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(1) Carolingian Art (8 43 )
(2) Mannerism (9 47)

(3)Pop Art (847 )
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Rodin said very wisely, « Il is the artist who is truthful, while the photograph is
mendacious ; for, in reality, time never stops cold. » The photograph keeps open the
instants which the onrush of time closes up forthwith ; it destroys the overtaking, the
overlapping, the « metémorphosis » [Rodin] of time.  But this is what painting, in
contrast, makes visible, because the horses have in them that « leaving here, going

there, » because they have a foot in each instant.  Painting searches not for the
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outside of movement but for its secret ciphers, of which there are some still more
subtle than those of which Rodin spoke. All flesh, and even that of the world,
radiates beyond itself. But whether or not one is, depending on the times and the «
school, » attached more to manifest movement or to the monumental, the art of

painting is never altogether outside time, because it is always within the carnal.

( Merleau-Ponty, « Eye and Mind ». in The primacy of perception, 185-186. )
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Serota at the Tate

In Thatcherite Britain there emerged a new breed of museum director, what Antony
Thorncroft referred to as “scholarly business managers”. They included Neil Cossons
at the Science Museum, with a background of running a commercial museum
(Ironbridge), and, especially important for our purposes, Nicholas Serota at the Tate
Gallery. They are, like their American counterparts, entrepreneurial, if somewhat less
ruthless. This is not to say that they are necessarily Thatcherite in a political sense, but
they are nonetheless ready to market aggressively the institution in their care. Belated
as it was in terms of the broader change described here, the change at the Tate Gallery,
which Serota replacing Sir. Alan Bowness in 1988, was clearly a sign of the times.
Although he played his part in courting sponsors, Bowness openly declared that “to
think the American system is the panacea” is “sheer nonsense”. “My colleagues in the
United States often envied me — even in these straitened times,” says Bowness. “I
believe in state funding. | don’t think it’s possible — I don’t think it’s desirable, for the
arts to be left to the private sector.” This is hardly an attitude that Number Ten would

have been prepared to countenance forever.
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While Bowness’s Tate, which Lord Gowrie once described as “a bit of a maiden aunt”,
was not seen as “a hit”, Serota’s task at the Tate was to make it the biggest art
fun-palace in Europe”. Prior to becoming director of the Tate, Serota, as has been
noted above, was director of the Whitechapel Art Gallery from 1976 to 1988. Young
and enthusiastic, he was known as an adventurous exhibition organizer. But equally
impressive was his skill in establishing a portfolio of corporate sponsors for the
Whitechapel. Serota was quoted as complaining in 1980 that “the amount of my time
spent on fund-raising certainly affects the quality of our exhibitions, because I can
spend far less time on the actual show, on ideas, on artists. One works very hard for
peanuts...”, but by the time left the Whitechapel, he had already acquired substantial
sums from over eighty companies.

(Privatising Culture by Wu Chin-Tao, 2002, p.136-137)
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