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QUESTIONS FROM LAST WEEK

ÅSarah Lucas lives with her partner, the artist, 
musician and poet Julian Simmons

Artists Sarah Lucas (C) and Tracey Emin (R) attend The ICA Fundraising Gala held at 
the Institute of Contemporary Arts on March 29, 2011 in London, England.

ÅSarah Lucas now lives principally near Aldeburgh in Suffolk with her partner, the 
artist, musician and poet Julian Simmons, in the former bolthole of the composer 
Benjamin Britten and the tenor Peter Pears. She bought it as a weekend place with 
{ŀŘƛŜ /ƻƭŜǎ ƛƴ нллнΦ ΨL ƳƻǾŜŘ ƻǳǘ ǘƘŜǊŜ ǎƛȄ ȅŜŀǊǎ ŀƎƻ ςƛǘΩǎ ƴƛŎŜΣ ƛƳǇǊŜǎǎƛǾŜΣΩ ǎƘŜ 
ǎŀȅǎ ŎǳǊǘƭȅΣ ōŜŦƻǊŜ ŎƭŀƳƳƛƴƎ ǳǇΦ ΨL ŘƻƴΩǘ ǿŀƴǘ ǇŜƻǇƭŜ ŎƻƳƛƴƎ ŀƴŘ ǎƴƻƻǇƛƴƎ ƻƴ ƳŜΦΩ 
(The Telegraph, 10 September 2013)

ÅBenjamin .ǊƛǘŀƛƴΩǎ ŦƛǊǎǘ ƘƻǳǎŜ ƛƴ !ƭŘŜōǳǊƎƘ ǿŀǎ /ǊŀƎ IƻǳǎŜ ƻƴ /ǊŀōōŜ {ǘǊŜŜǘ 
overlooking the sea. He later moved to the Red House, Golf Lane, Aldeburgh which 
is now a Britten museum.
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CONCEPTUAL ART

ÅConceptual Art. In the 1960s artists began to abandon traditional approaches and 
made ideas the essence of their work. These artists became known as Conceptual 
artists. Many of the YBA can be considered, and consider themselves, conceptual 
artists. That is, they regard the idea behind the work as important or more 
important than the work itself. In some ways Conceptual Art was a reaction against 
Pop Art. Asking what art is, as well as what it might be for, inevitably led some 
artists to create work that was often politically engaged withthemes and issues 
ranging from feminism to the Troubles in NorthernIreland. Among others the 
recent exhibition at Tate Britain, Conceptual Art 1964-1979 considered: Keith 
Arnatt, Art & Language, Conrad Atkinson, Victor Burgin, Michael Craig-Martin, 
Hamish Fulton, Margaret Harrison, Susan Hiller, John Hilliard, Mary Kelly, John 
Latham, Richard Long, Bruce McLean, David Tremlettand Stephen Willats.

Å¢ŀǘŜ ŘŜŦƛƴƛǘƛƻƴΥ Ψ/ƻƴŎŜǇǘǳŀƭ ŀǊǘ ƛǎ ŀǊǘ ŦƻǊ ǿƘƛŎƘ ǘƘŜ ƛŘŜŀ όƻǊ ŎƻƴŎŜǇǘύ ōŜƘƛƴŘ ǘƘŜ 
work is more important than the finished art object. It emerged as an art 
movement in the 1960s and the term usually refers to art made from the mid-
1960s to themid-мфтлǎΦΩ

ÅMarcel Duchamp, Fountain, 1917 can be considered a precursor of Conceptual Art. 
Å In 1967 the American artist Sol LeWittwrote Paragraphs on Conceptual Art for the 

American art journal Artforum. This gives a type of manifesto for Conceptual Art. 
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ÅOther well known works include:
ÅJoseph Kosuth, One and Three Chairs(1965)
Å1991: Charles Saatchi funds Damien Hirst and the next year in the Saatchi 

Gallery exhibits his The Physical Impossibility of Death in the Mind of 
Someone Living, a shark in formaldehyde in a vitrine.

Å1999: Tracey Emin is nominated for the Turner Prize. Part of her exhibit is 
My Bed, her dishevelled bed, surrounded by detritus such as condoms, 
blood-stained knickers, bottles and her bedroom slippers.

Å2001: Martin Creed wins the Turner Prize for The Lights Going On and Off, 
an empty room in which the lights go on and off.

Notes
Sentences on Conceptual Art
by Sol Lewitt
1. Conceptual artists are mystics rather than rationalists. They leap to conclusions 

that logic cannot reach.
2. Rational judgements repeat rational judgements.
3. Irrational judgements lead to new experience.
4. Formal art is essentially rational.
5. Irrational thoughts should be followed absolutely and logically.
6. If the artist changes his mind midway through the execution of the piece he 

compromises the result and repeats past results.
7. The artist's will is secondary to the process he initiates from idea to completion. 

His wilfulness may only be ego.
8. When words such as painting and sculpture are used, they connote a whole 

tradition and imply a consequent acceptance of this tradition, thus placing 
limitations on the artist who would be reluctant to make art that goes beyond the 
limitations.

9. The concept and idea are different. The former implies a general direction while 
the latter is the component. Ideas implement the concept.

10. Ideas can be works of art; they are in a chain of development that may eventually 
find some form. All ideas need not be made physical.

11. Ideas do not necessarily proceed in logical order. They may set one off in 
unexpected directions, but an idea must necessarily be completed in the mind 
before the next one is formed.

12.For each work of art that becomes physical there are many variations that do not.
13.A work of art may be understood as a conductor from the artist's mind to the 

viewer's. But it may never reach the viewer, or it may never leave the artist's 
mind.

14.The words of one artist to another may induce an idea chain, if they share the 
same concept.

15.Since no form is intrinsically superior to another, the artist may use any form, 
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from an expression of words (written or spoken) to physical reality, equally.
16.If words are used, and they proceed from ideas about art, then they are art and 

not literature; numbers are not mathematics.
17.All ideas are art if they are concerned with art and fall within the conventions of 

art.
18.One usually understands the art of the past by applying the convention of the 

present, thus misunderstanding the art of the past.
19.The conventions of art are altered by works of art.
20.Successful art changes our understanding of the conventions by altering our 

perceptions.
21.Perception of ideas leads to new ideas.
22.The artist cannot imagine his art, and cannot perceive it until it is complete.
23.The artist may misperceive (understand it differently from the artist) a work of art 

but still be set off in his own chain of thought by that misconstrual.
24.Perception is subjective.
25.The artist may not necessarily understand his own art. His perception is neither 

better nor worse than that of others.
26.An artist may perceive the art of others better than his own.
27.The concept of a work of art may involve the matter of the piece or the process in 

which it is made.
28.Once the idea of the piece is established in the artist's mind and the final form is 

decided, the process is carried out blindly. There are many side effects that the 
artist cannot imagine. These may be used as ideas for new works.

29.The process is mechanical and should not be tampered with. It should run its 
course.

30.There are many elements involved in a work of art. The most important are the 
most obvious.

31. If an artist uses the same form in a group of works, and changes the material, one 
would assume the artist's concept involved the material.

32.Banal ideas cannot be rescued by beautiful execution.
33. It is difficult to bungle a good idea.
34.When an artist learns his craft too well he makes slick art.
35.These sentences comment on art, but are not art.
First published in 0-9 (New York), 1969, and Art-Language (England), May 1969

References
http://www.theartstory.org/movement-minimalism.htm
http://www.theartstory.org/movement-conceptual-art.htm
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Marcel Duchamp, Fountain, 1917, 
replica 1974

Marcel Duchamp, Fountain, 1917, replica 1974
Å In order to understand this artwork by Marcel Duchamp I would like you to 

imagine it is April 1917 and you are a director on the board of the American 
Society of Independent Artists in New York. It is in the middle of World War I in 
Europe and as a result many European artists have come to New York and you are 
planning to take over from Paris as the leading centre for modern art. To help 
achieve this you announced that artists could be certain that whatever they send 
would be hung. However, you have just been called to an emergency meeting as 
an artist called Richard Mutt has submitted thisτa urinal turned 90 degrees with 
the title FountainΣ ǎƛƎƴŜŘ ΨwΦ aǳǘǘΣ мфмтΩ ŀƴŘ ƳƻǳƴǘŜŘ ƻƴ ŀ ōƭŀŎƪ ǇŜŘŜǎǘŀƭΦ ¸ƻǳ 
now have to decide if it is a work of art. What do you think? Is it a work of art? 

ÅWould you like to known what the board decided? By a narrow majority they 
decided it was not an artwork. Some of the board thought it was indecent, 
ƛƴŘƛŎŀǘŜŘ ōȅ ƴŜǿǎǇŀǇŜǊǎ ǊŜŦŜǊǊƛƴƎ ǘƻ ƛǘ ŀǎ ŀ ΨōŀǘƘǊƻƻƳ ŀǇǇƭƛŀƴŎŜΩΣ ŀƴŘ ǎƻƳŜ 
unoriginal, I assume this meant that the artist had not used any physical skill in 
making it but had simply bought it from a shop.

Å²Ƙŀǘ ǘƘŜ ōƻŀǊŘ ŘƛŘƴΩǘ ƪƴƻǿ ǿŀǎ ǘƘŀǘ ǘƘŜ ǿƻǊƪ ǿŀǎ ǎǳōƳƛǘǘŜŘ ōȅ ŀ ŦŜƭƭƻǿ ŘƛǊŜŎǘƻǊΣ 
aŀǊŎŜƭ 5ǳŎƘŀƳǇ ǳǎƛƴƎ ǘƘŜ ŦŀƭǎŜ ƴŀƳŜ ΨwƛŎƘŀǊŘ aǳǘǘΩΦ !ǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘŜ ōƻŀǊŘΩǎ 
decision not to accept FountainDuchamp resigned in protest together with fellow 
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director Walter Arensberg. He felt that the heart of the matter was that no 
committee could or should judge whether a new, innovative work was art or not, it 
was arbitrary censorship.

ÅWhy a urinal? Was Duchamp testing the committee? Undoubtedly. Duchamp told a 
bŜǿ ¸ƻǊƪ ƴŜǿǎǇŀǇŜǊΣ ΨA great deal of modern art is meant to be amusingΩΦ ¢Ƙŀǘ ƛǎ 
another possibility. He had been experimenting with the idea of found items he 
ŎŀƭƭŜŘ ΨwŜŀŘȅƳŀŘŜǎΩΦ IŜ ƘŀŘ ŀƭǊŜŀŘȅ ƳƻǳƴǘŜŘ ŀ ōƛŎȅŎƭŜ ǿƘŜŜƭ ƻƴ ŀ ƪƛǘŎƘŜƴ ǎǘƻƻƭ 
(Bicycle Wheel, 1913) and had chosen a bottle dryer (Bottle Dryer, 1914) as 
Readymades. So what is a Readymade? You might think he selected the urinal 
because the curves of the basin are beautiful or because the shape is similar to a 
hooded Madonna or a seated Buddha but we know he did not select them for 
their beauty. 

ÅHe was making the point that a work of art was created simply by an artist 
choosing an object and presenting it as a work of art. He was bypassing the 
association of art with physical skill and craft and presenting an idea, was exposing 
the role of institutions in defining what is art and was drawing our attention to the 
particularity of an otherwise anonymous mass-produced object. In 1959, Duchamp 
was asked on BBC Radio if he considered the Readymades art and he gave a more 
ǇǊƻŦƻǳƴŘ ŀƴǎǿŜǊΣ ƘŜ ǎŀƛŘ ǘƘŜȅ ǿŜǊŜ Ψa form of denying the possibility of defining 
artΩΦ ¢ƘŜǎŜ ǿŜǊŜ ŀƴŘ ǎǘƛƭƭ ŀǊŜ ŎƻƴǘǊƻǾŜǊǎƛŀƭ ƛŘŜŀǎΣ ŀǎ ǎƻƳŜƻƴŜ ŎƻƳǇƭŀƛƴŜŘ ŀǘ ǘƘŜ 
time, if the urinal was art an artist might just as well put a pile of manure on a 
canvas and call it art. 

ÅFountainbecame one of the most discussed works of the twentieth century. In 
2004, 500 British art experts voted it the most influential work of art of the 
ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊȅΦ Lǘ ǊŜƳŀƛƴǎ ŜƴƛƎƳŀǘƛŎ ŀƴŘ ǎƛǘǎ ǘƘŜǊŜΣ ǎǘƛƭƭ ǊŀƛǎƛƴƎ ǘƘŜ ǉǳŜǎǘƛƻƴ Ψ!Ƴ 
L ŀǊǘΚΩ

Notes
ÅHenri-Robert-Marcel Duchamp (28 July 1887 ς2 October 1968) was a French, 

naturalized American painter, sculptor, chess player and writer whose work is 
associated with Cubism, conceptual art and Dada, although he distanced himself 
from the Dada group.

ÅDuchamp was a well-known in New York by 1917, in fact notorious, as the avant-
garde French artist who had exhibited Nude Descending a Staircase, No. 2at the 
Armory Show in four years previously (1913) and he arrived in New York in 1915.

ÅReadymades came in existence almost accidentally. The first was when he felt like 
mounting a bicycle wheel upside down on a wooden stool (Bicycle Wheel, 1913). 
Another was a cheap reproduction of a winter evening landscape on which he 
added two small dots, one red and the other yellow. Another was Bottle Dryer 
(Bottlerack)Σ мфмпΦ !ƴƻǘƘŜǊ ǿŀǎ ŀ ǎƴƻǿ ǎƘƻǾŜƭ ƻƴ ǿƘƛŎƘ ƘŜ ǿǊƻǘŜΣ ΨLƴ !ŘǾŀƴŎŜ ƻŦ 
ǘƘŜ .ǊƻƪŜƴ !ǊƳΩΦ !ƴƻǘƘŜǊ ǿŀǎ Comb(1916). They were studio objects. The idea of 
exhibiting them only came later. Two were shown to little effect in 1916, it was 
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only with Fountainin 1917 that there was a public reaction. Duchamp recalled that 
Fountainresulted from a discussion with Walter Arensberg and the artist Joseph 
Stella.

ÅThe titles of the Readymades (that had titles) were not intended to explain, they 
did not act a signifier to the signified but they clashed with the object and 
prevented an explanation by surrounding it in a cloud of mystery. Duchamp was 
aware that history decides the value of an artwork so he limited the number of 
Readymades each year and selected them in such a way that history is unable to 
decide. Duchamp was asked in 1959 if a readymade is a work of art. He said it was 
a difficult question as every age defines art if different ways meaning there is no 
one essential way of defining it. The readymade is a sort of irony because it says 
ΨƘŜǊŜ ƛǎ ŀ ǘƘƛƴƎ L Ŏŀƭƭ ŀǊǘΤ L ŘƛŘƴΩǘ ŜǾŜƴ ƳŀƪŜ ƛǘ ƳȅǎŜƭŦΩΦ 9ǘȅƳƻƭƻƎƛŎŀƭƭȅ ŀǊǘ ƳŜŀƴǎ ǘƻ 
ƳŀƪŜ ŀƴŘ ƛƴǎǘŜŀŘ L ǘŀƪŜ ƛǘ ǊŜŀŘȅƳŀŘŜ Ψso it was a form of denying the possibility 
of defining artΩΦ 

ÅDuchamp was working on The Bride Stripped Bare by Her Bachelors, Even (the 
Large Glass) (1915-1923) at the time.

ÅThe Society of Independent Artists exhibition opened on 10 April 1917 at The 
Grand Central Palace New York. Walter Conrad Arensberg (1878ς1954) was a 
wealthy American art collector, critic and poet. He was a friend of Duchamp and 
director of the Society of Independent Artists. He resigned at the same time as 
Duchamp when Fountainwas rejected.

Å In Europe art had largely ceased and galleries had closed because of the war. 
Americans thought they could use the opportunity to assume leadership in art. 
The Society of Independent Artists was formed in December 1916.

ÅThe rules said all art works would be accepted if the artist paid the $6 fee. The 
board argued it was not an art work as no physical craft was involved. A secondary 
argument that it was indecent was not covered by the rules and it is unlikely it 
would have broken any US laws regarding decency or pornography.

ÅPhotographed by Alfred Stieglitz and published in The Blind Man.
ÅThe original urinal was lost. There are now 17 replicas commissioned by Duchamp 

in the 1960s.
ÅDuchamp arrived in New York in 1915? And became involved in the anti-culture, 

anti-art, anti-reason movement called Dada.
ÅDuchamp bought a Bedfordshire model urinal from J. L. Mott Iron Works and took 

it to his studio 33 West 67th Street. By some accounts he oriented it ninety degrees 
to the normal position. In a letter to his sister he said it had been sent by a woman 
ŦǊƛŜƴŘ όΨunede mesamiesΩύΦ ¢ƘŜǊŜ ŀǊŜ ǘǿƻ ŎŀƴŘƛŘŀǘŜǎ ŦƻǊ ǘƘƛǎ ƳȅǎǘŜǊȅ ǿƻƳŀƴ 
Dadaist Baroness Elsa von Freytag-[ƻǊƛƴƎƘƻǾŜƴ ƻǊ [ƻǳƛǎŜ bƻǊǘƻƴΩǎ ŀŘŘǊŜǎǎ ŀǘ ммл 
West 88th Street is partially visible the paper entry ticket attached to the object, as 
seen in Stieglitz's photograph. 

ÅDuchamp has written that he intended to shift the emphasis with art from physical 
ŎǊŀŦǘ ǘƻ ƛƴǘŜƭƭŜŎǘǳŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΦ !ƭǎƻΣ ƘŜ ǿŀƴǘŜŘ ǘƻ ΨŘŜ-ŘŜƛŦȅΩ ǘƘŜ ŀǊǘƛǎǘΦ
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ÅThe title Fountainsuggests an outflow of liquid rather than a receptacle. Duchamp 
has therefore inverted the normal order and assumptions. It is also likely but not 
certain that he inverted the orientation by laying it on its back. One effect of this is 
to disrupt the normal visual recognition of its function and the protruding water 
inlet functions as a simulated penis. It is a urinal that is peeing back at us. The 
original was porcelain but the copies are glazed earthenware painted to look like 
porcelain. 

Å¢ƘŜ ƴŀƳŜ ΨwΦ aǳǘǘΩ Ƴŀȅ ǊŜŦŜǊ ǘƻ ǘƘŜ DŜǊƳŀƴ ǿƻǊŘ ΨŀǊƳǳǘΩ όΨǇƻǾŜǊǘȅΩύ ƻǊ 
ΨǳǊƳǳǘǘŜǊΩ όΨƎǊŜŀǘ ƳƻǘƘŜǊΩύΦ LŦ ǿŜ ǎŜǇŀǊŀǘŜ ǘƘŜ ŎŀǇƛǘŀƭ ŀƴŘ ƭƻǿŜǊŎŀǎŜ ƭŜǘǘŜǊǎ ǿŜ ƎŜǘ 
ΨwΦaΩ ŀƴŘ ΨuttΩΣ ΨwΦaΩ ǿƻǳƭŘ ǎǘŀƴŘ ŦƻǊ wŜŀŘȅƳŀŘŜ ǿƘƛŎƘ ƛǎ ǘƘŜ Ŧƻǳƴǘŀƛƴ ƛǘǎŜƭŦ ŀƴŘ 
ΨuttΩ ǿƘŜƴ ǊŜŀŘ ƻǳǘ ƭƻǳŘ ǎƻǳƴŘǎ ƭƛƪŜ Ψeut étéΩ όΨƘŀŘ ōŜŜƴΩύΦ 5ǳŎƘŀƳǇ ǳǎŜŘ ǇǳƴǎΣ ŀǎ 
in his modified Mona Lisa, titled L.H.O.O.Q.ŀ Ǉǳƴ ƻƴ Ψ9ƭƭŜ ŀ chaudau culΩΣ Ψ{ƘŜ ƛǎ 
Ƙƻǘ ƛƴ ǘƘŜ ŀǊǎŜΩ ƻǊ ŀǎ 5ǳŎƘŀƳǇ ǘǊŀƴǎƭŀǘŜŘ ƛǘ ΨǘƘŜǊŜ ƛǎ ŦƛǊŜ Řƻǿƴ ōŜƭƻǿΩΦ ¢ƘŜ ƴŀƳŜ wΦ 
Mutt is a play on its commercial origins and also on the famous comic strip of the 
time, Mutt and Jeff (making the urinal perhaps the first work of art based on a 
comic). In German, Armut means poverty, although Duchamp said the R stood for 
wƛŎƘŀǊŘΣ CǊŜƴŎƘ ǎƭŀƴƎ ŦƻǊ ΨƳƻƴŜȅōŀƎǎΩΣ ǿƘƛŎƘ ƳŀƪŜǎ Fountain, a kind of 
scatological golden calf.

ÅThe American Society of Independent Artists was, to some extent, derived from 
the Eight, the 1910 Independents Group and the Armory Show (1913, introduced 
astonished Americans to Fauvism, Cubism and Futurism for the first time), but it 
was, from the beginning, based on the French Société des Artistes Indépendants. 
Duchamp and Francis Picabia (1879-1953) arrived in New York in 1915. The board 
consisted of 14 members, William Glackens (president), George Bellows, Rockwell 
Kent, Maurice Prendergast, three women Katherine Dreier, Regina Farrelly and 
Mary Rogers, Walter Pach, Duchamp, Man Ray, John Covert, Joseph Stella, Morton 
{ŎƘŀƳōŜǊƎ ŀƴŘ ²ŀƭǘŜǊ !ǊŜƴǎōŜǊƎΦ ¢ƘŜ {ƻŎƛŜǘȅΩǎ ŀƴƴƻǳƴŎŜƳŜƴǘ ǎŀƛŘ ŀǊǘƛǎǘǎ ŎƻǳƭŘ 
ōŜ ΨŎŜǊǘŀƛƴ ǘƘŀǘ ǿƘŀǘŜǾŜǊ ǘƘŜȅ ǎŜƴŘ ǿƻǳƭŘ ōŜ ƘǳƴƎΩΦ

Å5ǳŎƘŀƳǇ ŀŘƻǇǘŜŘ ǘƘŜ ŦŜƳŀƭŜ ƛŘŜƴǘƛǘȅ wǊƻǎŜ {ŞƭŀǾȅ ƛƴ мфнлΦ 5ǳŎƘŀƳǇΩǎ Nude 
Descending a Staircase, No. 2was exhibited at the Armory Show in 1913 and 
became one of the most notorious exhibits.

ÅPhilosopher J. L. Austin defined statements that accomplish an action 
ΨǇŜǊŦƻǊƳŀǘƛǾŜΩ ŀƴŘ ǘƘŜ ǿƻǊŘ ŎƻǳƭŘ ōŜ ŀǇǇƭƛŜŘ ǘƻ ǿƘŀǘ 5ǳŎƘŀƳǇ ǿŀǎ ŘƻƛƴƎΦ 
IƻǿŜǾŜǊΣ ƘŜ ǿŀǎ ƴƻǘ ŜƭŜǾŀǘƛƴƎ ǘƻ ǘƘŜ ǎǘŀǘǳǎ ƻŦ ΨŀǊǘ ƻōƧŜŎǘΩ ōǳǘ ǎŜǇŀǊŀǘƛƴƎ ǘƘŜƳ 
ŦǊƻƳ ǘƘŜƛǊ ǎǳǊǊƻǳƴŘƛƴƎǎ ƛƴ ƻǊŘŜǊ ǘƻ ǊŀƛǎŜ ǘƘŜ ǉǳŜǎǘƛƻƴ Ψ²Ƙŀǘ ƛǎ ŀǊǘΚΩ 

ÅDuchamp was challenging conventional assumptions, especially regarding physical 
craft or skill, he was exposing the role of institutions in defining what counts as art 
and he was making us aware of the intrinsic otherness of each mass-produced, 
otherwise anonymous, object. From the Renaissance onwards there has been a 
gradual shift from the value of craft and manual skill to the value of conception 
and inspiration. Arguably, the late eighteenth-century Romantic movement valued 
creative genius more than skill. During the nineteenth century the criteria for 
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valuing art were challenged by many artists but Duchamp was sceptical and saw 
that artists were still producing art to satisfy a market. A work entered into a 1910 
ŜȄƘƛōƛǘƛƻƴ ǿŀǎ ǇǊƻŘǳŎŜŘ ōȅ ǘȅƛƴƎ ŀ ōǊǳǎƘ ǘƻ ŀ ŘƻƴƪŜȅΩǎ ǘŀƛƭΦ ¢ƘŜ ŘƻƴƪŜȅ ǿŀǎ ŎŀƭƭŜŘ 
Lolo but its work was entered using the pseudonym Joachim-Raphaël Boronali 
ŦǊƻƳ DŜƴƻŀΦ ¢ƘŜ ǇŀƛƴǘƛƴƎ ǿŀǎ ƭƛǘŜǊŀƭƭȅ CŀǳǾƛǎǘ όΨǿƛƭŘ ōŜŀǎǘΩύΦ wŀǘƘŜǊ ǘƘŀƴ ŎƻƳǇŜǘŜ 
ǿƛǘƘ ΨŜǾŜƴ ŀ ŎƘƛƭŘ όƻǊ ŀ ŘƻƴƪŜȅύ ŎƻǳƭŘ Řƻ ƛǘΩ 5ǳŎƘŀƳǇ ǇǊƻŘǳŎŜŘ ƴƻ ǿƻǊƪ ŀǘ ŀƭƭΦ

Å Duchamp firmly rejected the idea that he chose Readymades because of their 
ōŜŀǳǘȅΦ {ŜƭŜŎǘƛƻƴ ǿŀǎ ƴŜǾŜǊ ƳŀŘŜ ƻƴ ǘƘŜ ōŀǎƛǎ ƻŦ ΨŀŜǎǘƘŜǘƛŎ ŘŜƭŜŎǘŀǘƛƻƴΩΣ ŀǎ ƘŜ Ǉǳǘ 
ƛǘΦ ¢ƘŜȅ ǿŜǊŜ ŎƘƻǎŜƴ ōȅ ƻŦ ǘƘŜƛǊ ΨǾƛǎǳŀƭ ƛƴŘƛŦŦŜǊŜƴŎŜΩΦ ¢ƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ŀ ǊŜŀŘȅƳŀŘŜ 
is a king of event that takes place at a particular instant of time that can be 
recorded.

Å5ǳŎƘŀƳǇΩǎ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ ΨƛƴŦǊŀ-ǘƘƛƴΩ ƛǎ ǘƘŜ ǎǳōǘƭŜ ȅŜǘ ǊŜŀƭ ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ 
seemingly identical objects or events in either time of space. An object at one time 
then a second later is infra-thin. The warmth of a seat that has just been left, a 
stare and twins are infra-thin objects; they are identical but separated in space or 
time. Infra-thin smoke exhaled from a mouth takes on its own three-dimensional 
form.

Å²ŀƭǘŜǊ .ŜƴƧŀƳƛƴ ƛƴ Ψ¢ƘŜ ²ƻǊƪ ƻŦ !Ǌǘ ƛƴ ǘƘŜ !ƎŜ ƻŦ aŜŎƘŀƴƛŎŀƭ wŜǇǊƻŘǳŎǘƛƻƴΩ 
discusses the way people perceive is determined by their cultural and history. 
IƛǎǘƻǊƛŎŀƭƭȅΣ ǿƻǊƪǎ ƻŦ ŀǊǘ ƘŀŘ ŀƴ ΨŀǳǊŀΩ ςan appearance of magical or supernatural 
force arising from their uniqueness. The aura includes a sensory experience of 
distance between the reader and the work of art. The aura has disappeared in the 
modern age because art has become reproducible. Think of the way a work of 
classic literature can be bought cheaply in paperback, or a painting bought as a 
poster. Think also of newer forms of art, such as TV shows and adverts. Then 
compare these to the experience of staring at an original work of art in a gallery, or 
visiting a unique historic building. This is the difference Benjamin is trying to 
capture. The aura is an effect of a work of art being uniquely present in time and 
space. It is connected to the idea of authenticity. A reproduced artwork is never 
fully present. If there is no original, it is never fully present anywhere. Authenticity 
cannot be reproduced, and disappears when everything is reproduced. Benjamin 
thinks that even the original is depreciated, because it is no longer unique. Along 
with their authenticity, objects also lose their authority. Contemplation of art is 
replaced by distraction which replaces thought by moving images.

ÅAs an extra twist this urinal at the Tate is not the original which was lost, it is one 
of 17 copies produced in the 1950s and 60s and authenticated by Duchamp thus 
further removing the aura associated with works of art.
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Joseph Beuys (1921-86), Lightning with Stag in its Glare, 1958-85, Tate

Joseph Beuys (1921-86), Lightning with Stag in its Glare, 1958-85, Tate

Description. This is called Lightning with Stag in its Glareby Joseph Beuys. The title is 
slightly misleading as it suggests we should find a realistic stag with antlers lit by a 
bolt of lightning. However, objects were not important to Beuys who wanted to 
represent the elemental forces of nature and our relationship to them. The large 
bronze object at the back is the lightning strike and, like lightning, it is powerful and 
potentially dangerous. The lightning is an elemental force and illuminates a group of 
creatures. The stag is the silver object which was originally made from an ironing 
board but Beuys remade it using cast aluminium to suggest the glare. Since 
childhood, Beuys had been interested in northern European folklore, in which certain 
animals are endowed with mystical power. The stag had particular significance for 
him as a spiritual guide that appears in times of distress and danger. Its annual 
shedding and regrowth of its antlers made it a symbol of rebirth and renewal. The 
cart represents a humble goat, one of the first animals to be domesticated and the 
lumps of bronze on the floor are primordial, blind worm-like creatures. The box with 
ŀ ǎƳŀƭƭ ŎƻƳǇŀǎǎ ƻƴ ǘƻǇ ƛǎ ƳƻǳƴǘŜŘ ƻƴ ŀ ǘǊƛǇƻŘ ŀƴŘ ƛǎ ŎŀƭƭŜŘ ΨBoothia FelixΩΦ ¢Ƙƛǎ ƛǎ ǘƘŜ 
northern most part of Canada as was named after Felix Booth and was the location of 
magnetic north ςanother reference, with the lightning flash itself, to the natural 
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energies of the earth
Meaning. To understand Beuys work it is necessary to know more about Beuys. He 
ǎŀƛŘ ǘƘŀǘ ΨEverybody is an artistΩ ŀƴŘ ǿƘŀǘ ƘŜ ƳŜŀƴǘ ǿŀǎ ǘƘŀǘ ǘƘŜ ǿŀȅ ǿŜ ŎƘƻƻǎŜ ǘƻ 
live our lives is our artistic statement. He felt that all art is intrinsically revolutionary 
ŀƴŘ ƘŜ ǿǊƻǘŜ ΨThe revolution is usΩΦ LŦ ǿŜ ŎƻǳƭŘ Ǉŀȅ ŀǘǘŜƴǘƛƻƴ ǘƻ ƻǳǊ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ 
nature, then it would transform society. Our lives all depend on vast forces of nature 
that are completely outside our control. If a tsunami hits our shores, or an 
earthquake destroys out buildings or a volcano erupts then we are powerless to 
control or resist it.
History of this work. In 1982, Beuys took part in an exhibition in Berlin, where he 
installed a huge mound of clay and surrounded it with sculptures as well as furniture 
and tools from his studio. Afterwards he made casts of some of the elements to 
create Lightning with Stag in its Glare1958-85. The bolt of lightning itself was a 
bronze cast from a section of the clay mound, while the stag was cast in aluminium as 
ƛŦ ƛƭƭǳƳƛƴŀǘŜŘ ōȅ ŀ ǎǳŘŘŜƴ ŦƭŀǎƘ ƻŦ ƭƛƎƘǘΦ aŀŘŜ ǘƻǿŀǊŘǎ ǘƘŜ ŜƴŘ ƻŦ .ŜǳȅǎΩǎ ƭƛŦŜΣ ǘƘƛǎ 
major installation could be a scene from a primordial jungle or a nightmare future 
world. It addresses themes of finality and death, but also ideas of regeneration and 
the transformative power of nature.
Influence. Beuys is now regarded as one of the most influential artists of the second 
half of the twentieth century. He was one of the founders of the Green Party in 
Germany and he wants us to appreciate the interconnectedness between all life 
forms and so create a path towards an ecologically sustainable future. He founded 
the Organization for Direct Democracy which believes that all political decision should 
take place using referendums. 

Notes
ÅJoseph Beuys(1921-мфусΣ ǇǊƻƴƻǳƴŎŜŘ ƭƛƪŜ Ψ.ƻȅŎŜΩύ ǿŀǎ ōƻǊƴ ƛƴ DŜǊƳŀƴȅ ƛƴ мфнм 

and so his teenage years were overshadowed by the rise of the National Socialist 
Party and Hitler youth. According to Beuys, when the Nazis burned books in his 
ǎŎƘƻƻƭȅŀǊŘ ƘŜ ǊŜǎŎǳŜŘ /ŀǊƭ [ƛƴƴŀŜǳǎΩǎ Systema Naturae. In 1941 Beuys 
volunteered for the Luftwaffe as a radio operator and he later became a rear 
gunner and was shot down over the Crimea. This became a defining moment in his 
life as he claimed he almost died and was saved by the nomadic Tartars who 
covered him in fat and wrapped him in felt. Some people claim that although the 
pilot died shortly after the crash, Beuys was conscious, recovered by a German 
search team, and there were no Tatars in the village at that time. Nevertheless, the 
incident was traumatic for Beuys and was a defining moment in his life.

ÅAfter the war he had a nervous breakdown and dedicated his life to healing society 
as he had been healed. He turned himself into a work of art and was one of the 
earliest performance artists. He always wore blue jeans, a white shirt, a fishing 
vest covered in useful pockets and a felt trilby hat from Lock & Co of St James to 
insulate the two metal plates in his skull from extremes of temperature. 
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ÅFrom 1947 to 1951 he studied at the Düsseldorf Academy and was interested in 
Rudolf Steiner, Christianity, mythology, botany and zoology. This led him to evolve 
a rich and complex symbolism, including archetypal animal images of hares, sheep, 
swans, and bees. His first one-man exhibition was at the Städtisches Museum, 
Kleve in 1961. He moved from Kleve to Düsseldorf in 1961 and became professor 
of sculpture at Düsseldorf Academy. He participated in the Fluxus movement from 
1962 and started in 1963 to give action-performances using such elements as dead 
hares, fat and felt. A conflict developed over his teaching methods and he was 
dismissed in 1972 leading to student strikes and widespread protests. Beuys said, 
Ψteaching is my greatest work of artΩ ŀƴŘ ΨhōƧŜŎǘǎ ŀǊŜƴΩǘ ǾŜǊȅ ƛƳǇƻǊǘŀƴǘ ŀƴȅ 
more. I want to get to the origin of matter, to the thought behind itΩΦ

ÅBeuys was a member of Fluxus, an international network of artists, composers and 
designers in the 1960s. It was anti-commercial and anti-art and was influenced by 
John Cage. Cage said that the process of creating was more important than the 
finished product. Another important influence was Marcel Duchamp, a French 
artist who was active within Dada and whose 'ready-mades' influenced Fluxus.

Å.Ŝǳȅǎ ŦƛǊǎǘ ǇǳōƭƛŎ ǇŜǊŦƻǊƳŀƴŎŜ ƛƴ мфср ǿŀǎ ΨHow to Explain Pictures to a Dead 
HareΩΦ IŜ ǎǇŜƴǘ ǘƘǊŜŜ ƘƻǳǊǎ ŜȄǇƭŀƛƴƛƴƎ Ƙƛǎ ŀǊǘ ǘƻ ŀ ŘŜŀŘ ƘŀǊŜ ǘƘŀǘ ƘŜ ŎŀǊǊƛŜŘ ǊƻǳƴŘ 
ǘƘŜ ŜȄƘƛōƛǘƛƻƴΦ .Ŝǳȅǎ ǿǊƻǘŜΣ Ψeveryone consciously or unconsciously recognizes 
the problem of explaining things, particularly where art and creative work are 
ŎƻƴŎŜǊƴŜŘ Χ ŜǾŜƴ ŀ ŘŜŀŘ ŀƴƛƳŀƭ ǇǊŜǎŜǊǾŜǎ ƳƻǊŜ ǇƻǿŜǊǎ ƻŦ ƛƴǘǳƛǘƛƻƴ ǘƘŀƴ ǎƻƳŜ 
human beings with their stubborn rationality. The problem lies in the word 
άǳƴŘŜǊǎǘŀƴŘƛƴƎέ ŀƴŘ ƛǘǎ Ƴŀƴȅ ƭŜǾŜƭǎ ǿƘƛŎƘ Ŏŀƴƴƻǘ ōŜ ǊŜǎǘǊƛŎǘŜŘ ǘƻ Ǌŀǘƛƻƴŀƭ 
analysis. Imagination, inspiration, and longing all lead people to sense that these 
ƻǘƘŜǊ ƭŜǾŜƭǎ ŀƭǎƻ Ǉƭŀȅ ŀ ǇŀǊǘ ƛƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ Χ Ƴȅ ǘŜŎƘƴƛǉǳŜ Ƙŀǎ ōŜŜƴ ǘƻ ǘǊȅ 
and seek out the energy points in the human power field, rather than 
demanding specific knowledge or reactions on the part of the public. I try to 
bring to light the complexity of creative areasΩΦ .Ŝǳȅǎ ŀǊƎǳŜŘ ǘƘŀǘ ǎƻŎƛŀƭ ŘŜŎƛǎƛƻƴ-
making should be made by the people through referendums rather than elected 
ǇƻƭƛǘƛŎŀƭ ǇŀǊǘƛŜǎΦ Lǘ ǿŀǎ ǘƘƛǎ ŎƻƴŎŜǇǘ ƻŦ ΨŘƛǊŜŎǘ ŘŜƳƻŎǊŀŎȅΩ ǘƘŀǘ ƘŜ ŜȄǇƭƻǊŜŘ ƛƴ Ƙƛǎ 
Information Action at the Tate in 1972, from which three of the blackboards shown 
here are taken.

ÅAntony GormleyǎŀƛŘΣ Ψhe realized that art was about in a way understanding who 
we are, by understanding our rootsΩ ŀƴŘ Ψwe only understand who we are 
through the making of these otherwise useless objects that in someone chart 
our passage through timeΩΦ

ÅThe long date range of the piece is because it is based on ideas he started to 
develop in 1958. It is based on a work he produced for the 1982 exhibition 
Zeitgeist but in that exhibition he used a mound of clay and furniture from his 
studio. He cast the bronze representation of lightning from the clay he used and 
the rough texture of the clay can still be seen. The work is suspended from a girder 
and just touches the floor but is not resting on it. It represents elemental forces 
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and energy. The aluminium structure represents the stag and was originally an 
ironing board. The stag is a symbol from Christian mythology and from shamanism, 
both areas of deep interest to Beuys. It represents the initiation of the 
hunter/gatherer, life itself and stag act as guides through the spirit world. The stag 
was also used as a symbol for Christ.  Beuys said that when he was in trouble he 
was visited by a stag which gave him hope and inspiration. The lumps of clay 
represent primordial creatures, tools and the earth and civilization. Beuys wrote 
ǘƘŀǘ ǘƘŜ ǎǘŀƎ ŀǇǇŜŀǊŜŘ Ψin times of distress and dangerΩ ōǊƛƴƎƛƴƎ Ψthe warm 
positive element of lifeΦΩ IŜ ŎƻƴŎǳǊǊŜŘ ǿƛǘƘ ŜŀǊƭƛŜǊ /ƘǊƛǎǘƛŀƴ ƳȅǘƘǎ ǘƘŀǘ ƛǘ ǿŀǎ 
Ψendowed with spiritual powers and insightΦΩ

ÅOn the left is a cart with a pick axe on top that is referred to by Beuys as a goat, 
one of our oldest companions and a source of food and clothing. The goat, for 
Beuys, represents technology and nature, which he believed must be balanced. 

ÅOn the far left is the Boothian Felix, a pile of earth on a tripod with a small 
compass on top. This represents elemental forces and the human part of the artist. 
Boothia Felix was named in honour of Sir Felix Booththe financier of an exhibition 
headed by James Ross in 1829. In 1831 Ross charted the location of the magnetic 
north pole on the west coast. It is now called the Boothia Peninsular and the 
magnetic pole has moved further north.

ÅBeuys was part of the Fluxus movement that involved the inter-relationship of 
music, art and literature with daily life.

ÅThe Ja/Neinposter rejects the party state (he grew up in Nazi Germany) in favour 
of democracy through referendums. Another poster shows he stood as candidate 
for a political party, the Organisation for Direct Democracy.

ÅOne of his last projects was the planting of 7,000 oak trees and there is a photo at 
the end of a pile of 7,000 stones which were moved when each tree was planted. 
The project took five years and the idea spread around the world. The myths 
associated with the artist, such as the Crimea/Tartar fat and felt myth should be 
treated as part of the identity of the artist rather than factual stories.

References
http://www.tate.org.uk/art/artworks/beuys-lightning-with-stag-in-its-glare-l02180
http://www.tate.org.uk/download/file/fid/19211
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Joseph Kosuth(American, b. 1945), One and Three Chairs, 1965, wood folding chair, mounted photograph of a 
chair, and mounted photographic enlargement of the dictionary definition of "chair", chair 82 x 37.8 x 53 cm, 

photographic panel 91.5 x 61.1 cm, text panel 61 x 76.2 cm, Museum of Modern Art (MoMA)

Joseph Kosuthό!ƳŜǊƛŎŀƴΣ ǇǊƻƴƻǳƴŎŜŘ Ψku-sue-ǘƘΩΣ ōΦ мфпрύΣ One and Three Chairs, 
1965, wood folding chair, mounted photograph of a chair, and mounted photographic 
enlargement of the dictionary definition of "chair", chair 82 x 37.8 x 53 cm, 
photographic panel 91.5 x 61.1 cm, text panel 61 x 76.2 cm, Museum of Modern Art 
(MoMA)

Post-Modernism
ÅThere is no clear definition but in all disciplines it is a clear break with the past at a 

fundamental level.
ÅhƴŜ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ǇƻǎǘƳƻŘŜǊƴƛǎƳ ƛǎ ά²ŜƛǊŘ ŦƻǊ ǘƘŜ ǎŀƪŜ ƻŦ ǿŜƛǊŘέΣ aƻŜ Szyslak
ÅL ŀƳ ǳǎƛƴƎ ǘƘŜ ǘŜǊƳ ΨǇƻǎǘ-ƳƻŘŜǊƴΩ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ Ƴƻǎǘ ƛƴƴƻǾŀǘƛǾŜ .ǊƛǘƛǎƘ ŀǊǘ ǎƛƴŎŜ 
мфрлΦ L ǘƘŜǊŜŦƻǊŜ ƴŜŜŘ ǘƻ ŘŜŦƛƴŜ ǘƘŜ ǘŜǊƳ ΨǇƻǎǘ-ƳƻŘŜǊƴΩ ƳƻǊŜ ŎƭŜŀǊƭȅ ŀǎ ƴƻǘ ŀƭƭ ǘƘŜ 
art since 1950 can be described in this way. 

ÅPost-modernism is a broad development across all the arts and it is associated 
with a distrust of all ideologies and grand narratives. It is therefore often, tongue-
in-cheek, self-referential, ironic and sceptical. 

Å It questions objective reality in the sense that all opinions, comments and 
descriptions are subjective so there is no absolute truth and ideas of a fixed 
human nature or progress of society are rejected. The Enlightenment gave us the 
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structure that there are truths that are absolute and independent of us and we are 
able to have objective knowledge of some of them through the application of 
reason. This process of acquiring knowledge will result in progress. Post-
modernism maintains that all knowledge is the result of our social, historic and 
political systems. Our basic common sense ideas are constructs of our society that 
are taught from birth onwards. 

ÅKosuthςά²Ŝ ŘƻƴΩǘ ǿƻǊƪ ǿƛǘƘ ŦƻǊƳǎ ŀƴŘ ŎƻƭƻǳǊǎΣ ǿŜ ǿƻǊƪ ǿƛǘƘ ƳŜŀƴƛƴƎΦ Iƻǿ 
you make a work is far less important than why you make the workΦέ

ÅWe think of the world as clearly divided into objects, this chair, this table, the wall 
and so on but it is actually far more complex. The mind is presented with a swirling 
massof colour patches, lights, sounds, feelings and emotions. From this we 
ǎȅƴǘƘŜǎƛȊŜ ƻōƧŜŎǘǎΦ Yŀƴǘ ǊŜŦŜǊǎ ǘƻ ǘƘŜ άǎȅƴǘƘŜǎƛǎ ƻŦ ǘƘŜ ƳŀƴƛŦƻƭŘΦέ ¢Ƙƛǎ ŎƘŀƛǊ ƛǎ ƴƻǘ 
Ƨǳǎǘ ǎƻƳŜǘƘƛƴƎ Ψƻǳǘ ǘƘŜǊŜΩ ǿŜ ƭŜŀǊƴ ǘƻ ǊŜŎƻƎƴƛǎŜΣ ƛǘ ƛǎ ŀ ǇǊƻŘǳŎǘ ƻŦ ƻǳǊ ŜȄǇŜǊƛŜƴŎŜ 
and the way we learn language and communication. There are no objects in the 
world; there are our concepts that are based on our conceptual activity and our 
sense data. 

ÅRene Descartes used the method of doubt. He doubted everything including the 
world around him as we might be dreaming or hallucinating. There is one thing we 
Ŏŀƴƴƻǘ Řƻǳōǘ ŀƴŘ ǘƘŀǘ ƛǎ Řƻǳōǘ ƛǘǎŜƭŦ ǿƘƛŎƘ ƛǎ ƳŜ ǘƘƛƴƪƛƴƎΣ ǎƻ ΨL ǘƘƛƴƪΣ L ŀƳΩΦ /ƻǳƭŘ L 
be dreaming I exist, no because the thought itself shows me I am thinking and so 
that I am. Postmodernists disagree with Descartes, we do not know ourselves 
directly, we are constructed from concepts like the chair. They call this decentring, 
we do not have direct knowledge of ourselves. Our knowledge of ourselves is 
ŘŜǘŜǊƳƛƴŜŘ ōȅ ƻǳǊ ƭŀƴƎǳŀƎŜΣ ƻǳǊ ōŜƭƛŜŦǎ ŀƴŘ ƻǳǊ ΨŎƻƳƳƻƴ ǎŜƴǎŜΩΣ ǘƘŀǘ ƛǎ ƻǳǊ 
unquestioned assumptions about how we and others function and communicate.

ÅWŀŎǉǳŜǎ 5ŜǊǊƛŘŀ ƛǎ ŦŀƳƻǳǎ ŦƻǊ ǎŀȅƛƴƎ ΨŜǾŜǊȅǘƘƛƴƎ ƛǎ ŀ ǘŜȄǘΩΦ ¢ƘŜǊŜ ƛǎ ƴƻǘƘƛƴƎ ƻǳǘǎƛŘŜ 
the text. Language is a system of distinguishing, a system of recognising 
differences. To recognise a chair we distinguish it from everything else, non-chairs. 
There can, of course, be vague boundaries, is a stool a chair? So all language does 
its to establish a structure. It cannot say nothing about what that structure consists 
of. There is therefore no direct link to reality and so there is no sharp distinction 
between fiction and non-fiction. There is no difference between describing and 
imaging. So there are no absolute truths particularly regarding race, class and 
identity. Reason is simply a tool used by empowered people to oppress people. 
Emotions and experiences are to be valued over rational argument. 
Postmodernists believe we must fight oppression by breaking free from reason and 
the past. Everything is a social construct.

ÅHowever, by the end it seems a false conclusion has been reached. Earthquakes 
are not social constructs although this sentence and any discussion of them is a 
social construct. Postmodernism itself has become so full of jargon it has become 
incomprehensible and therefore meaningless. Nietzsche said where there is no 
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truth there is only power. If we disagree and there is no reason how do we settle 
out disagreement.

ÅW. V. O. Quine is a relativist and a sceptic but there is a lot to agree on. The world 
is basically, radically indeterminate. Imagine natives of a tribe whose language we 
Řƻ ƴƻǘ ǳƴŘŜǊǎǘŀƴŘ ǎŀȅǎ ΨGavagaiΩ ǿƘŜƴ ǘƘŜǊŜ ŀǊŜ Ǌŀōōƛǘǎ ŀǊƻǳƴŘΦ 5ƻŜǎ ƛǘ ƳŜŀƴ 
rabbit? It could mean part of a rabbit, living thing, white thing, living God, 
rabbithoodor even food. How do we distinguish which it is? The same applies to 
ƻǳǊ ƭŀƴƎǳŀƎŜΦ ¢ƘŜǊŜ ƛǎ Ψƴƻ ǇƭŀŎŜ ǘƻ ǎǘŀƴŘΩ ǘƻ ƧǳŘƎŜ ǘƘŜ ƴŀǘƛǾŜΩǎ ƭŀƴƎǳŀƎŜΣ ƻǳǊ 
language or any language. 

ÅPostmodernism takes many different forms in literature, philosophy, history, 
economics and architecture but we will only be considering the visual arts.

ÅPostmodernism is often associated with deconstruction and post-structuralism.
ÅDeconstruction maintains that all words establish their meaning by means 

of their role with respect to other words. Words do not refer to or point to 
anything outside of this linguistic system such as physical objects, feelings, 
ideas or sense data. Meaning is therefore never present but only created 
with respect to other words. A concept is understood by reference to its 
opposite such as male/female, normal/abnormal, being/nothingness.

ÅThe structuralists were philosophers who maintained that human culture 
can be understood in terms of a structure modelled on language and that 
this linguistic structure mediates in some way between physical reality and 
abstract ideas. Post-structuralists reject the idea of an absolute or fixed 
structure that links the world to ideas. One example of the consequences 
of this approach is in textual analysis. A post-structuralist will replace the 
author by the reader as the primary subject of interest. This is called 
destabilizing or de-ŎŜƴǘǊƛƴƎ ǘƘŜ ŀǳǘƘƻǊ ŀƴŘ ƛǎ ŘŜǎŎǊƛōŜŘ ƛƴ wƻƭŀƴŘ .ŀǊǘƘŜǎΩǎ 
Ŝǎǎŀȅ Ψ¢ƘŜ 5ŜŀǘƘ ƻŦ ǘƘŜ !ǳǘƘƻǊΩ όмфстύΦ Barthes argued that the author was 
not the source of the work's meaning but that each reader constructed a 
meaning from the text and each was equally valid.

Å In art, postmodernism was specifically a reaction against modernismwhich had 
dominated art theory and practice since the beginning of the twentiethcentury.

ÅPost-modern art is self-referential, ironic and eclectic.
ÅEclecticismis a conceptual approach that does not hold rigidly to a single paradigm 

or set of assumptions, but instead draws upon multiple theories, styles, or ideas to 
gain complementary insights into a subject, or applies different theories in 
particular cases.
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Joseph Kosuth(b. 1945), Five Words in Green Neon, 1965, neon tubing, 157.8 ×204.8 × 15.2 cm, 
Whitney Museum of American Art

Joseph Kosuth(b. 1945), Five Words in Green Neon, 1965, neon tubing, 157.8 ×204.8 
× 15.2 cm, Whitney Museum of American Art

ÅWe have seen YƻǎǳǘƘΩǎwork before with One and Three Chairs (1965), the same 
year he produced this work. In 1969, Kosuthpublished a series of articles called 
Ψ!Ǌǘ !ŦǘŜǊ tƘƛƭƻǎƻǇƘȅΩ ŀƴŘ ƘŜ ƛƳƳŜŘƛŀǘŜƭȅ ōŜŎŀƳŜ ŀ ƭŜŀŘƛƴƎ ǘƘŜƻǊƛǎǘ ŀƴŘ 
Conceptual artist.

ÅΨάBeing an artist nowΣέ ƘŜ ǿǊƻǘŜΣ άmeans to question the nature of artΦέ 
According to Kosuth, traditional art forms such as painting would only summon 
old-fashioned considerations of aesthetic value or taste. Art needed to define 
itself anew by abandoning conventional means of expression.Five Words in Green 
Neonanticipates YƻǎǳǘƘΩǎwritten manifesto by a few years but clearly reflects its 
ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ /ƻƴŎŜǇǘǳŀƭ ŀǊǘ ƛǎ ōŀǎŜŘ άƻƴ ǘƘŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ƭƛƴƎǳƛǎǘƛŎ 
ƴŀǘǳǊŜ ƻŦ ŀƭƭ ŀǊǘ ǇǊƻǇƻǎƛǘƛƻƴǎΦέ ¢ƘŜ ǿƻǊƪΣ ŎƻƳǇǊƛǎƛƴƎ ƻƴƭȅ ǘƘŜ ǿƻǊŘǎ ƻŦ ǘƘŜ ǘƛǘƭŜ 
constructed in green neon tubing, makes language its content by collapsing 
description and image into each other.Five Words in Green Neonis not only the 
title of the object, but all that we see. Art, Kosuthsuggests, does not reside in the 
ƻōƧŜŎǘ ƛǘǎŜƭŦΣ ōǳǘ ƛƴ ƻǳǊ ƛŘŜŀǎ ŀōƻǳǘ ǘƘŜ ƻōƧŜŎǘΦΩ ό²ƘƛǘƴŜȅ aǳǎŜǳƳύ

ÅKosuthmoves away from art as an illusionistic representation of the world and 
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uses it as a means of exploring meaning itself.

ÅNeon signs became an art form used by other artists such as Tracey Emin in the 
1990s:
ÅΨLtǊƻƳƛǎŜ ǘƻ [ƻǾŜ ¸ƻǳΩ
ÅΨL [ƛǎǘŜƴ ǘƻ ǘƘŜ hŎŜŀƴ !ƴŘ !ƭƭ L IŜŀǊ ƛǎ ¸ƻǳΩ
ÅΨ[ƻǾŜ ƛǎ ²Ƙŀǘ ȅƻǳ ²ŀƴǘΩ
ÅΨ¸ƻǳ ¢ƻǳŎƘ aȅ {ƻǳƭΩ
ÅΨ²ƘŜƴ L IƻƭŘ ¸ƻǳ L ƘƻƭŘ ȅƻǳǊ ƘŜŀǊǘΩ
ÅΨL /ŀƴΩǘ .ŜƭƛŜǾŜ How MuchL [ƻǾŜŘ ¸ƻǳΩ
ÅΨ¢ƘŜ IŜŀǊǘ Iŀǎ Lǘǎ wŜŀǎƻƴǎΩ
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Michael Craig-Martin (b. 1941), An Oak Tree, 1973, Tate

Michael Craig-Martin (b. 1941), An Oak Tree, 1973, Tate

ÅConceptual artist, influenced the YBA, many of whom he taught.
ÅAn Oak Tree is a conceptual work of art created by Michael Craig-Martin in 1973. 

The piece, described as being an oak tree, is installed in two units ςa pristine 
installation of a glass of water on a glass shelf on metal brackets 253 centimetres 
above the ground, and a text mounted on the wall. When first exhibited, the text 
was given as a handout.

ÅCraig-aŀǊǘƛƴΩǎ ǘŜȄǘ ŘŜƭƛōŜǊŀǘŜƭȅ ŀǎǎŜǊǘǎ ǘƘŜ ƛƳǇƻǎǎƛōƭŜΦ ¢ƘŜ ǉǳŜǎǘƛƻƴǎ ǇǊƻōŜ ǘƘŜ 
ƻōǾƛƻǳǎ ƛƳǇƻǎǎƛōƛƭƛǘȅ ƻŦ ǘƘŜ ŀǊǘƛǎǘΩǎ ŀǎǎŜǊǘƛƻƴ ǿƛǘƘ ǎǳŎƘ ŀǇǇŀǊŜƴǘƭȅ ǾŀƭƛŘ ŎƻƳǇƭŀƛƴǘǎ 
ŀǎΥ ΨƘŀǾŜƴΩǘ ȅƻǳ ǎƛƳǇƭȅ ŎŀƭƭŜŘ ǘƘƛǎ Ǝƭŀǎǎ ƻŦ ǿŀǘŜǊ ŀƴ ƻŀƪ ǘǊŜŜΚΩ ŀƴŘ Ψōǳǘ ǘƘŜ ƻŀƪ 
ǘǊŜŜ ƻƴƭȅ ŜȄƛǎǘǎ ƛƴ ǘƘŜ ƳƛƴŘΩΦ ¢ƘŜ ŀƴǎǿŜǊǎ Ƴŀƛƴǘŀƛƴ ŎƻƴǾƛŎǘƛƻƴ ǿƘƛƭŜ ŎƻƴŎŜŘƛƴƎ ǘƘŀǘ 
ΨǘƘŜ ŀŎǘǳŀƭ ƻŀƪ ǘǊŜŜ ƛǎ ǇƘȅǎƛŎŀƭƭȅ ǇǊŜǎŜƴǘ ōǳǘ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ǘƘŜ Ǝƭŀǎǎ ƻŦ ǿŀǘŜǊ ΦΦΦ 
Wǳǎǘ ŀǎ ƛǘ ƛǎ ƛƳǇŜǊŎŜǇǘƛōƭŜΣ ƛǘ ƛǎ ŀƭǎƻ ƛƴŎƻƴŎŜƛǾŀōƭŜΩ

ÅάL ŎƻƴǎƛŘŜǊŜŘ ǘƘŀǘ ƛƴAn Oak TreeI had deconstructed the work of art in such a way 
as to reveal its single basic and essential element, belief that is the confident faith 
of the artist in his capacity to speak and the willing faith of the viewer in accepting 
what he has to say. In other words belief underlies our whole experience of art: it 
accounts for why some people are artists and others are not, why some people 
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dismiss works of art others highly praise, and why something we know to be great 
ŘƻŜǎ ƴƻǘ ŀƭǿŀȅǎ ƳƻǾŜ ǳǎΦέ(Quoted inMichael Craig-Martin: Landscapes, [p.20].)

ÅLƴ ǘƘŜ ƭŀǘŜ мфтлǎ ƘŜ ƧƻƛƴŜŘ DƻƭŘǎƳƛǘƘΩǎ /ƻƭƭŜƎŜ ŀǎ ŀ ǘŜŀŎƘŜǊ ŀƴŘ ƴǳǊǘǳǊŜŘ ŀ 
generation of Young British Artists including Julian Opie, Damien Hurst and Sarah 
Lucas.

Notes
The Text
Q. To begin with, could you describe this work?
!Φ ¸ŜǎΣ ƻŦ ŎƻǳǊǎŜΦ ²Ƙŀǘ LΩǾŜ ŘƻƴŜ ƛǎ ŎƘŀƴƎŜ ŀ Ǝƭŀǎǎ ƻŦ ǿŀǘŜǊ ƛƴǘƻ ŀ Ŧǳƭƭ-grown oak tree 
without altering the accidents of the glass of water.
Q. The accidents?
!Φ ¸ŜǎΦ ¢ƘŜ ŎƻƭƻǳǊΣ ŦŜŜƭΣ ǿŜƛƎƘǘΣ ǎƛȊŜ Χ
Q. Do you mean that the glass of water is a symbol of an oak tree?
!Φ bƻΦ LǘΩǎ ƴƻǘ ŀ ǎȅƳōƻƭΦ LΩǾŜ ŎƘŀƴƎŜŘ ǘƘŜ ǇƘȅǎƛŎŀƭ ǎǳōǎǘŀƴŎŜ ƻŦ ǘƘŜ Ǝƭŀǎǎ ƻŦ ǿŀǘŜǊ ƛƴǘƻ 
that of an oak tree.
Q. It looks like a glass of water.
!Φ hŦ ŎƻǳǊǎŜ ƛǘ ŘƻŜǎΦ L ŘƛŘƴΩǘ ŎƘŀƴƎŜ ƛǘǎ ŀǇǇŜŀǊŀƴŎŜΦ .ǳǘ ƛǘΩǎ ƴƻǘ ŀ Ǝƭŀǎǎ ƻŦ ǿŀǘŜǊΣ ƛǘΩǎ 
an oak tree.
vΦ /ŀƴ ȅƻǳ ǇǊƻǾŜ ǿƘŀǘ ȅƻǳΩǾŜ ŎƭŀƛƳŜŘ ǘƻ ƘŀǾŜ ŘƻƴŜΚ
A. Well, yes and no. I claim to have maintained the physical form of the glass of water 
and, as you can see, I have. However, as one normally looks for evidence of physical 
change in terms of altered form, no such proof exists.
vΦ IŀǾŜƴΩǘ ȅƻǳ ǎƛƳǇƭȅ ŎŀƭƭŜŘ ǘƘƛǎ Ǝƭŀǎǎ ƻŦ ǿŀǘŜǊ ŀƴ ƻŀƪ ǘǊŜŜΚ
A. Absolutely not. It is not a glass of water anymore. I have changed its actual 
substance. It would no longer be accurate to call it a glass of water. One could call it 
anything one wished but that would not alter the fact that it is an oak tree.
vΦ LǎƴΩǘ ǘƘƛǎ Ƨǳǎǘ ŀ ŎŀǎŜ ƻŦ ǘƘŜ ŜƳǇŜǊƻǊΩǎ ƴŜǿ ŎƭƻǘƘŜǎΚ
!Φ bƻΦ ²ƛǘƘ ǘƘŜ ŜƳǇŜǊƻǊΩǎ ƴŜǿ ŎƭƻǘƘŜǎ ǇŜƻǇƭŜ ŎƭŀƛƳŜŘ ǘƻ ǎŜŜ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿŀǎƴΩǘ 
there because they felt they should. I would be very surprised if anyone told me they 
saw an oak tree.
Q. Was it difficult to effect the change?
A. No effort at all. But it took me years of work before I realised I could do it.
Q. When precisely did the glass of water become an oak tree?
A. When I put the water in the glass.
Q. Does this happen every time you fill a glass with water?
A. No, of course not. Only when I intend to change it into an oak tree.
Q. Then intention causes the change?
A. I would say it precipitates the change.
vΦ ¸ƻǳ ŘƻƴΩǘ ƪƴƻǿ Ƙƻǿ ȅƻǳ Řƻ ƛǘΚ
A. It contradicts what I feel I know about cause and effect.
vΦ Lǘ ǎŜŜƳǎ ǘƻ ƳŜ ǘƘŀǘ ȅƻǳ ŀǊŜ ŎƭŀƛƳƛƴƎ ǘƻ ƘŀǾŜ ǿƻǊƪŜŘ ŀ ƳƛǊŀŎƭŜΦ LǎƴΩǘ ǘƘŀǘ ǘƘŜ ŎŀǎŜΚ

9



!Φ LΩƳ ŦƭŀǘǘŜǊŜŘ ǘƘŀǘ ȅƻǳ ǘƘƛƴƪ ǎƻΦ
vΦ .ǳǘ ŀǊŜƴΩǘ ȅƻǳ ǘƘŜ ƻƴƭȅ ǇŜǊǎƻƴ ǿƘƻ Ŏŀƴ Řƻ ǎƻƳŜǘƘƛƴƎ ƭƛƪŜ ǘƘƛǎΚ
A. How could I know?
Q. Could you teach others to do it?
!Φ bƻΣ ƛǘΩǎ ƴƻǘ ǎƻƳŜǘƘƛƴƎ ƻƴŜ Ŏŀƴ ǘŜŀŎƘΦ
Q. Do you consider that changing the glass of water into an oak tree constitutes an 
art work?
A. Yes.
Q. What precisely is the art work? The glass of water?
A. There is no glass of water anymore.
Q. The process of change?
A. There is no process involved in the change.
Q. The oak tree?
A. Yes. The oak tree.
Q. But the oak tree only exists in the mind.
A. No. The actual oak tree is physically present but in the form of the glass of water. 
As the glass of water was a particular glass of water, the oak tree is also a particular 
ƻŀƪ ǘǊŜŜΦ ¢ƻ ŎƻƴŎŜƛǾŜ ǘƘŜ ŎŀǘŜƎƻǊȅ Ψƻŀƪ ǘǊŜŜΩ ƻǊ ǘƻ ǇƛŎǘǳǊŜ ŀ ǇŀǊǘƛŎǳƭŀǊ ƻŀƪ ǘǊŜŜ ƛǎ ƴƻǘ 
to understand and experience what appears to be a glass of water as an oak tree. Just 
as it is imperceivableit also inconceivable.
Q. Did the particular oak tree exist somewhere else before it took the form of a glass 
of water?
A. No. This particular oak tree did not exist previously. I should also point out that it 
does not and will not ever have any other form than that of a glass of water.
Q. How long will it continue to be an oak tree?
A. Until I change it

References
https://en.wikipedia.org/wiki/An_Oak_Tree
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Brilliant Ideas: Artist Michael Craig Martin, 24 May 2016 (YouTube)
Michael Craig-Martin has always been a radical. In the 60's & 70's he was at the 
vanguard of of conceptual art in Britain. In the 80's and 90's he nurtured a whole 
generation of rebellious young artists known as "Y-B-A's", he went on to change the 
face of contemporary art.
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Robert Smithson, Spiral Jetty, 1970Rozel Point, Great Salt Lake, Utah

Environmental or Land Art
ÅOne of the earliest and best known works of environmental or land art is Robert 
{ƳƛǘƘǎƻƴΩǎ Spiral Jetty, a 1,500-foot-long and 15-foot-wide spiral constructed using 
earth-moving equipment. A construction company moved the 6,650 tons of rock 
over six days constructing a spiral structure that is revealed in times of drought and 
submerged at other times. The work was actually built twice. 

ÅDuring the construction he and his wife made a 32-minute colour film called Spiral 
Jetty. Smithson died in a helicopter crash three years after the work was 
completed. The work is now owned and managed by DiaArt Foundation.

Å¢ƘŜ ǘŜǊƳ ΨƭŀƴŘ ŀǊǘΩ ǿŀǎ ŎƻƛƴŜŘ ōȅ {ƳƛǘƘǎƻƴΦ ¢ƘŜ ƭŀƴŘǎŎŀǇŜ ƛǎ ƳƻǳƭŘŜŘ ƻǊ 
deformed and the work may involve water, metal, asphalt, concrete or other 
materials. Many of the early works were ephemeral and only exist as videos or still 
photographs.
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Richard Long (b. 1945), A Line Made by Walking, 
1967, photograph, gelatin silver print on paper and 

graphite on board, 37.5 x 32.4 cm, Tate

Richard Long (b. 1945), A Line Made by Walking, 1967, photograph, gelatin silver 
print on paper and graphite on board, 37.5 x 32.4 cm, Tate

ÅLand Art Land art was part of the wider conceptual art movement in the 1960s 
ŀƴŘ мфтлǎΦ ¢ƘŜ Ƴƻǎǘ ŦŀƳƻǳǎ ƭŀƴŘ ŀǊǘ ǿƻǊƪ ƛǎ wƻōŜǊǘ {ƳƛǘƘǎƻƴΩǎ Spiral Jetty of 
1970, an earthwork built out into the Great Salt Lake in the USA. Land art is art 
that is made directly in the landscape, sculpting the land itself into earthworks or 
making structures in the landscape using natural materials such as rocks ortwigs.

ÅRichard Long kept silent about his work for a long time but issued a poem-like 
statement of which this is a part,

I like the simplicity ofwalking,
the simplicity ofstones.
I like common meansgiven
the simple twist ofart.
I choose lines and circles because they do thejob.
My art is about working in the wideworld,
wherever, on the surface of theearth.
My work is not urban, nor is itromantic.
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It is the laying down of modernideas
in the only practical places to takethem.

ÅHe was allegedly irritated by being described as a romantic in the tradition of 
Rousseau, Wordsworth and Coleridge. His work is not about finding himself 
through walking either by refreshing himself through contact with nature or by 
discovering himself through nature. It is more about enjoying nature. He has also 
said,
ÅάL ŦŜŜƭ L ŎŀǊǊȅ Ƴȅ ŎƘƛƭŘƘƻƻŘ ǿƛǘƘ ƳŜ ƛƴ ƭƻǘǎ ƻŦ ŀǎǇŜŎǘǎ ƻŦ Ƴȅ ǿƻǊƪΩΣ ƘŜ 
ǊŜƳŀǊƪŜŘΦ Ψ²Ƙȅ ǎǘƻǇ ǎƪƛƳƳƛƴƎ ǎǘƻƴŜǎ ǿƘŜƴ ȅƻǳ ƎǊƻǿǳǇΚέ

ÅάΧ²ŀƭƪƛƴƎ - as art - provided a simple way for me to explore relationships 
between time, distance, geography and measurement. These walks are 
recorded in my work in the most appropriate way for each different idea: a 
ǇƘƻǘƻƎǊŀǇƘΣ ŀ ƳŀǇΣ ƻǊ ŀ ǘŜȄǘ ǿƻǊƪΦ !ƭƭ ǘƘŜǎŜ ŦƻǊƳǎ ŦŜŜŘ ǘƘŜ ƛƳŀƎƛƴŀǘƛƻƴΦέ

Åάaȅ ǿƻǊƪ ǊŜŀƭƭȅ ƛǎ Ƨǳǎǘ ŀōƻǳǘ ōŜƛƴƎ ŀ ƘǳƳŀƴ ōŜƛƴƎ ƭƛǾƛƴƎ ƻƴ ǘƘƛǎ ǇƭŀƴŜǘ ŀƴŘ 
using nature as its source. I like the intellectual pleasure of original ideas 
and the physical pleasure of realising them. A long road or wilderness walk 
is basically walking all day and sleeping all night. I enjoy the simple 
pleasures of wellbeing, independence, opportunism, eating, dreaming, 
happenstance, of passing through the land and sometimes leaving 
(memorable) traces along the way, of finding a new campsite each night. 
!ƴŘ ǘƘŜƴ ƳƻǾƛƴƎ ƻƴΦέΦ

ÅRichard Long RA CBE (b. 1945) is an English sculptor and one of the best known 
British land artists. Long was born in Bristol and between1962 and 1965 he studied 
at the West of England College of Art, and then, from 1966 to 1968, at Saint 
Martin's School of Art in London, where he studied under Anthony Caro. Long is 
the only artist to have been short-listed four times for the Turner Prize. He was 
nominated in 1984, 1987 and 1988, and then won the award in 1989 for White 
Water Line. He currently lives and works in Bristol, the city in which he was born. A 
Line Made by Walking (1967). In нллфΣ ŀ ǊŜǘǊƻǎǇŜŎǘƛǾŜ ƻŦ [ƻƴƎΩǎ ǿƻǊƪ ŜƴǘƛǘƭŜŘ 
"Heaven and Earth," appeared at the Tate Britain. Long's Whitechapel Slate Circle 
(1981) brought a record price for the artist in 1989 when it sold for $209,000 at 
Sotheby's in New York
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Richard Long (b. 1945), South Bank Circle, 1991, Delabole slate, 10 x 199.7 x 199.7 cm, Tate

Richard Long (b. 1945), South Bank Circle, 1991, Delabole slate, 10 x 199.7 x 199.7 
cm, Tate

ÅDelabole όǇǊƻƴƻǳƴŎŜŘ ΨŘŜƭƭ-a-ōƻƭƭΩύ ǎƭŀǘŜ is handcrafted Cornish slate from the 
renowned Delabole Slate Quarry. It is probably the oldest working slate quarry in 
the world and has been mined from 1,000 years and although 10 million tons of 
slate has been removed there is enough remaining for another 1,000 years.

Å¢ƘŜ ŎƛǊŎƭŜ ǿŀǎ ŎǊŜŀǘŜŘ ǎǇŜŎƛŦƛŎŀƭƭȅ ŦƻǊ [ƻƴƎΩǎ ǊŜǘǊƻǎǇŜŎǘƛǾŜ ŀǘ ǘƘŜ {ƻǳǘƘ .ŀƴƪ 
Centre in 1991. Long provided instructions for assembling the circle such as every 
stone should touch another, the long thin stones should be nearer the centre and 
the work should look balanced and circular.

Åάȅƻǳ ŎƻǳƭŘ ǎŀȅ ǘƘŀǘ Ƴȅ ǿƻǊƪ ƛǎ ΦΦΦ ŀ ōŀƭŀƴŎŜ ōŜǘǿŜŜƴ ǘƘŜ ǇŀǘǘŜǊƴǎ ƻŦ ƴŀǘǳǊŜ ŀƴŘ 
the formalism of human, abstract ideas like lines and circles. It is where my human 
characteristics meet the natural forces and patterns of the world, and that is really 
ǘƘŜ ƪƛƴŘ ƻŦ ǎǳōƧŜŎǘ ƻŦ Ƴȅ ǿƻǊƪέ όǉǳƻǘŜŘ ƛƴ wƛŎƘŀǊŘ [ƻƴƎΥ Walking in Circles, p.250)

ÅLong bases his work on walks made outdoors in nature, often in remote locations. 
The documentation of these walks, which takes a variety of different forms, 
constitutes the visible manifestation of the artwork, which for Long exists as much 
in the making of it as in its end product.Long has picked up and arranged stones 
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