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Theartpublic-anOthermodernistfiction?1)

ToYAMAKikuko

Ⅰ.

Whenin1979RichardSerrawascommissionedtocreateapublicsculptureforthe

FederalPlazainNewYorkCity,theartistandtheGSA(GeneralServiceAdministration)

bothagreedthatitwouldbeasite-SPeCificworkforpermanentinstallation.Yet,aftera

SuCCeSSionofcontroversiesinvoIvingpublichearlng,PreSSCamPalgnS,andlawsuits,in

1989Serra'ssculpture,TiltedArc,WaSremOVedfromtheplaza.Itwas"destroyed"asa

Site-SPeCi丘cpleCe.

Immediatelyafteritsremoval,Serragavehisaccountoftheconflictinhisarticle

"`TiltedArc'Destroyed."2)Articulatingastrongtensionbetweentheproprletaryrightsof

OWnerSVS.mOralrightsofartists,thetextraisestheissueofthedubiousstatusofaworkof

artin our society.What seems most revealinglS the premise of an oppositional

relationshipbetweenthepublicvs.theartcommunltyenVisagedasam叫OrltyagalnStthe

WOrkofartvs.theminontysupportlngit.Thisoppositionisfoundalsointhestatemehtsof

theGSAadministrators,eSPeCiallyWilliamDiamond's,Sincethey,frombeginnlngtOend,

removedthesculptureunderthenameofthepublic,inorder"toincreasepublicuseofthe

Plaza･"3)Itwas,theythusclaimed,PublicoplnlOnthathaddemandedthesculpture's

removal,andthegovernmentofncialsonlyactedfor"thepeople".

Serra,inhistexthowever,insiststhatGSAclaimofamaJOrltyWaSungrOunded.With

thenumbersmeticulouslyreported,heseemstohavebeenconvincedthat"allpublic

OPlnlOnismanlPulatedoplnlOn."Accordingtohim,thepress,inits"populistneed"tobe

alignedwiththemaJOrlty,1maginedorreal,WaSmainlyonthesideofthegovernment:

"Over350articlesinthelocalandnationalpressperpetuatedDiamOnd'smisrepresentation,･

andtheirwritersfeltcompelledtotakethesideof'themqorlty'or'thepeople'agalnStthe

artist…･Asaresult,theimpressionthatamaJOrltyOfthepublicwantedT71tedArcremoved

WaSPerPetuated,andpersists.''4)

However,Whatifthenumbershadbeenreversedandhadprovedthatamqontyactually

l)ThisarticleisrewrittenbasedonapresentationattheXIIIthIntemationalCongressofAestheticsinLahati,

Finland,Augustl-5,1995.

2)RichardSerra,`"TiltedArc'Destroyed,"ArtinAmerica,May1989.

3)WilliamDiamond,quOtedinSerra,OP･Cit･,p･36･Otherexamples‥"･･･IbelievetheconcernSOfthemany

employeeswhoworkinthePlazabuildings,thepublictheyserve,andthepeoplewhoresideinthearea,have

tobegivengreaterweightthantheviewswereceivedfrommembersoftheartcommunlty･･･indeterminlng

WhethereffortsshouldbemadetorelocatetheArc‥･"(DwightInk,inibid.,p.39).``Thisisadayforthepeople

torqjoice,becausenowtheplazareturnSrightfu11ytothepeople"(DiamOnd,inibid.,p.35).
4)∫errα,甲･Cれ,pp.37-38.
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wasagalnStthesculpture?WouldtheartistthenhavelessreluctantlyglVenuPhisrightto

freeexpression?AlthoughLthisisonlyahypotheticalquestion,judgingfromSerra's

positionontheroleoftheartpublic,WeCanSafelyinferthattheanswerwouldbe"no･"

"peopleareentitledtotheiroplnlOn;butprqjudice,eVenifitissharedbyamaJOrlty,Ought

nottobethereasontodestroyaworkofart…･Ifirmlybelievethatart,includingartin

publicplaces,CannOtbedecideduponbypublic-OPlnlOnPO11s･"5)Forhimtherighttobe

the"finaljudgesoftheworth"ofartisticactivltyShouldnotbeuptothepublicbutshould
beleftinthehandsofartistsandtrainedartprofessionals･6)Here,Withintheframeworkof

Serra,sownargument,theoppositionbetweenthepeopleandtheartcommunlty,an

oppositionwhichhasbeenrqectedasfictitiousormanipulative,Surfaces･

AsrevealedinSerra,stext,eVentOdaytheconceptofanartpublicisaratherunsettled

proposition･IngeneraltermS,thepublicisanelusiveenoughnotion,Oftenmisrepresented

and.attenuatedtoan=imagined=entlty･Yetthenotionofthepubliccannotbebypassed･

WithoutknowlngeXaCtlywhotheyare,Weallfeel"compelledtotakethesideofthe

people=･And,inthecontextofmodernart,thelocus
forthepublicisespecially

problematic･lExplicitlyorimplicitly,artistsinsistontheirseparation,independence,and

freedomfromthepublic,despltethefactthatitispresumedlynowherebutinthepublic

spherethatmodern,autOnOmOuSartmOldsitselfaswe11asitsofncialhistory･

ⅠⅠ.

AsThomasCrowpolntSOut,thepublicmadeanentrylntOtheWesternhighartscene

withlthe18thcenturySalon,thatis,duringtheperiodwhenart,havingoutgrownthedirect

relationshipbetweenartistsandpatrons,becamesecularized,andwasencouragedtobe

"autonomous"andthereby"modern."7)Thepublicwasexpectedtobeafairjudgeofthe

artisticaccomplishmentsoftheircontemporaries,Since,aSStatedinthewordsofLaFontde

Saint-Yenne,aCriticofthattime:"Itisonlyinthemouthofthosefirmandequitablemen

whocomposethePublic,Whohavenolinkswhateverwiththeartist,･･･thatwecanfindthe

languageOftruth."8)

'However,SuChapositivepICtureOfthenewpublicTOle9)isquestionedbyCrow,Who,in

thedebatesontheSalonpublic,traCeSahistoryofstrugglebetweentheAcademy,Whichwas

5)路辺.,p.37.

6)Inordertosupporthimself,SerracitesthewordsofO･W･Holmes,aSupremeCourtJusticeover80yearsago;

"itwouldbeadangerOuSundertakingforpersonstrainedonlyinthelawtoconstitutethemselvesfinaljudges

oftheworthofpictorialillustrations,OutSidethenarrowestandmostobviouslimits･Attheoneextremesome

wolks‥.WOuldbesuretomissappreciation.ThpirverynoveltyWOuldmakethemrepulsiveuntilthepublichad

leamedthenewlanguageinwhichtheirauthorspoke･"(1bid･,P･43)

7)rmomasCrow,PaintersandPublicL,酔inEighteenth-Centu7TParis,NewHaven&London,YaleUniversity
Press,1985,SeeeSP.Pp.l-22･

8)LaFontdeSaint-Yenne,quOtedinCrow,qP･Cit･,P･6･

9)SinceJeanLocquin,sclassicalworkHistoTTPaintinginFrance1747to1785,Crowpointsout,ithasbeen

generallyassumedthatthepublicaffectedthehistoryofartas"aroughaudience/0fficialconsensuspropelled

palntlngaWayfrompnvatized,SenSualvaluesoftheRococostyletowardtherevivalofanelevatedand

moralizingclassicm"(Crow,qP･Cit･,P･7)･
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alliedwiththestateofncials,andthepublicdiscourse,aSPreSentedbyunofncialcritics;SuCh

asLaFont.Coypel,forinstance,WaSamOngmanyWhoattemptedtodisqualifytheSalon
audiencefromclaimlngPublicstatus‥りImust-allowthattheSaloncanalwaysbefilledwith

thesesamekindsofpeople,butbelieveme,afterhavingheardthemall,yOuWillhaveheard

notatruePublic,butonlythemob,andnotatallthatpubliconwhichweshouldrely:ミ10)

Thebroadmixofclassesand,SOCialtypesattractedtotheSaloncouldhavehardlyformed

auni丘edandmeaningfulbodyofjudgementonworksofhighart,PreViouslyoutofthesphere

ofmostofthisaudience.And,althdughcriticsactedasself-aPPOlntedrepresentativesofthis
audience,theireyeswerenotHequitableMa11thetimebutrathertendedtobeblurredbytheir

ownambitionsasemerglngliterati･Mostproblematically,thepublicdiscourse,Chiefly

negativeandslanderous,WaSnOtatallconcordantwithwhatthepatronswouldfavor;'Fon

onesidethenwereprlVatePatrOnS･Whosedemandswerefamiliarandremunerative;Onthe

otherwasthemobintheSalon:Shifting,heterogeneous,largelyanonymous,unStableinits

demandsifithadany,andforthemostpartnotinthemafketforpICtureS･"11)

Inshort,havingtodealwiththenewdomainofthepublic,the'artcommunlty'ofthe

18thcenturyfacedaparadox.Inordertoadjuittotherapidchangeof{thesocial/

economicalstructure,theartworldneededtoopenupandexpose･itselftopublicscrutlny･

Yet,thepublicwasnotreallyawelcomeguest･Assoonasithada``voiceofitsown,"the

artworldl'insiders,foundthepublicdisturbingltOtheestablishedhierarchies･thattheir

artisticcareershaddependedupon･12)Therefbre,althoughthepublicwasputonthetopof

theinvitationlist,theartworlddeniedtheappelationlOfthepublictoanyrepresentative

whoactuallyshowedup,andthuskeptthedisparltylntaCt:=thedisparitybetweenapublic

evokedinabstracttermsandanactualaudiencewhosebehaviorcanonlybecharacterized

asacollectionofvagrantindividualresponses･"13)

■Insomeotherarts,eSPeCiallyintheatreartswheretheaudienceexcercisedtheirright
toapublicverdictvocallyateachperformance,SuChdisparitydidnotseem･tOeXist･14)

WhentheSaloninitiatedthepublicexhibitionofart,themodeofreceptlOnOfpalntlng

mighthavebeenexpectedtobecomecomparabletothetheatre'stosomedegree･Yet,

unlikethetheatreaudienceラtheSalonaudienceandtheiroplnlOnSOnart"neVeraChieved

uncontestedlegltlmaCy･カ15)Andgradually,aSmuSeumSandcommercialgallerieshave

takentheplaceoftheSalon,thecategoricaldistinctionsbetweenartsfortheatreandarts

10)Coype1,quOtedinCrow,PP･Cit･,p･10

11)Crow,qP.Cit･,p･13･

12)Jみgd.,p.10.

13)Ibid.,P.19.ForCrow'sfurtherargumentastohowthe"Enlightenmentconceptionofthepublicforart"

evokedanideal,yetinlargepartimaglnary,COmmunityforartconsumptlOninthe18thcenturyEnglandand

alsoinClementGreenberg,searlyessays,See=TheseCollectors,TheyTalkAboutBaudrillardNow,"in

DiscussionsInConte〝甲OraTyCulture:numberone,ed･HalFoster,Seattle,BayPress,1987,pP･1-8･

14)AsCrowremindsus,thesuccessoftheatricalpieceslargelydependedonthereactionoftheaudience,aSWaS

thecasewiththeparterre'spoweroverCom6diefran9aise(Crow,1985,PP･14-15)･
15)Jみid.,p.10.
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fbrmuseumhaveprevailed.16)

AccordingtoWalterBenjamin,arChitecture,ePIC,andmostemphaticallythemovie

havea"simultaneouscollectivereception(simultanenKollektivrezeption)",inwhichthe

individual,s reaction affects the public,s mass reaction and vice versa･17)Such an

immediateinteractionbetweentheindividualandthewholeaudienceisnotthecasefor

Palntlng:"Paintlngalwayshadadistinctclaimtobelookedatbyonepersonorbyftw

PeOPle."18)ForBenjamin,itis"agalnStitsnature"thatpalntlnghadtocopewithadirect

encounterwiththemasses,andtherefore,"aSimultaneousviewlngOfpaintlngSbyalarge

Public,aSitaroseinthe19thcentury,WaSanearlysymptomofacrisisofpalntlng,aCrisis,

WhichwascausedbynomeanSbyphotographyalonebutratherrelativelyindependentofit

andbythedemandsofartworksfbrthemasses";19)り…eVenifattemptsweremadetoshow

PalntlngSbefbrethemassesingalleriesandsalons,innowaycouldthemasseshave

OrgmizedandcontrolledthemselvesinsuchformSOfrecept10n･''20)

Benjamin distinguishes two types of attitudes of art appreciation,"Sammlung

(contemplation)"and"Zerstreuung(diversion)",yetisnotcontentwiththeantiquatedview

that"thelmasseswantZerstreung,WhileartdemandsSammlungfromtheaudience･"21)In

mediasuchasarchitectureandfilm,heargues,One'srecept10nOfaworkofartisalways

Carried"in derZerstreuung und durch das Kollektivum･"22)The movie,bornWith

PrlnCipa11yanti-auratictechnicalreproduction,isamediumparexcellenceforthetypeof

receptlOn Whichis simultaneous,COllective,andunstratified･23)Paintlng reVeals the

OPPOSitecase.Ifthepaintingpublichasnevergainedthesamelegitimacyasthefilm(or

theatre)public,itwouldmerelyprovetoBenjaminthatpainting,despiteitsmodemistclaim
toanautonomousstatus,Sti11clingstoanoutmodedcultvalueoritsfetishizedsubstitutes,

CreatlnganartificiallyresuscitatedillusionofdistanCe.

OrtegayGassetpresents anotherimportantview onthisissueoftheartpublic,

althotLghhisstanCeClearlycontrastswithBenjamin's.AccordingtoOrtega,them叫OntyOf
PeOPlefailtoreachanauthenticexperiencenotonlyinonemediumofartbut,aSlongas

16)ForinstanCe,SeeSelmaJeanneCohen'sargumentforthe"theatricalsituation"vs･thesituationfbrthemuseum

inNextWeek,SwanLake,Middletown,Connecticut,WesleyanUniversityPress,1982,pP.141-142.AsKeir

ElampolntSOut,theatreisoftenviewedasanexemplaryofthesocIPPetalspace,thatis,"anareainwhich

PeOPlearebroughttogether(OtherexamplesbeingFr6nchcafesandItalianpiazzas),aSdistinguishedfrom

SOCi頑`galspaces,likewaitingroomsandtheofficesofcompanychairmen,Whosecharacteristicfunctionisto
keeppeopleapart"(KeirElam,771eSemioticsQfTheatreandDrama,LondonandNewYork,Methuen,1980,

P.64).Itisprimari1ytheatres,ratherthangalleriesormuseums,thatfunctionasasociqpetalspacewherethe

audienceismorenatural1yregardedasaunit,reSPOndingenmassetothespectacle.

17)WalterBenjamin,``DasKunstwerkimZeitalterseinertechnischenReproduzierbarkeit"(DritteFassung),

14uterBefdbminGesammelteSchr節e乃I/2,FrankfurtanMain,Suhrkamp,1991,P･497･

18)Ibid.,p.497.Benjaminadmitsthattherewasthecollectivereceptionofpaintingsevenbeforetheendofthe

18thcentury,1nareligioussettlngSuChaschurchsandcloistersaswellasinasecularonesuchasroyalcourts･

However,SuChcollectiveviewingwas"notsimultaneousbutinmanyWaySStratifiedandhierachical"(ibid･)･

19)Jわgd.
20)乃紘,p･498･

21)蕗gd.,p.504.

22)蕗～d.

23)Infilm,therefore,"DasPublikumisteinExaminator,docheinzerstreuter"(ibid.,P.505).
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theyaremodernandadvancedpractices,inalso"alltheartsthatarestillsomewhatalivein

theWesternWOrld-thatis,nOtOnlymusic,butalsopalntlng,POetry,andthetheater."24)

"Modemart,…Wi11alwayshavethemassesagalnStit.Itisessentiallyunpopular;mOreOVer,

itisantlPOPular"..Itdividesthepublicintotwogroups‥OneVerySmall,formedbythosewho

arefavorablyinclinedtowardsit;anOtherverylarge-thehostilemaJOrlty,"25)inother

WOrds,"thetwoclassesofthosewhounderstanditandthosewhodonot."26)

Modernartthendoesnotreallybelongtothepublicingeneralbut,inhiswords,tOthis

"speciallygiftedminorlty''.ThemaJOrltyareleftoutonlytoberemindedofwhotheyare;

"theaveragecitizen,aCreatureincapableofrecelVlngthesacramentOfart,blindanddeafto

PurebeautyI',WhiletheeliteminontyareglVenanOPPOrtunltytO"leamtheirmissionwhich

COnSistsinbeingfewandholdingtheirownagalnStthemany."27)

Combined with hisimperiously pro-mOdern and antトPOPulist posture,Ortega's

Segregation ofthepeopleinto two categories("two differentvarieties ofthehuman

SPeCies",Or,"theillustriousandthevulgar"),findsaclosecorrespondenceinClement

Greenberg.Inhis"Avant-Garde and Kitsch,"28)Greenberg underlines an antinomy

between"genuineculture"and"ersatzculture,"orhighmodernist/avant-gardeartand

kitsch/diversionforthe"newurbanmasses"aftertheindustrialrevolution.Ultimately,

Greenberg'sformationturnSOuttObejustareformulationofthetensionbetweenanelite

minorltyandthemasses,thetensionwhich hebelieveswduldcontinuetoexistuntiland

unlesstheinfrastruCtureOfthesocietychanges.

While"kitschisthe cultureofthemasses,"29)Greenberg argues,theavant-garde

24)Jos60rtegayGasset,"neDehumanizationofArt,"1925,(transl.HeleneWeyl)in771eDehumanization4Art

andOtherEssqysonArt,Culture,andLiterature,Princeton,NewJersey,PrincetonUniversityPress,1972,P.4.

25)J占～d.,p.5.

26)Ibid.,p.6･ForasociologicalanalysisoftheissueregardingtheaestheticdispositionwhichserveStOdistinguish

thedifferentsocialclasses,SeePierreBourdieu'sDistinction:ASocialCritiqueげtheJudgementげ7bst(tranSl.

RichardNice),Cambridge,Massachusetts,HarvardUniversityPress,1984;"Likeeverysortoftaste,it【the

aestheticdisposition]unitesandseparates.Beingtheproductoftheconditioningsassociatedwithaparticular
Classofconditionsofexistence,itunitesa11thosewhoaretheproductofsimilarconditionswhiledistingishing

themfromallothers"(P.56).

27)Ibid･,PP･6-7･Onhisdistastefor"ahundredyearSOfadulationofthemassesandapotheosisofthepeople''(p.6)

and"theprovokingandprofoundirtjusticeoftheassumptionthatmenareactual1yequal"(p.7),Ortegaisthus

evenmorefbrthrightthanthepre-RevolutionaryStateO租cialsholding"thepnnciplethatapalntlng,aStatue,do

nott光longtothepublicinthesamewaythatabookdoes"(Cochin,quOtedinCrow,q,.Cit.,P.10).

28)ClementGreenberg,"Avant-Garde andKitch,"1939,inClementGreenberg:The
CollectiveEssaysand

Criticism,VOll,ed･Jolm0'Brian,ChicagoandLondon,TheUniversityOfChicagoPress,1988,pP.5-22.

29)Ibid.,P.20.Whereasthisantinomylaterbecame anessentialistone,SOtOSpeak,inhiscanonizationof

modemism,Greenberginitial1ydidmakeasocio-pOliticalanalysis,ifbriefly,fbrtheadventofkitschandlocated

itinaspecificcontext;"KitschisaproductoftheindustrialrevolutionwhichurbanizedthemassesofWestem

EuropeandAmericaandestablishedwhatiscal1eduniversalliteracy"(P.11)."TTlePeaSantSWhosettledinthe

Citiesasproletariatandpettybourgeoisleamedtoreadandwriteforthesakeofefficiency,buttheydidnotwin

theleisureandcomfortnecessaryfbrtheeIt)OymentOfthecity'straditionalculture.Losing,neVertheless,their

tastefbrthefblkculturewhosebackgroundwasthecountryside,anddiscoveringanewcapacityfbrboredomeat

thesametime,thenewurbanmassessetupapressureonsocietytoprovideakindofculturefitfortheirown

COnSumption･Tofillthedemandofthenewmarket,aneWCOmmOdityWaSdevised:erZatZCulture,kitsch,

destinedforthosewho,insensibletothevaluesofgenineculture,arehungryneverthelessforthediversionthat

OnlycultureofsomesortcanprOVide"(p.12).
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belongstoaneliteminorltyamOng=ourrulingclass"･Anditdoessoevenifthissmall

Segment,theonlypossibleaudienceformodemistartundercapitalism,WaS,tOhiseyesin

1939,raPidlyshrinkingandalmostnonexistent:30)"Noculturecandevelopwithoutasocial

basis,Withoutasourceofstableincome.Andinthecaseoftheavant-garde,thiswas

PrOVidedbyaneliteamongtherulingclassofthat[bourgeois]societyfromwhichit

assumeditselftobecutoff,buttowhichithasalwaysremainedattachedbyanumbilical

COrdofgold･=31)Althoughthepoliticalcontextthatcreatedtheheroictoneofhisargument

isobviousinGreenberg'searlyworks,thebasicschemeremainsthesameasOrtega's･32)

Infact,aSSergeGuilbautobserveS,nOtlongafterthisarticlewaspublished:"Theartofthe

avant-garde,mOdernart･･･becameashibbolethofclassdifferentiation,aminimalbut

nonethelessessentialsignofdistinction."33)

ⅠⅠⅠ.

ThepublicandmodernartCameOnthescenetogether,butwereneverhandinhand･

Eversincethepublicwassummoneduptotakepartoftheartworld,COnStantattemPtShave

beenmadetodiscredititinonewayoranother("TheyarenOtthetruePublic,""Theydon't

understandart,''"Theyonlyseekeasy stuff;kitsch,diversionandentertainment,"),

Culminatlngintheavowedelitismofmodemistartcritics･Thepubliciseitherexcluded

altogetherfromthedomainofhighart,Ordividedinto･tWOantagOnisticgroups,Whereonly

thesmallergroupmatters.34)

AsCaroIDuncanpolntSOut,thehegemonyoftheりprivilegedfew"stillholdsinthe

COntemPOraryhigh-artCOnteXt･"Itistheywhocaneqoytheaestheticdetachmentandthe

splrltualadventurethatmodernistartoffers･Theyaretheoneswiththelifeopportunities

andincomesthatglVeSubstancetomodemism,sclaimsoffreedom･Aboveall,itisthey

whoarefreetotranscendtheconflictsofeverydaylife.Andnoothergroupisbetter

preparededucationallyandbysituationtounderstandandrespondtothevisualcuesof

modernism･M35)㍑Thehigh-artWOrld,"inherwords,Canbedefinedasaninternational

market,"Organizedaroundtheproductionanduseofcommodities,1nthiscaseluxury

30)臓d.,pp.10-11.

31)蕗～d.

32)ForTheodorAdorn0'scritiqueofbothGreenbergian"bourgeoisromanticism"andBertjamin's"anarchistic

romanticism",Seehis"LettertoBenjamin,''datedMarch18,1936,inArtinTheo771900-1990,eds･Charles

HarrisonandPaulWood,OxfordUKandCambridgeUSA,Blackwe11,1992,PP･520-523(tranSl･HarryZohn)･

33)SergeGuilbaut,HowNewYorkStoletheIdeaQfModernArt:AbstractExpressionism,Freedom,andtheCold

War(transl.ArthurGoldhammer),Chicago,TheUniversityofChicagoPress,1983,P･95･Hereadetai1ed

discussionisprovidedconcemlngthe"distinction=thatAbs事ractExpressionistPaintlngSSerVedtobringabout

amOngAmericancollectorsinthepost-WorldWarIIperiod･

34)RichardSerraishardlyanexceptioninrejecting"public-OPinionpolls"forart･Ad61fGottlieb,forinstance,

repliedtoaquestion"Whomisartfor?"asfollows;"Itisforjustafewspecialpeoplewhoareeducatedinart

andliterature.Iwouldliketogetridoftheideathatartisforeverybody･Itisn'tforeverbody･･"Forthelarge

massofpeoplethereareotherthingsthatcanappealtothem･Theaveragemancangetalongwithoutart"

(quotedinDianCrane,TheTran㊥rnationdtheAvant-Garde,ChicagoandLondon,meUniversityof

ChicagoPress,1987,P.48)･

35)CaroIDuncan,771eAestheticsQfPower,CambridgeandNewYork,CambridgeUniversityPress,1983,P･180･
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Objectsproducedby smallmanufacturers･''36)Moreover,linorderforanythingtobe

COuntedasart,ithastobecomevisibleinthemarket,BLndinthesocio-eCOnOmicsystemwe

havetodaynothingcanachievevisibilitywithoutmediators-dealers,CuratOrS,Criticsand

SOOn.Theprocessinwhichthework"absorbsvaluecreatedbythecritic'slabor"isalso

theprocessinwhichitgalnStheaestheticandtheeconomicvalue･37)

Negatlngthedominantviewof modernartasarealmoffreedom?nduniversality,

Duncanthereforeca11sourattentiontothecontro11ingpowerofthemarketoverartists,that

is,thepoweroftheprivi1egedfewwhocontrolindustry,education,andcommunicationas

Well:"InhistoryrealartistsandnotTheArtistasanabstractionhavehadtosurvivewithin

thesocialrelationsofartproduction."38)Thus"anumbilicalcordofgold,"inGreenberg's

POlgnanteXPreSSion,声tilllinksartistsandtheru1ingclass,despltethenon-eXistanceofthe

directartist-PatrOnrelationship.Thus,thediscourseofaestheticautonomyservesto

Obscureallextra-artistictransactionsinthemarketplace.39)

Withinthissocialsystemoperatedbytheprivilegedftw,theplac与Ief[forthepublic,if

any,1Smerelymarglnal.The"averagecitizen's"particIPationislimitedtooccasiona11y

Playlngtheroleofaudience;PaSSive,inert,anOnymOuS,andpreferablysilent-although

VOIClngOne･'sownoplnlOninthosepublicexhibitionsisnolongerregardedassuchathreat

tothewell-PrOteCtedartworldtoday.Inthissense,thegapbetweenthe"average"audience

andtheideationalpublic de丘nedbyCrowas"acommonalitywithalegitimateroletoplay

inJuStifyingartisticpracticeandsettlngValueontheproductsofthatpractice"40)has

growngreater･

Thegapis,however,nOtJuStthegenera11yassumedonebetweentherealandtheideal,

butmorespecifically relatedtotheconceptualinstabilityoftheterm"public"itself.Kate

36)′Ibid.,P.170.Inthissense,aSGuilbautputsit,"Hautecourtureandhautepeintureareidentified"forbothof

themaredesiredasasignofculturaldistinctioninBaudri11ard's(andBourdieu's)sense.SeeGuilbaut,qP.Cit.,

pp.92-95.

37)Duncan,qP･Cit･,P･173･WhileartistslikeSerrapersistinthebeliefinaspecial■statusofaworkofartbeyond

COmmOditystatus,itwouldbevaintolgnOrethecontrollingpowerofthemarketovefartistsunless,1ikeDada,

theystopproducinggoodsforsale:"PerhapsnothingbetterthanMinimaldocumentsthecontradictionshigh

artistslive:thenecessltylmPOSedbythemarkettocommodifythespirit;theartist'simpulsetoprotestthat

COmmOdification;andfinally,thecommodificationofthatimpulsetoprotest"(ibid.,P.185).

38)蕗∫d.,p.183.

39)"Patronswhooncecommandedsuchworksdirectlyfromtheartistnowgotothefreemarketandbuythem

ready-madeandreadyTmediated･InsteadofretalnlngPerSOnalagents,theynowendowart-historydepartments

Orfundmuseumexhibitions･Nevertheless,thepatron'sneedsremainthegovern1ngforceinhigh-art

production,although-aSmediatedbycriticism-thoseneedsnowappearasseemlnglyautonomousart

ideologies"(Duncan,PP･Cit･,p･182)･HereDuncanimpliesthatthenotionofautonomyorself-referentiality

WOrkedtokeepthestatusofarto切ectshavingbeenthrownintothefreemarkethigh.Foraviewofhowthe

aestheticsofautonomywasaperfectpretextforobscurlngthecommoditystatusofartobjects,SeeTerry

Eagleton,771eIdeologyQftheAesthetic,.OxfordUKandCambridgeMA,BasilBlackwell,1990,eSP･PP･8-9;
"TheemergenceoftheaestheticasatheoreticalcategorylSCloselyboundupwiththematerialprocessby

Whichculturalproduction,atanearlystageofbourgeoissociety,becomes`autonomous'-autOnOmOuS,that

is,Ofthevarioussocialfunctionswhichithadtraditiona11yserved.Onceartefactsbecomecommoditiesinthe

marketplace,theyexistfornothing andnobodyinparticular,andcanconsequently be rationalized,

ideologicallyspeaking,aSeXistlngentirelyandgloriouslyforthemselves.Itisthisnotionofautonomyorself-

referentialitywhichthenewdiscourseofaestheticsiscentrallyconcernedtoelaborate''.

40)Crow,qP･Cit.,p.5.
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Nashdefines"publicHasahymeninDemideantermS,thatis,anundecidablewhichisboth

"society"and"individual=･41)ThisisevidentinliberalisttheoriessuchasJolmStuartMill･

Ononelevel,thepublicmeanS'society,asanunifiedentlty,PreSCribinggeneralru1esand

Standardsandthusrestrictlngthesphereofindividualfreedom;OnanOtherlevel,thepublic

isadmittedlyheterogeneous,includingdifferentgroup豆andindividuals,Whichcanactin

OPPOSitiontosociety･Inthefirstusage,thepublicisamonolith,tranSCendingindividuals

andhaving authority overthem;inthesecond,thepublicisconstitutedbyvarious

individualswhocanberepresentedvariously.Suchrepresentation,Strictlyspeaking,Only

Standsforapart,nOtforthewhole･However,inmanycases,thepartmakesapretenseof

thewholeandinducesustotakeitfortheentlty,aSiftheconceptlOnOfthepublicinthe

nrstusagecreepsintothatofthesecond･Theword"public"therefbreshif[sandりplays"in-

betweenandinvitesdiversepositionstoappropnatethisshifting,this血etoricaloperation･

CrowalsopolntStOanissueofrepresentationinconnectionwiththenotionofthe

public:"Theaudienceistheconcretemanifestationofthepublicbutneveridehticalwithit.

InempiricaltermS,WeareCOnfrontedonlywiththegrosstotalityoftheaudienceandits

POSitivelyidentifiableconstituentparts･…Thepublic,Ontheotherhand,istheentltyWhich

mediatesbetweenthetwo,arePreSentationofthesignPcanttotalitybyandforsomeone･
ApublicappearS,Withashapeandawill,Viathevariousclaimsmadetorepresentit･"42)

Mediatingbetweenthewholeaudienceanditsparts,Or,OnamOregenerallevel,Shifting

between`society'and'individual',thepubliccomesintobeingonlywhenthestruggleover

representationlurksundemeath･Representationisnotpossibleinthe丘rstplacewithoutthe

PrOCeSSOfselection/abstraction-theprocessofI)ickingupsomething,SOmeOne,aS

representative,andtherebyauthorizingthespecificpartto白Peakforthewhole,therest

silenced･ItinvoIves,aSGuyDebordsuggests,"thespecializationofauthority,"thatis,"a

SPeCializedactlVltyWhichspeaksforalltheothers,"sinceasonevoiceischosen,allthe

othervoicesarebanished.43)

AsindicatedbyCraigOwens,undermanyrePreSentationsofthepublicarehiddenslgnS

OfmanlPulation,Whichdiversepartiescanmanouvertotheirprofit･ItisthereforeloglCal,

asheputsit‥"that'thepublic,isadiscursiveformationsusceptibletoappropnationbythe

mostdiverse-indeed,OPpOSed-ideologicalinterests‥andthatithaslittletodowith

actuallyexistlngPublicsorconstituencies･M44)Noneofthoserepresentationsneedstobe

groundedonpeoplewhoactuallyexist,Sincetothemaswe11astoanybodyelsenothing

morethanasimulacrumOfthepublicisavailable･

41)Kate Nash,"Women and the FictiveIndividualofLiberalism,"in FILOZOFSK[VESTNJ方,2/1994,

LJUBLJANA,P.51.

42)Crow,甲.C～f.,p.5.

43)SeeGuyDebord'sconceptofthe"spectacle"asarepresentationofthesociety;"C'estlaplusvieille

Sp6cialisationsociale,1asp6cialisationdupouvoir,quleStalaracineduspectacle･Lespectacleestainsiune

activitesp6cialis6equlparlepourl,ensembledesautres･C,estlarepresentationdiplomatlquedelasoci6t6

hiirarchiquedevante11e-meme,0もtouteautreparoleestbannie,"GuyDebord,LJaSOCi6t6du5PeCtaCle,Paris,

畠ditionsGal1imard,1967/1992,p.11.)

44)CraigOwen,``TheYenforArt,"inDiscussionsInContempora7TCulture:numberone,ed･HalFoster,Seattle,

BayPress,1987,p.18.OneoftheexamPlesOwenscitesisthediscourgesovervanGogh'sSu′辞owers,SOldat
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Inthenameofthepublic-thisbynowsofamiliarphraseoftenfunctionsasan

ultimatum,an OmnlPOtentmeanS forselfjustification,Which suppresses anyfurther

OPPOSlngargument･Yet,thepublicofartisinlargepartanimaglnaryCOnStruCt,havingfar

more to do with a handfulof members of the art communlty than an actual

noncircumscribedaudience･Inthenameofthepublic,Orrather,underthepretenseofthe

Public,theftw"representatives"construCtOurfuturearthistory.The"public"wouldthus

SeemtObeacunnlngCOnCePtualinvention,adevicetoconcealthefactthattheartworldis,

eventoday,eXClusivelydominatedbyacircumscribedsegmentofsociety･Likeatalisman,

theimaglnaryPublickeepstherealpublicaway.

†●(J/仙丹肌･揖仙hリ･.ヾ小

auctioninLondontotheYasudaFireandMarineInsuranCeCompanyforarecord-breakingprice(PP.17-18).
Bitterlyreferringtothesaleasamonumentto"thenewvulgarltynOf=anewentrepreneurialclassthathas

fixatedon`masterpleCeS=,aCriticRobertHughestakesthesideof"thepublicsenseofartHopposedtopnvate

appropnation･Yet,theYasudapeople,annOunClngtheirplanstoexhibitthepalntlngintheirpubliccorporate

museum,alsohavereasonedthattheacqulSltlOnWaSmeanttOShowthecompany,s"gratitudetotheJapaneSe

peOple"･Anotherexampleisbroughtinrelationtoculturalprotectionismofmuseum,=atempletothefetish

COmmOdity,"and"itsavowedpurposeofprotectlngCulturalartifactsinthenameofthepublic,,;山whilethe

museumclaimstoprotectworksofartinthenameofthepublic,itactuallyprotectsthem舟omthe

Public"(P.19).


