                                                 HEDONISM                                  (text 4)

If Pop art was, as Richard Hamilton proclaimed, 'young and sexy,' then it certainly had its topical subjects readily at hand, whether in the affluent society of the United States, or in the media-invented 'Swinging London of the mid-sixties. Pop coincided with remarkable changes in Western society and helped bring these changes into view. Increased leisure time for the enjoyment of popular literature and music allowed a new permissiveness in relation to the body, its representation and consumption. These social changes were significantly affected by advances in birth control - notably the pill, recent legislation in Great Britain and the United States that decriminalised previously 'obscene' literature such as D.H. Lawrence’s novel Lady Chatterley's Lover, and a booming youth market that focused on the pleasures of the senses. 

In Britain, Peter Blake acknowledged the importance of pin-ups for teen, heterosexual fantasy in Girlie door, 1969. Here, the British artist’s interest was given over to the actresses reshaping contemporary sexuality, such as Marilyn Monroe and Gina Lollobrigida.

   Other artists worried that the new commercial hedonism revealed the American dream to be bankrupt. Allan D’Archangelo replaced a traditional image of chaste femininity with a calendar girl in his ironic American Madonna No.1. Designed for export and promising no hooks or attachments, she had outdated the iconography of an older, agrarian America — Grant Wood's hugely popular American Gothic (1930, Art Institute of Chicago) — as well as the traditional Christian imagery of feminine chastity. In the early sixties, a decadent pin-up best personified the United States, as well as its commercial and sexual exploitation. 

Although the Pop treatment of sexual revolution was largely male and heterosexual, there were other voices of desire found within the movement. Pop was also home to gay and feminist artists who spoke about divergent sexualities in the decade before these critiques of mainstream culture became prevalent. Most noteworthy in this trend was David Hockney who with such paintings as Man in Shower in Beverly Hills openly celebrated the erotic allure of the male body, while simultaneously invoking the heritage of classical art and extending the tradition of the nude at her (or his) bath. 

For Pauline Boty, the sexual revolution was an opportunity to discuss her desires as a woman. 5-4-3-2-1 of 1963 contrasts the feminine symbol of a rose with a young woman's face and the incomplete but obvious text, 'OH, FOR A FU ...'. Within a decade, the politics of intercourse and orgasm would be central concerns for feminists who wished to counter the misogyny of the sexual revolution.

 Whereas the subject matter of Pauline Boty's painting targeted embodied desire, the title directly quoted the other major strain of youth culture in the sixties — popular music. The numerical countdown came from the popular pop music programme Ready, Steady, Go!, where Boty sometimes danced with fellow Pop artist Derek Boshier. 

Questions:

§ 1: What new social phenomena made the sexual revolution possible?
§ 4: to what extent is Man in Shower in Beverly Hills a traditional picture?
§ 5&6: What does the title 5-4-3-2-1 suggest?
