘the old” were fully committed to the concepts of
newness, youth, contemporaneity, that ‘the young’ were claiming to flaunt in their
faces. They even embedded?2 them in the titles they chose for their exhibition sites

they inaugurated (Y oung Contemporaries, The Institute of Contemporary Arts).

It was not long before the Young Contemporaries exhibition itself was claiming the
right to consecrate. In the 1960 catalogue, Cresswell stated that the ‘painters of the
future’ will definitely be found here.73 In 1962, the Pop year, the work is
characterised as ‘unique’, ‘spontaneous’ and ‘unprecedented’ but is simultaneously

placed in the context

of that solid fabric of modemn English painting7+

How quickly and easily the notionally transgressive is brought inside the fold. The
field was institutionally structured, with the overt support of the ‘old campaigners’,

to encourage, celebrate and distribute (notionally) radical ‘new’, ‘young’ work which
could be absorbed into the 