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Introduction

British culture, like the proverbial elephant seized
by several blindfolded persons, appears a very
different beast depending on where you take hold
of it. The entries in this encyclopedia are united
by the term ‘British’ but separated by the
stratifications of a ‘culture’ that has never been
still and always been in a state of flux.
Contemporary culture, like contemporary life,
is changing faster than ever before, which means
on the one hand that many of the traditional
staple elements of ‘British life’ are no longer
central to a definition of a contested national
identity, and on the other hand, because the
speed of movement is so great, a snapshot of
current cultural practices is inevitably going to
be blurred. So, assessing the contemporary is
the hardest historical problem of all; but it is also
the most exciting, perplexing, tantalizing and, we
believe, the most fascinating. This book is an
attempt to survey as much of contemporary
British cultural practice as is possible without
succumbing to the inevitable self-obsolescence
that such a project brings with it.

The Encyclopedia of Contemporary British Culture
brings together subjects which would probably
never be found alongside each other in any other
book. The entries vary in length from long
assessments of changes in major cultural fields
to short synopses of the careers of key
individuals. The book is a compendium of many
different and wide-ranging subject areas. Each
area has a list of entries which has been designed
m a particular way. This means that there are
entries on many film directors, for example, but
there are no entries on authors: the literature
section is designed in terms of genre and market,

not personality and industry. The Encyclopedia is
arranged in alphabetical order so that unlikely
bedfellows may stimulate the browser or casual
reader. Connections can also be traced by
consulting the subject area classified contents list
at the start and by looking up the cross-references
signalled by the entries themselves. It is intended
that this will enable several ways of approaching
the material, for the general reader, the curious
factfinder and the subject specialist.

In a selective enterprise such as this, the range
of entries cannot be all-encompassing and the
treatment of a subject like British culture cannot
be exhaustive. In terms of temporal period, the
book covers British life since the 1960s, though
most entries are skewed towards the 1990s. In
terms of scope, we attempted to cover in one
way or another everything that has contributed
more than ephemerally to British social life, but,
to avoid a rapid proliferation of entries, we
additionally decided to focus on people born in
Britain (though some other nationals, either
naturalized or resident in Britain, have also been
included). The question of what is or is not
‘British’ was largely left up to contributors, and
so no definitive position has been taken (and
would raise more problems than it solved)
beyond the political fact of any individual
person’s (or institution’s) nationality. As editors,
we have aimed for a certain amount of factual
and stylistic consistency, but the dynamic of a
subject such as national culture insists upon
attitudinal variations and multiple perspectives.
Contributors have been encouraged rather than
discouraged to be opinionated and to raise
contentious issues where appropriate.



xiv  Introduction

The level of the book is such that it should
be of interest both to the general reader and to
the beginner seeking information on a specific
topic. It also offers overviews and opinions for
those already familiar with the content of the
entries. We hope it will be of value to everyone
mvolved in studying British culture, at all levels
and in all countries. On longer entries, further
reading, where available, has been recommended
for anyone who wishes to study the subjects in
greater depth.

Peter Childs
Mike Storry
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How to use this book

The Encyclopedia contains over 900 alphabetically
arranged, signed entries, ranging from concise,
factual contributions to longer overview essays.

For readers with a particular interest, there is
a thematic contents list which groups entries
according to subject, e.g. music or the visual arts.
In the body of each entry direct cross-references,
mdicated in bold type, lead to other relevant
articles, while a ‘see also’ section at the end
suggests related topics.

Biographical entries contain dates and places
of birth and death, wherever the information is
readily available, followed by the profession of
the subject. Unless a country is indicated, the
place of birth/death is in the United Kingdom.
County names have been provided for some of
the more obscure places

Suggestions for further reading are given
where appropriate and where relevant texts are
easily accessible.



Classified entry list

All of the entries in the Encyclopedia are categorized under the most appropriate subject heading(s).

Some entries appear under more than one heading where relevant.

Architecture

agricultural buildings
Alsop, Will

Archigram

Architectural Association
Architectural Foundation
art galleries

Arup Associates
Birmingham Conference Centre
Byker Housing

Cardiff Bay Opera House
Chamberlain, Powell and Bon
Chipperfield, David

city redevelopment

Coates, Nigel

conservation groups
Crosby, Theo

Cullinan, Edward

Denys Lasdun and Partners
Dixon, Jeremy

Foster Associates

Gillespie, Kidd and Coia
green belts

Hammersmith Ark, London
high-tech

Hopkins, Michael

Horden, Richard

housing

industrial buildings
MacCormac, Richard
Martin, Leslie

Mather, Rick

modernism

municipal buildings

neo-classicism
new brutalism
new towns

Nicholas Grimshaw and Partners

office building

Outram, John
postmodernism

Powell and Moya

Prince of Wales’s Institute
restaurants and bars

RIBA

Ritchie, Ian

Robert Maguire and Partners

Robert Matthew Johnson-Marshall and Partners

Rogers, Richard

shops

Smithson, Alison and Peter
Solar School, Wallasey
Spence, Basil

Stirling, James

St Ives

supermarkets and malls
Terry Farrell Partnership
town planning

university building
Wilkinson, Chris

Wilson, Colin St John
Yorke, Rosenberg and Mardall

Consumerism

advertising, influence of
appliances
auctions



xviii Classified entry list

car boot sales

cars

cash and carry

catalogue shops

charities and charity shops
consumer language
convenience stores
corporate identity

credit cards

cross-Channel shopping
delicatessens

department stores
designer labels

discount stores

electronic shopping

faxes, modems and laptops
filofaxes

football pools

franchising

giro culture

globalization and consumerism

green consumerism
heritage

hire purchase

junk mail

licensing laws
National Lottery
out-of-town shopping
political consumerism
poverty

product placement
promotions

sales

self-service
shoplifting

shopping, recreational
small ads

special interest magazines
sportswear

street selling
supermarkets and malls
surveillance

time shares

tobacco industry
tourism

Education and institutions

adult education

armed forces and police
Arts Gouncil

British Council

avil service

Crafts Council
Design Council
Foreign Office
Freemasons

further education colleges
GCSEs

GNVQs

ICA

law courts

LEAs

local councils

MI5 and MI6
monarchy

National Curriculum
NHS

parliament
privatization

public schools

school examinations
school league tables
schools system
scouts and guides
universities

welfare state

Ethnicity and belief

Afro-Caribbean communities
Afro-Caribbean youth styles
Afropop and African music
Anglican Church

animal rights

Arabic

Archbishop of Ganterbury
aromatherapy

Asian fashions

Asian theatre

Asian underground

Asian youth styles

Baha’i

Bandung File

bhangra

bilingual communities

black art

Black Audio Film Collective



black Conservatives

black literature press
black performance poets
black politics

black press

black sportsmen and women
black television

black theatre

‘Black Women Talk’ Collective
black women’s movement
British Black English
British Citizenship Acts
Buddhism

Catholicism

Celtic tradition

Chinese communities
Christian Science

Church of Scientology
Cockney

Commission for Racial Equality
dialect

diasporan film-makers
Druids

Elim

environmentalism
Estuary English
euthanasia

evangelism

Gaelic

Gaia Hypothesis

Geordies

Hare Krishna

Hinduism

holistic medicine
homeopathy

hunt saboteurs

Indian communities
Indian languages

Irish communities

Islam

Jainism

Japanese communities
Jehovah’s Witnesses
Jewish communities
Labour Party black sections
literature, African
literature, Caribbean
literature, Indian

Classified entry list xix

Methodists

Muslim Parliament
Nation of Islam
Notting Hill Carnival
Orthodox Christianity
Pakistani communities
Presbyterianism
Protestant Churches
Race Relations Acts
racism in sport
Rastafarianism
received pronunciation
rhyming slang
Rushdie Affair, the
Salvation Army
Scottish language
scouse

Sikhism

spiritual leaders
Transcendental Meditation
Unification Church
Watts, Alan

Welsh language
women priests

Yiddish
Fashion and design

accessories
Ashley, Laura
Asian fashions
Banks, Jeff

Biba

bicycles

body adornment
body size
campaigns
Carnaby Street
Clothes Show, The
Conran, Jasper
Conran, Terence
cosmetics
Design Council
fashion (1960s)
fashion (1970s)
fashion (1980s)
fashion (1990s)
fashion, children’s
fashion, wedding



xx Classified entry list

fashion, youth
Freud, Bella
furniture design
Galliano, John
graphic design
hairstyles

Hamnett, Katharine
Harpers and Queen
Harvey Nichols

hats

industrial design
Knightsbridge

labels

Liberty

lingerie

London Fashion Week
mail order
McCartney, Stella
McQueen, Alexander
military clothing
models, 1960s
Muir, Jean

Oldfield, Bruce
power dressing
Price, Antony
Quant, Mary

Red or Dead

Reger, Janet

retro

Rhodes, Zandra
Royal College of Art
Savile Row

Sloane Rangers
Smith, Paul
supermodels

Vogue

Westwood, Vivienne

Film and cinema

Akomfrah, John
Anderson, Lindsay
Attenborough, Richard
Attwood, David
avant-garde cinema
BAFTA

BFI

Black Audio Film Collective

Blair, Les

Boorman, John
Branagh, Kenneth
British film industry
Brownlow, Kevin
Caine, Michael
Carry On films
Caton-Jones, Michael
Chadha, Gurinder
Channel 4 Films
Chelsom, Peter
cinemas

comedies
Connery, Sean
Davies, Terence
Day-Lewis, Daniel
Dearden, Basil
diasporan film-makers
Douglas, Bill
Edzard, Christine
film, children’s
film, experimental
film, feminist

film awards

film distributors
film festivals

film music

film policy

film press

film reviews
Forbes, Bryan
Forsyth, Bill
Francis, Karl
Frears, Stephen
gay film

Grant, Hugh
Greenaway, Peter
Hammer Horror
Handmade Films
Hudson, Hugh
Jackson, Glenda
Jarman, Derek
Joffe, Roland
Jordan, Neil
Julien, Isaac
Kidron, Beeban
Kubrick, Stanley
Lean, David
Leigh, Mike



Leland, David

Lester, Richard
Loach, Ken

Losey, Joseph
MacKenzie, John
Medak, Peter
Merchant-Ivory Productions
MOMI

National Museum of Film and Photography
Newell, Mike

NFT

Norman, Barry

Park, Nick

Parker, Alan
Pinewood Studios
Potter, Sally

Powell, Michael

Rank

Redgrave family
Robinson, Bruce
Roeg, Nicholas
Russell, Ken
Schlesinger, John
Scott, Tony

Sereen and screen theory
Smith, Maggie

Tait, Margaret
Temple, Julian
Thompson, Emma
thrillers

Vadim, Jean

‘Watkins, Peter
‘Winner, Michael
Working Title
‘Workshop Declaration
Yates, Peter

Gender, sexuality and the family

Abortion Acts

age of consent

AIDS

androgynous/unisex look
armed forces and discrimination
baby boom

bisexuality

black women’s movement
Child Support Agency
childbirth

Classified entry list

Clause 28

divorce law

domestic violence
cating disorders

equal pay

family planning

gay liberation

‘gender benders’
lesbian chic

marriage

new man

outing

pornography

poverty, families and
prostitution
sadomasochism

Sex Discrimination Acts
single-parent families
Soho

transsexuals

WAVAW

women, employment patterns
women in the arts and media
women in business
women in parliament
women in rock

women In sport
Women’s Institute

Intellectual life

Ayer, AJ.

Barton, Derek
Berlin, Isaiah
Birmingham CCCS
Carr, E.H.

chaos theory
Clarke, Arthur C.
Cirick, Francis and Wilkins, Maurice
Dawkins, Richard
Eagleton, Terry
Eysenck, Hans
feminist theory
Foot, Michael
Gabor, Dennis
Gilroy, Paul

global warming
Gombrich, Ernest
Greer, Germaine

Xx1



xxii Classified entry list

Hall, Stuart
Hawking, Stephen
Hewish, Antony and Ryle, Martin
history
Hobsbawm, Eric
Hodgkin, Dorothy
Hoyle, Fred
hyperreality

Laing, R.D.

Leavis, FR.
literary theory
Lovell, Bernard
Marxism
Medawar, Peter
media and cultural studies
Millet, Kate
Mitchell, Juliet
Morris, Desmond
neo-Darwinism
Penrose, Roger
philosophy
political correctness
politics

Popper, Karl
post-structuralism
postmodernist theory
Rawls, John
Russell, Bertrand
Ryle, Gilbert
Sanger, Frederick
science

Scruton, Roger
sociology

Stone, Lawrence
Strawson, P.F.
structuralism
Taylor, AJ.P.
Thompson, E.P.
‘Ward, Barbara
Warnock, Mary
Williams, Raymond

Literature

autobiography

biography

black literature press

‘Black Women Talk’ Collective
book marketing

fantasy and science-fiction
feminist publishing houses
gay and lesbian writing
Johnson, Linton Kwesi
literary magazines

literary prizes

literary theory

literature, African
literature, Caribbean
literature, children’s and teenage
literature, Indian
literature, Northern Irish
literature, Scottish
literature, Welsh

Martian Poets

Mersey Poets

novel

poetry

poetry anthologies

poetry in the 1970s
poetry in the 1980s
poetry in the 1990s
popular fiction
post-colonial writing
postmodernist writing
publishing trends
readership

romance

science fiction

thrillers, detective and spy writing
travel writing

Media

ASA
Associated Press
black press

Campaign for Press and Broadcasting Freedom

commercial radio
commercial radio, national
comics

DJs

DTP

EMAP Maclaren
Express Group
freesheets
graphic novels
Guardian Group
Hachette



Internet

IPC Music Publishers

IRN

libel, defamation and privacy
local press

local radio

magazines, satirical
Magnum

media and cultural studies
media education

Mirror Group

national commercial radio
News International
newsstands and newsagents
News TV

Northern Irish press

NUJ

official secrets and D-Notices
phone-ins and chat shows
pirate radio

Press Association

Press Council

publishing houses

Radio 1

Radio 2

Radio 3

Radio 4

Radio 5

radio comedy

radio DJs

radio drama

Reuters

Scottish press

teen magazines

Telegraph plc

Thomson

top-shelf magazines

2000 AD

underground press and fanzines
Welsh press

women in the arts and media
women’s press

‘World Service
Music

Afropop and African music
alternative music
ambient music

Classified entry list

Asian underground
ballet music
Band Aid
bhangra

big beat

blues

Britpop
classical music
classical music, contemporary
classical soloists
concert promoters
conductors
country

dance music
disco

DJs

dub

electro

film music

folk music
formats

funk

glam rock
heavy metal
hip hop

house

indie pop

Jazz

jazz funk

Jjazz soloists
Johnson, Linton Kwesi
Jungle

MTV

music colleges
music industry
music labels
music press
new age music
new romantics
new wave
Northern Soul
ol

opera

opera singers
orchestras

pop and rock
pop television
producers

xXxiil



xxiv  Classified entry list

progressive rock
psychedelic rock
pub rock

punk rock

radio DJs

rap

rave

record labels
reggae

rock festivals
sampling
scratching

ska

soul

techno

trance

tribute bands
two-tone
WOMAD

women in rock
Performing arts

actors (female)

actors (male)

Actors Touring Gompany
agitprop

alternative comedy
Arts Council

Asian theatre
avant-garde theatre
ballet

ballet music

Barbican Centre

black theatre
choreography

circus

Comedy Store, The
community theatre
Covent Garden
devising

directors

Edinburgh Festival and Fringe
English National Ballet
feminist theatre

fringe theatre

gay theatre

Globe Theatre

improvisation

left-wing theatre

live art

mime

modern dance

performance art

performing arts on television
physical theatre

RADA

Royal Ballet

Royal Court

Royal National Theatre
Royal Shakespeare Company
set design

theatre

theatre, regional

theatre critics

theatre in education

West End

women in the arts and media
youth theatre

Politics and society

Amnesty International
Big Issue, The

black Conservatives
black politics

CBI

censorship

charities and charity shops
Charter 88

citizenship

class system
Communist Party
community politics
Conservative governments
Conservative Party
corporatism
corruption in the city
democracy

Direct Action
disability

drink

entrepreneurs
Establishment, the
Europe

exegesis

financial crises

flying pickets



food

Friends of the Earth and Greenpeace
fringe groups

fringe parties

general elections

GLGC

government inquiries
Green Party

Greenham Common
health policies
homelessness

hostages

Ireland

labour migration

Labour Party

Labour Party black sections
libel, defamation and privacy
Liberal Democrats

lobby groups

Lonrho Affair

Maze Prison

Militant

military conflict
monetarism

Muslim Parliament
National Front

nationalist parties

nature

New Labour

North of England

nuclear and arms industries and protestors
pensioners

police

political consumerism
political publications

poll tax

poverty

prejudice

pressure groups

privacy

privatization and nationalization
recession

regulation

riots

SDpP

secret services

serial killers

sex scandals

Classified entry list

Sinn Féin

social welfare
Thatcherism

trade unions
tribalism

Ulster Unionists
violence

Westland Affair
Winter of Discontent
women in business
women In parliament

Sport

angling

athletics

badminton

betting shops

black sportsmen and women
boxing

cricket

cycling

FA Cup

football

golf

Grand National
Henley Regatta
Highland Games
hockey

horse racing

ice skating
long-distance runners
marathons
middle-distance runners
motor racing

racism in sport
rambling

rowing

rugby league

rugby union

sailing

showjumping

sport on television
sports stadia
sprinters

swimming

table tennis

tennis

University Boat Race

XXV



xxvi Classified entry list

‘Wimbledon
women In sport
wrestling
yachting

Video and television

action series

advertising, television and video

animation

arts programming
Attenborough, David
audience research
BARB

BBC

black television
breakfast television
Broadcasting Acts
BSkyB

cable and satellite
cartoons and puppetry
Channel 4

Channel 5

Channel X

comedy on television
crime drama

current affairs
daytime television
documentary

drama on television
Euston Films
facilities houses
franchise auction
game shows
Granada
[lluminations
imported television
independent production
infotainment

International Broadcasting Trust

IPPA, AIP and PACT
Isaacs, Jeremy
McGrath, John
medical drama
Mersey Television

MTV

National Viewers and Listeners Association

news television

performing arts on television

pop television

Potter, Dennis
regulatory bodies
S4C

science fiction
situation comedy
soap operas

sport on television
Street-Porter, Janet
talk shows

teenage and youth programming
teletext

television, children’s
television exports
television licence
television unions
Thames TV
transmission technologies
TV-am

video art

Video Recordings Act
viewing technologies
youth television

Visual and plastic arts

animation

art galleries

Bacon, Francis
black art

Burman, Chila Kumari
ceramics

computer graphics and multimedia
Courtauld Institute
Freud, Lucian
Frink, Elisabeth
Gormley, Antony
Hepworth, Barbara
Hockney, David
installation art
Kapoor, Anish
Long, Richard
Moore, Henry
Nicholson, Ben
organic art
painting

Paolozzi, Eduardo
photography

pop art



Rego, Paula
Riley, Bridget
Royal Academy
School of London
sculpture

St Ives

Tate(s)

Youth and alternative culture

acronym groups
Afro-Caribbean youth styles
Afrocentrists

alternative poetry

Asian youth styles

black performance poets
bungee jumping

clubs

comics

comics culture

crazes

crusties

discos

Dr Martens

drug culture

Classified entry list

fantasy football
fanzines
fashions, youth
gameboys
Generation X
glam

gothic

graffiti

Hell’s Angels
hippies
joyriding

‘lads’ and ‘lager louts’
mods

Northern Soul
performance poetry
poetry slams
problem pages
rave culture
rockers
skinheads

teds
teenyboppers
youth television
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Abortion Acts

The Abortion Act of 1967, introduced by the
Liberal MP David Steel, legalized in Britain. This
Act came mto force in April 1968 and applies to
England, Wales and Scotland. The core provisions
of the Act were that abortion was lawful in certain
carefully defined circumstances. First, two
registered medical practitioners had to be of the
opinion that continuance of pregnancy would either
risk the mother’s mental or physical health or her
children’s health, or that there was a substantial
risk that the child, if born, would suffer from serious
mental or physical abnormalities. Second, and more
contentiously, the mother’s socio-economic
circumstances and psychological health could be
taken into consideration in reaching a decision.

The 1967 Act did not recognize a woman'’s right
to an elective abortion. However, the social clause
in the Act has been liberally interpreted to the
extent that the right to abortion has been recognized
in practice if not in law. Abortion under the
provisions of the 1967 Act was initially set at twenty-
eight weeks but this was reduced to twenty-four
weeks in 1990. Approximately 84 percent of all
abortions in Britain are conducted in the first
trimester, so lowering the time limit has made little
practical difference.

There have been various attempts to lower the
time limit. The best known campaign was that of
the Liberal MP David Alton, who sought to reduce
the cut-off to eighteen weeks. The only major
change to the law, however, has been in the course
of the Human Fertilisation and Embryology Act

(1990). The main provisions of this Act stemming
from the Warnock report, were concerned with
the moral issue arising from new reproductive
technologies.

The 1990 Act, inter alia, amended the provisions
of the 1967 Act by reducing the normal period of
abortion to twenty-four weeks but permitting
abortion after that period if the child was not going
to be born alive or was to be born with a severe
handicap. The 1990 Act therefore liberalized the
law in some respects while tightening it in others.
Until recently, the number of abortions stood more
or less constant at just under 180,000 a year.
However, the most recent figures show a marked
increase of 8.3 percent from 1995. Increases in girls
under 16 was 11.3 percent, with teenagers overall
showing an increase of 15.2 percent.

It has long been the case that where the mother’s
life or well-being is threatened by the continuation
of a pregnancy or birth, a doctor or midwife may
take all reasonable measures to save that life, even
if the cost is the destruction of the unborn child. In
moral terms, this 1s covered by the doctrine of
double effect: the intention is primarily to save the
mother’s life, the incidence is that the unborn life
is sacrificed. There are some areas in which this
principle still remains.

It is clearly and unequivocally the case that
British law does not recognize the principle of a de
jure right to abortion. However, in practice,
providing some minimal requirements are met, an
elective albeit often privately funded abortion will
almost always be permitted. Such abortions can
often be legally and medically processed quite
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quickly. For example, Marie Stopes International
controversially offers ‘lunch-time’ abortions at
several of its clinics. This regularly raises the
question as to whether the law should be refined,
to bring the de jure situation into line with factual
conditions.

See also: age of consent; childbirth; family
planning

Further reading

Morgan, D. and Lee, R.G. (1991) Blackstone’s Guide
to the Human Fertilisation and Embryology Act 1990:
Abortion and Embryo Research the New Lauw,
London: Blackstone Press.

PAUL BARRY CLARKE
SVANBORG SIGMARSDOTTIR

accessories

Mary Quant was at the forefront of the rising
importance of fashion accessories in the 1960s.
Quant introduced shiny plastic hipster belts with
matching handbags and coloured tights which were
all a fundamental part of the image for women.
The nostalgic, wistful and romantic fashions of the
1970s were a reaction to the grim cultural scene
and to the militant feminism of the time. Barbara
Hulanicki, creator of Biba, had a marked effect on
the accessories development. She was the first to
sell soft skull caps with fringes of angelic curls
framing the face. She was also responsible for
popularising the pillbox hat with the small veil,
which in the late 1970s became the most popular
accessory for weddings (see fashion, wedding).
Punk, one of the biggest stories in fashion in the
1970s, provided a snarling response to conventional
fashion. Born out of a relatively short lived anti-fashion
street cult, it ended up representing some of the most
pivotal ideas of its time through its notoriety, its similarity
to tribal intimidation techniques and its anti-establishment
political stance. In 1977 Malcolm McLaren and Vivienne
Westwood opened their shop Sex on the Kings Road,
London, and the key accessories consisted of a plethora
of safety pins and metal chains, both for body piercing
and for garment adornment. Punk anti-fashion filtered

through not only to new wave street styles, but also to
designers such as Zandra Rhodes and later in the 1980s
to Jean-Paul Gaultier.

The market, rather than the medium, was the
message in the 1980s, with wealth and the image
of wealth a style attribute in itself. The Big Bang,
with the greater accessibility to the stock markets,
symbolized a return to the values of laissez-faire
capitalism and a new breed of individual developed,
the Yuppie. The smart accessories were Porsche
cars, Filofaxes, Psion organizers, mobile phones and
laptop computers.

In 1981 Roy Bishko, a South African lawyer,
opened the first Tie Rack branch in Oxford Street,
London, thus completely revolutionizing the notion
of the fashion accessory. The company, whose key
shops are located in airports, has been a phenomenal
international success and has been instrumental in
the appearance of countless other similar accessory-
dedicated retailers.

The 1990s saw an enormous backlash against
many of the values promoted in the 1980s.
Environmentally friendly issues became increasingly
influential and, despite the growing demand for new
and exciting images, a heightened sensitivity to goods
and the way to wear them became the most
fashionable accessory.

See also: cosmetics; fashion (1980s); filofaxes;
hats

Further reading

Mulvey, K. and Richards, M. (1998) Decades of
Beauty. The Changing Image of Women 1890s-1990s,
London: Hamlyn.

FATIMA FERNANDES

acronym groups

A pun on the word ‘hippie’, ‘yuppie’ is an acronym
for Young Urban (or Upwardly mobile) Professional
Person. The term was coined in the late 1970s and
was followed in the 1980s by many similar
acronyms: Guppie (a ‘green’ or environmentally
conscious young professional); Buppie (a black
yuppie); Yummie (a Muslim yuppie); Dinkie (a



person in a couple with two incomes and no kids);
Nimby (someone who is in favour of development
generally but ‘not in my back yard’); and Rumpie
(a rural upwardly mobile professional, which is to
say a city dweller who moves to large country houses,
wears Barbour jackets, owns a 4-wheel drive, and
commutes to a job in the city). The trend for such
acronyms is part of a general increase in a fast-paced
British society since the 1980s, towards
abbreviations, buzzwords, localized acronyms and
esoteric languages, which culminated in the joke
usage TLA (three-letter acronym).

PETER CHILDS

action series

It is much easier to offer examples of programmes
which can be described as ‘action series’ than it is
to agree on a general definition. Most people would
accept that, for example, The Persuaders, Mission
Impossible and The Fugitive qualify, although they are
all very different.

Equally, it is not easy to draw a clear distinction
between genuine action series like The Bill, London’s
Burning or Bugs and more coy or zany ones such as
The Avengers or The Saint, or even detective series
such as Morse, hospital series such as Casually or
true-life programmes such as Crimewatch. There is
action in all of these programmes, but it is not the
predominant feature. One might say that
programmes from all these other genres periodically
take on aspects of the action series and vice versa:
the simplified morality, the tied-up loose ends, the
excitement, the lack of subtlety. An appropriate
definition might then be: programmes where week
by week there is formulaic violence and where good
vanquishes evil.

Action series on television are watched by both
sexes equally, and are almost as popular as soap
operas and the news. To give an indication of
viewing figures, 42.9 percent of adults watch The
Bill, compared with the 45.4 percent who watch
Coronation Street, the 35.3 percent who watch
EastEnders, and the 43.5 percent who watch News at
Ten. The programmes watched by most people tend
to be British rather than imports. However, the
following American series are or have been popular
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with younger British audiences: Superman, Robocop,
Highlander, Airwolf, Team Nightrider and Xena.: Warrior
Princess.

One of the factors that militate against showing
more action series on television is that people are
concerned about the potential copycat effects of
watching television violence. This is exacerbated
by the increasing numbers of channels on offer. A
1996 Sheffield University report found that eight
out of the ten most violent programmes, measured
in terms of violent acts, were action films shown
on The Movie Channel or Sky Movies. The
remaining two were cartoons. In a climate of fear
partly induced by the case where the young boys
who murdered toddler Jamie Bolger were allegedly
influenced by a video they had seen, action films
and series are under close surveillance. Even Tom
and Jerry cartoons are considered potentially
dangerous influences on young audiences.

See also: crime drama

MIKE STORRY

actors (female)

British cinema enjoyed a golden age in the 1960s, not
only at home but abroad. For a film industry which
was formed very much in the shadow of Hollywood,
British actors provide a fascinating insight into the
industry’s self-perception in particular periods, and
reflect cultural assumptions about Britishness. Thus,
British actors were often invested with a patriotic
imperative as bearers of British national culture.
Filmgoing had a particular role in the social lives of
young people, and the films of the 1960s shared and
indeed helped to shape the concepts of youth which
were characteristic of the social and political discourses
of the time. The 1960s saw the emergence of new
and challenging roles for female actors, reflecting the
social and moral issues which impacted on young
contemporary women. Films like 4 Taste of Honey (dir.
Tony Richardson, 1961), and Darling (dir. John
Schlesinger, 1965) introduced Rita Tushingham (b.
1940), and Julie Christie (b. 1940) in roles which
contrasted sharply with the mature woman roles of
1950s films, played by actresses such as Diana Dors
and Virginia McKenna. In the former film, the
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portrayal of Jo, a pregnant schoolgirl refusing to
compromise, was consonant with the image of Rita
Tushingham as a modern female star. 4 Taste of Honey
portrays the emergence of specific discourses related
to young women in 1960s society, suggesting that
young women might be more powerful and more
confident than before.

The 1960s girl was placed firmly within the
context of consumption and with the sex scandal of
the Profumo Affair (see sex scandals), which had at
its heart a promiscuous young woman who had the
power adversely to affect the Macmillan government,
young women were very much seen in a new light.
Similarly, in Darling, Diana, played by Christie,
pushes yet further the representation and
organization of female sexuality. Christie thus added
sexual power and confidence to the honesty and
unpredictability of Tushingham and created a figure
which was to be carried through the British cinema
mto the late 1960s and beyond. Female actors like
Christie and Tushingham, representing spontaneous
and emotionally honest young women, showed
cinema of the time to be working within a broader
social context by reflecting contemporary attitudes
to what was seen as a 1960s phenomenon. Such
films also cultivated a new key audience, the youth
market. In contrast to the candid depictions of the
modern young woman, portrayed so convincingly
by Tushingham and Christie, there was also the
phenomenal success of Julie Andrews (b. 1935) in
The Sound of Music (1965), a film which broke previous
box office records. Although the film was American,
Andrews’s Britishness continued the tradition of
upper middle-class respectability which stars like
Anna Neagle had represented in previous decades.

After the period of stagnation in British cinema
in the 1970s, predominantly caused by the
withdrawal of American funding, there was a revival
in the following decade and the heritage genre
became extremely popular. One of the common
stylistic and thematic features of the genre was the
consistent use of specific actors, including Maggie
Smith (b. 1934), Emma Thompson (b. 1959) and
Helena Bonham-Carter (b. 1966). The superb
Maggie Smith made her debut with the Oxford
University Dramatic Society in a production of
Twelfih Night in 1952, but is best remembered for
her remarkable performance in The Prime of Jean

Brodse (dir. Ronald Neame, 1969), for which she won
an Academy Award. Since the 1960s she has
appeared in films, plays and television. Emma
Thompson began performing as a member of the
Cambridge Footlights and worked extensively in
comedy before establishing her dramatic talents with
diverse award winning roles. Specifically, in 1996
Thompson won two prestigious Golden Globe
awards for screen writing and best dramatic film for
her screenplay of Jane Austen’s Sense and Sensibility.
But perhaps it is Dame Peggy Ashcroft (1907-91),
with her impressive work across theatre, film and
television both in Britain and America, who best
represents the outstanding quality and calibre of
British female actors.

One of the many notable facets of British female
actors 1s their refusal to constrain themselves to
one sole medium and so have excelled in roles
across theatre, television and cinema. The list of
eclectic and multi-talented women who refuse to
limit their performing arenas is too enormous to
detail here, but joining the women already
mentioned, the following are worthy of note: Dame
Judi Dench (b. 1934), Glenda Jackson (b. 1936),
Vanessa Redgrave (b. 1937), Jane Lapotaire (b.
1944) and Helen Mirren (b. 1946), who all began
acting in the 1960s. Although some have argued
that the notion of stardom has been seen as un-
British and as a consequence has profoundly
influenced the way British female actors have been
marketed, this is merely conceding to a Hollywood
mentality. Overall, and to their credit, British female
actors have consistently valued their work above
the trappings of stardom.

See also: actors (male); feminist theatre

Further reading

Geraghty, C. (1997) “‘Women and Sixties British
Cinema—The Development of the “Darling”
Girl’, in R.Murphy (ed.), The British Cinema,
London: BFIL.

Street, S. (1997) British National Cinema, London:
Routledge.

Thumin, J. (1992) Celluloid Sisters: Women and Fopular
Cinema, London: Macmillan.
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actors (male)

The acting tradition in Britain stretches back to
medieval mystery plays. For professionals, theatre
is generally regarded as the greatest test although
it is now difficult to earn a living on stage. Most
actors therefore also do television or films unless,
like Jim Dale, they star regularly on Broadway.
Although cuts in arts budgets have led to many
repertory companies disappearing and while the
film industry is almost invisible, television fills the
gap. There is no shortage of acting talent. But
television has largely abandoned the literary plays
that once gave theatre its cultural importance,
replacing them with sensationalist drama, action
series, sitcoms (see situation comedy) and soap
operas, although some would dispute whether the
latter’s formlessness qualifies it as drama. Music
hall traditions continue to exert an influence,
primarily through stand-up comedy. Overall, the
social revolution of the 1960s, combined with
television’s thirst for talent, have fostered a cohort
of actors whose ability is often enlivened by concern
for cultural and social issues.

From about 1970, with Peter O’Toole, Tom
Courtney, Albert Finney, Michael Caine and Nicol
Williamson established as international stars in
sixties social realist films, British theatre and cinema
declined. There are few famous living stage
playwrights. Television occupies the conversational
place once held by theatre and is making its own
national stars. Actors such as Richard Briers,
Geoffrey Palmer, Rowan Atkinson, Benjamin
Whitrow and Peter Sallis are well known, partly
through ability and partly because producers favour
proven performers. But once an actor is identified
with one type of role, changing image can take
Herculean efforts. Very few actors transfer
successfully from soap opera to other genres.

Perennial favourites tend not to have taken top
billing initially and the career paths of even the
best actors are unpredictable. Stephen Rea found
success in I Didn’t Know You Cared, Peter
Tinniswood’s 1980s television comedy, and has
since appeared in several relatively low profile but
high-quality plays and films. David Jason’s first
television show was in 1968, but his first starring
roles came in the 1980s. Regulars range from
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Chekhov to situation comedy, so the distinctions
between stage, film and television acting are
blurred. Television and film were initially
considered unworthy of serious actors. Laurence
Olivier was lauded for renouncing Hollywood to
establish the Royal National Theatre. Actors such
as Jan McKellen, David Suchet and Alan Rickman
made their names working there or in the Royal
Shakespeare Company. In the 1990s these
companies keep serious theatre alive, free from the
constraint of chasing what managements call ‘bums
on seats’. By contrast, commercial theatre stars such
as Tom Conti utterly reject what they see as the
easy option of subsidized work.

Modern acting technique emphasizes inner
motivation, but many actors would endorse
Olivier’s advice to Dustin Hoffman, who appeared
on the set of Marathon Man sweaty and exhausted
after a run his character was meant to have taken
off-screen: “Iry acting, dear boy.” Theatre demands
more technical ability than film work, for which it
is often enough to stand still and avoid blinking
(according to Michael Caine). Most British actors
achieve tremendous range by fusing Stanislavsky,
Method and classical acting with a dash of music
hall if required, which is what makes them popular
in Hollywood. Recent transfers include Hugh
Grant, Daniel Day-Lewis, Ralph Fiennes and the
alarming Steven Berkoff. Stage work makes actors
learn from repeat performances, while television
or film appearances are usually one-offs. New
talent, including Jimmy Nail, Kenneth Branagh,
Robert Carlyle, Kevin Whately, Phil Daniels and
Robbie Coltrane represent different paths to
recognition, yet some have no experience of stage
acting at all. Whether alternative routes such as
rock music or stand-up comedy give actors a solid
technique remains to be seen. Some think standards
will decline, or have declined.

"Television’s obsession with ratings allows little
room for experiment. Programmes are often
designed by committee so that, while the actor’s
task remains that of putting flesh on the bones of
a writer’s words, the increasing tendency for
drama in all media is to concentrate on social
issues, with publicity emphasizing close identity
between actor and part. Mass education and left-
leaning postwar society have given actors a
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position of cultural importance in which they are
taken for Everyman figures by the media—national
barometers of every issue. Actors’ needs for
publicity sit comfor-tably with the media’s hunger
for occasionally outrageous, professional, lively
chat-show material, discussing work or
relationships at length. Their range of
backgrounds and wide variety of life experiences
apparently produce empathy with television
audiences; hence the large number of actors who
appear in quizzes, magazine programmes and
game shows. This exposure can place intense
pressure on actors’ private lives and is seen by
some as professionally unhealthy. It has prompted
mockery of ‘luvvies’, an epithet referring to the
emotional way in which actors sometimes discuss
each other and their work. Acting is a genuinely
demanding job, nerve-wracking and physically
draining, made worse by its chronic instability and
the destructiveness of critics, but, compared to
many jobs, it is fulfilling and can be lucrative.
Some questions fired at actors might be better
addressed to a writer, but writers are less media-
friendly, which leaves actors with a tight-rope to
walk between surliness and over-exuberance.

The decline in the theatre has brought a decline
in writing for the stage. The number of companies
like John Godber’s Hull Truck, which bring fringe
productions to national recognition, is tiny and
the West End has been largely taken over by
musicals since the 1980s. Radio and television
drama (see radio drama) make opportunities for
new writers but often only one and much of the
writing required is formulaic. If theatre continues
to limit itself to literal-minded social realism or
musicals, it seems unlikely to make up any of the
ground lost to television and work will decline.
There is evidence that people are disenchanted
with television but whether they will return to
live theatre remains to be seen, as does the
question of whether the decline of live theatre will
eventually produce a decline in acting standards
overall. Many fine performers have sadly gone
unmentioned, and there are excellent performers
even at student or amateur level, and at the turn
of the century British acting is thriving.

See also: actors (female)

Further reading

Callow, S. (1985) Being an Actor, London: Penguin
(thoughtful and witty survey of an actor’s life).

STEPHEN KERENSKY

Actors Touring Company

Formed by John Retallack in 1978, Actors Touring
Company (ATC) is a small-scale theatre touring
company. With an avant-gardist verve, ATC
centralizes text and performance in vibrant and
intelligent contemporary reworkings of classic
dramatic, fictional and mythological narratives. Past
productions include Byron’s Don Fuan, Goethe’s
Tasso and Jean Genet’s The Maids.

Appointed artistic director in 1993, Nick
Philippou has continued ATC’s valuable
collaborations with other British and international
companies, artists and writers like Kenneth
McLeish and Mark Ravenhill. Ravenhill’s critically
acclaimed Faust (1997) and the Oscar Wilde-
inspired Handbag (The Importance of Being Someone)
(1998) typify ATC’s pivotal role in creating a new
theatre of dramatic and historical intertextuality at
the forefront of the fringe (see fringe theatre).

SATINDER CHOHAN

adult education

Local authorities autonomously organize adult
education services. However, the Education Reform
Act of 1988 makes it a duty of Local Education
Authorities (LEAs) to provide adequate further
education provision for mature students. The main
bodies working in the field are the National
Association of Educational Guidance Services
(which provides information and training for those
who wish to start or further a career, or simply
wish to learn); the National Institute for Adult and
Continuing Education (NIACE, which runs short
courses and publishes many books including the
Year Book of Adult and Continuing Education); the Unit
for the Development of Adult and Continuing
Education in England and Wales (financed by the
Department for Education and Enterprise to carry
out research); the Scottish Institute of Adult and



Continuing Education (which provides means of
contact amongst adult and continuing educators);
and the Workers Educational Association (WEA,
a national organization with 900 branches which
offer courses of different lengths on a wide range
of subjects to interested adults and especially
workers’ movements). In addition to this there are
the British branch of the University of the Third
Age (founded in France in 1973, it reached the UK
in 1983 and now has 100 British branches,
primarily supporting voluntary self-help education
for those over sixty) and the Open University (OU,
founded in 1969 to offer distance-learning degrees,
vocational training, short courses and summer
schools). The OU has been a remarkable success.
Originally named the ‘University of the Air’, it was
established at Milton Keynes by a Labour
government expressly to provide educational
opportunities for part-time, mature students.
Regular meetings with tutors are supplemented by
radio broadcasts and television programmes, but
the core of the learning process is the
comprehensive package of course handbooks, the
idea behind which has since been copied by many
traditional universities. Overall, with the current
emphasis on retraining, serial jobs and transferable
skills, adult education is still an expanding market.
Some university departments recruit mature
students in excess of 50 percent of their total student
population, and numbers are likely to increase.

See also: further education colleges

PETER CHILDS

advertising, influence of

Advertising is used for a variety of purposes: to
attempt to persuade consumers to buy goods,
change the image of a commodity or service, induce
brand loyalty, encourage retailers to stock particular
products, sell political ideas, or keep other goods
out of a market. In its modern form, advertising
has been dominated by and so defined as the paid-
for promotion of commodities through mass media
communication. Since the 1960s, advertising has
moved from describing particular product features
to placing greater emphasis on visual representation
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and associating products with a particular ‘Tifestyle’.
As an increasingly visible practice graphically
located between production and consumption, it
has become a key site for analysis and debate in
media and cultural studies.

On the Left in Britain in the 1950s and 1960s,
advertising was interpreted as ‘the handmaiden of
capitalism’, as obscuring the conditions of production
and portraying idealized representations of
consumption, but was rarely given sustained
consideration. Many popular cultural critiques, most
famously Vance Packard’s The Hidden Persuaders,
blended Cold War-derived conspiracy rhetoric with
‘hyperdermic’ communication models, in which the
advertising industry’s use of motivation research was
described as having an insidious and immediate
effect on an unwaveringly gullible populace. Ant-
advertising discourses on both the Left and Right at
this time tended to incorporate an elitist stance
towards mass and youth culture, and to figure it as
the prime example of American cultural colonization:
as an unsightly boil on the fair face of ‘authentic’
British culture. Advertising was figured as pivotal
to a society privileging ‘the spectacle’ or ‘the image’,
and of visual over textual forms. In the 1970s, with
the academic interest in semiology, ideology and
psychoanalysis, structural analyses dismantled the
signifying systems of adverts and provided more
rigorous interpretations of the forms of symbolic
gratification they offered. Judith Williamson'’s highly
influential Decoding Advertisements linked Lacanian
psychoanalysis to a feminist and ideological critique,
asserting that ‘advertisements are selling us
something else besides consumer goods: in providing
us with a structure in which we, and those goods,
are interchangeable, they are selling us ourselves’
(Williamson 1978:13).

In the 1980s and 1990s, more attention was
given to the social and symbolic relations of
consumption, and the stark dichotomies between
‘image’ and ‘reality’, and the ‘consumer-as-dupe’
model so often evoked in previous studies were
questioned. In particular it was recognized that by
itself, advertising could not be held solely
responsible for the social inequalities of capitalism,
nor could it be divorced from other cultural
discourses; and that in this respect it had to a certain
extent been ‘demonized’ (Nava e al. 1997:4).
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Greater attention was given to how advertising
might be read in relation to a wider landscape of
‘promotional culture’ (Wernick 1991) and as part
of historically specific discursive formations.

Advertising both shapes and is shaped by the
cultural forms it is part of, most obviously the
media, manufacturing and service industries.
During the 1950s and 1960s advertising expanded
rapidly in Britain, as companies and manufacturers
sought to exploit the increased spending power of
workers made possible by full employment and the
welfare state. The development of commercial
television in 1955 was to a significant degree the
result of lobbying from advertisers, who believed
that sound and vision, direct entry into the home
and immediate nationwide coverage would offer
them an unprecedented and unbeatable form of
promotional power. While advertising’s overt
mnfluence on television came in the demarcated
form of commercial breaks between programmes
(‘spotads’), it also had a more integrated influence.
Event sponsorship, game show prizes (see game
shows) and bought-in feature films with product
placements provided cheaper routes of
promotional visibility, ones incorporated into the
programmes themselves. The dependency of
commercial television on advertising revenue
mfluenced the type of programmes produced; as
advertisers in the 1960s and 1970s favoured large
and stable mass audiences, this encouraged the
series and programmes with a broad popular
appeal, and discouraged those of a more
experimental or controversial nature.

As advertising agencies grew alongside the mass
media, advertising became split into two areas:
promotional practices mainly in the mass media,
for which agencies received commission (above the
line) and all other activity, such as direct marketing
(below the line). The competition to attract
advertising revenue—which meant extra costs for
media groups as they employed sales teams and
marketing—took place across, as well as within,
different media formats. National newspapers, for
mstance, did not manage to regain the amount of
mcome they had received from advertising after
television (‘the blunt instrument’) became the
favoured form, but the regional press was able to
differentiate itself and increase its profitability by

carrying highly localized and small ads.
Newspapers and magazines tailored service features
to the advertising they encouraged and ran
sponsored articles (‘advertorials’). The relationship
of print media to advertising has been similar to
that of television in that the particular social groups
or imagined constituencies valuable to advertisers—
groups which are socially and historically mutable
—are those presented with a wider range of
publications. Historically, this has resulted in an
unequal range of provision in terms of wealth, as
more publications are targeted towards those with
a high degree of disposable income, and in terms
of interest (magazines about cookery have attracted
more advertising interest, because of the wider
range of associated commodities, than those about
politics). New magazines have frequently begun
their commodity-lives as proposals to advertisers
to fill a perceived marketing niche.

While advertisement have been targeted
towards specific social and cultural groups,
advertising has been crucially important in the
creation of these very categories. Demographic
classifications of consumers, mitially made in terms
of occupational class, age, gender and region, were
steadily expanded from the 1950s to include ‘life
cycle’ variables (such as ‘empty-nesters’). The
consumer group most consistently produced and
represented in advertising’s cultural market has
been women, since the business of purchasing, like
consumption in general in the modern West, has
overwhelmingly been gendered as female. The
central character of advertisements in the 1950s
and 1960s, the happy housewife and mother,
continued her high visibility during the following
decades and was joined and modified by the ‘career
woman’ and the ‘juggling’ housewife. The
extension of advertising aimed at men in the 1980s
and 1990s, beyond that for work-related products
and cars and into a greater emphasis on style and
appearance, was marked in the Levis and
Brylcreem ads and the rapidly expanding number
of magazines primed for the new man and ‘new
lad’. These represented men engaging in a realm
of consumption previously demarcated as female,
and so played a crucial role in formulating and
disseminating new codes of masculinity and in
opening up new target markets.



In the 1980s, advertising gained a new cultural
dominance in Britain. Deregulation of the media and
advertising industries, expanding promotion of
leisure and retail outlets and the extensive
privatization of public services under Thatcherism
meant an increase in the amount of space permitted
to advertising, the range of products and services
requiring it, and the shape it was allowed to take.
The encouragement of free market enterprise in the
public sector meant that a greater range of public
services, such as universities and hospitals, adopted
this distinct marketing ethos, and shares in newly
privatized utilities like British Gas were heavily
promoted in the media. The proliferation of these
new forms of advertising became one of the more
visible manifestations of enterprise culture.

The growing number of advertising agency
mergers—which gathered momentum in the 1970s—
paralleled the takeovers of the manufacturing
companies and corporations employing them,
mcreasing the consolidation and centralization of
economic power in both spheres. Advertising costs
soared as fewer and more powerful agencies gained
control of big brand clients. As companies targeted
consumers with greater precision and the market
became increasingly segmented, smaller, more
specialist and ‘creative’ agencies emerged. The
conditions for British agencies were therefore
extremely fertile, and they began to challenge
American dominance of the industry. In 1986,
London-based Saatchi & Saatchi became the biggest
agency in the world, boosted by its intimacy with
Thatcherism (it was widely credited for winning
the 1979 election for the Conservative Party with
the ‘Labour isn’t Working’ campaign). The ‘cult
of the agency’ was played out internally in the trade
magazine Campaign, and ‘advertising gurus’ had a
wider cultural resonance in film and television
representations celebrating the creative
businessman and his brother, the designer yuppie.

As more money was spent on advertising in the
1980s and the market became increasingly saturated,
stylistic production values rose with many
advertisements, such as those for Levis, becoming
identifiably cinematic. This continued throughout the
1990s, and the use of drama (for example, Gold
Blend’s mini-soap opera) and controversy (such as
Benetton and Wonderbra), as attempts to generate
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brand recognition and ‘free’ press publicity, became
more widespread. The controversial ad was even
cheaper if banned. In the 1990s, new legislation
relaxed restrictions on ‘parody ads’, giving greater
scope for ads to mock either their own genre or a
competitor’s tactics. This marked the enthusiastic
interpellation by the advertising industry of more
mediaiterate and cynical consumers, as well as an
incorporation of criticism. All these developments
were simultaneously a response to fears about new
viewing technologies such as remote controls
enabling zapping, video recorders which could cut
out adverts, and the disruption of relatively stable
markets by deregulation and by cable and satellite
television. Many advertisers began to doubt the
efficacy of television and either stopped using it or
combined it with other forms of promotion
(increasingly with Internet advertising in the 1990s).
An exception was corporate programme sponsorship;
after deregulation, sponsorship including ‘bumper
credits” on all commercial television productions
except news, current affairs and controversial or
political productions was permitted (for example,
Cadbury’s patronage of Coronation Streel), and cable
and satellite provided additional sponsorship space.
Overall, by the early 1990s, the new technology,
fragmented media market, effects of the recession and
the threatened position of branded goods as they
increasingly lost out to retailers’ own labels resulted
in a much-vaunted ‘crisis’ in the agencies, the collapse
of the above the line and below the line distinctions
in advertising, and use of a wider range of promotional
forms.

Advertising continued to be used in the 1980s
and 1990s by oligopolies and larger corporations
to block the entrance of new products into a market,
and to attempt to retain consumers and alter their
behaviour (a Kellogg’s campaign suggested that
cornflakes should be eaten at night). Alliances
between transnational media groups, ‘mega
agencies’ and their multiple brand-owning clients
became increasingly dominant. In the post-Fordist
market, international product advertising mainly
employs ‘global but local’ strategies, such as the
references in McDonald’s advertisements to British
football, with relatively few advertisers (like Marl-
boro) adopting a singular worldwide campaign (see
globalization and consumerism).
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The debate around advertising’s influence in the
1990s, as its influence on behavioural patterns was
increasingly questioned by academic and advertising
agency research, mainly revolved around the
question of whether advertising was influential in
persuading consumers to buy products at all, or
whether the agencies’ greatest achievement was in
convincing companies of its necessity. While the
public’s increasing media literacy has been one
contributing factor to the decline in traditional
promotion techniques, advertising is increasingly
used to secure commodity recognition in a cluttered
marketplace, without which commodities face
consignment to product oblivion. It is worth pointing
out that the advertising industry disputes its own
mfluence so as to avoid legislation curtailing its scope,
and has successfully resisted external control by
lobbying for its interests and establishing internally
regulated bodies. Today, as at the beginning of the
1960s, it remains the case that more than nine out
often of the most powerful corporations in the
marketplace prefer it.

See also: advertising, television and video;
commercial radio
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JOLITTLER

advertising, television and video

Advertising is the means by which commercial values
or messages are conveyed to the public. Two main
broadcast forms exist: spot advertising and
sponsorship. Spot advertising refers to the purchase

of short slots between programmes while sponsorship
focuses on programmes with which commercial
concerns wish to become associated. Spot advertising
1s usually used to sell specific products, such as soap
powder, while sponsorship is the preferred method
for developing or creating a corporate’s public
persona. As national advertising rates are expensive,
because of the large audiences delivered, huge
importance is put on the placing and production of
the advert. This often leads to a situation where the
advert production costs per minute are more than
those of the surrounding programmes.

‘While advertising is the regular means by which
the US networks are funded, those in Europe have,
until the 1990s, mostly relied on non-commercial
means such as the television licence fee in Britain.
Television advertising was first introduced into
Britain in 1955 with ITV. Fears were initially
expressed about the possible effect of advertisements
on programme content. Advertising in a sponsored
form was therefore prohibited in favour of spot
advertising. This was seen as introducing a form of
editorial policy into television, similar to newspapers,
where the advertisements were kept separate from
the content. The number of adverts, the content of
adverts, their position and their separation from
programmes was controlled and regulated by the
ITA (forerunner of ITC).

In recent years in Britain more advertising-backed
channels have appeared (Channel 4, Channel 5 and
BSkyB), which, providing new outlets for
advertisers, have also fragmented the large audiences
that broadcasting delivers. There has also been a
change in regulation. Some prohibitions have gone
while new ones have been introduced; for example,
forms of sponsorship are now allowed, enabling
Wella to ‘bring you’ Friends, while others, like tobacco
sponsorship, have now been completely banned.
Advertisers have also faced a ‘revolt’ by the viewer
as they use new viewing technologies, such as
remote controls, to miss out advertisements. Thus
viewers can easily channel hop (‘zapping’), when
adverts are on, or can fast forward through adverts
on video recordings (‘zipping’). Advertisers have
responded by making adverts more entertaining and
interesting, often with an ongoing narrative. They
have even made it possible to watch or ‘scan’ the
advert viewed quickly on fast forward.
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PAUL RIXON

Afro-Caribbean communities

In the early period of postwar reconstruction, when
Britain like all European countries was desperate
for labour, there were too many jobs and too few
workers. This gave rise to the Nationality Act of
1948, which granted United Kingdom citizenship
to citizens of Britain’s colonies and former colonies.
Along with the ownership of a British passport came
the right of lifelong residence in Britain.

Despite the demand for their services, and a
legacy of colonial rule that had left large-scale
unemployment in the British Caribbean, no dole
or social security, and a cost of living that had
almost doubled during the war, West Indians’
response to Britain’s invitation was slow. On 22
June 1948, 492 Jamaicans arrived at Tilbury in the
ex-troopship Empire Windrush. Among them were
singers, pianists, boxers and a complete dance band.
Between thirty and forty of these first arrivals had
already volunteered to work as miners. In October
1948, the Orbita brought 180 Afro-Caribbean
workers to Liverpool, and three months later 39
Jamaicans, 15 of them women, arrived at Liverpool
in the Reina del Pacifico. Next summer the Georgic
brought 253 West Indians to Britain, 45 of them
women. A few hundred came in 1950, about 1,000
in 1951, about 2,000 in 1952. Over the next four
years larger numbers of Afro-Caribbean people
arrived, including the wives and children of men
settled in Britain. Ten years after the Empire Windrush
there were in Britain about 125,000 Afro-Caribbean
arrivals since the end of the war, and British
mdustry gladly absorbed them.

In some industries, the demand for labour was
so great that workers were actively recruited in their
home countries. In April 1956, London Transport
began recruiting staff in Barbados. They were lent
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their fares to Britain, and the loans were deducted
weekly from their wages. Within twelve years, 3,787
Barbadians had been taken on. By 1966 London
Transport had begun to recruit in Trinidad and
Jamaica as well. The British Hotels and Restaurants
Association recruited skilled workers in Barbados,
and a Tory health minister, Enoch Powell, welcomed
Afro-Caribbean nurses to Britain.

A great majority of the Afro-Caribbean settlers
were in their twenties, with plenty to offer Britain.
Of the men and women who came, a mere 13
percent had no skills; of the women, only 25
percent, one in four, were unskilled and half the
women were non-manual workers. Almost half of
the men, 46 percent, and over a quarter of the
women, 27 percent, were skilled manual workers,
but the newcomers found themselves in most cases
being offered those jobs that local white people did
not want: sweeping streets, general labouring or
night shiftwork. In the 1950s, more than half the
male Afro-Caribbean population of London held
jobs with a lower status than their skills and
experience fitted them for.

As a result of a colonial education system in
which Britain was revered as the ‘Mother Country’,
many of these new workers took their British
citizenship seriously and saw themselves not as
strangers, but as kinds of Englishmen. Disappoint-
ment and disillusionment of many kinds became
part of the daily black experience of life in Britain.
Prejudice against West Indian people was
widespread. More than two-thirds of Britain’s white
population held a low opinion of black people or
disapproved of them. Half of this prejudiced two-
thirds were only mildly prejudiced. The other half
were extremely antagonistic and their extreme
prejudice meant that they resisted the idea of having
any contact or communication with black people,
objected vehemently to mixed marriages, would
not work with black people in factories or offices,
and generally felt that black people should not be
allowed in Britain at all. In many industries, white
trade unionists resisted the employment of black
workers or insisted on a ‘quota’ system limiting
them to a token handful, generally about 5 percent.
Managements often had an understanding that the
‘last in first out’ rule should not apply to whites
when black workers were employed, and that black
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workers should not be promoted over white. Most
people viewed the plight of the Afro-Caribbean
settlers with indifference and complacency.

Every encounter with white people presented a
new set of problems. In the sphere of housing, racist
discrimination operated by keeping blacks out of
the housing market and herding them into bedsits
in decaying inner city areas. Colour bars operated
to keep black people out of pubs, clubs and dance
halls where, ironically, black and black-inspired
music was very popular. Churches and their
congregations also displayed a plangent racism
towards Afro-Caribbeans. Black workers began to
meet in barbers’ shops and cafes and on street
corners. Here they began to set up their own clubs
and churches and welfare associations. On
occasions there were also efforts at collective action
on the factory floor. Such action often took the form
of petitions and appeals regarding working
conditions, facilities, even wages; but, unsupported
by their white fellow workers, these efforts were
often ineffectual. In 1951, for instance, skilled Afro-
Caribbean workers in an ordinance factory in
Liverpool met secretly in the lavatories and wash-
rooms to form a West Indian Association which
would take up cases of discrimination. The
Merseyside West Indian Association went through
a period of vigorous political activity, taking up
cases of unfair dismissal or treatment and the more
general cause of colonial freedom. After being
ousted from the workplace following discovery by
employers, they switched headquarters to a barber’s
shop; then, as membership outgrew the barber’s,
they moved into the white-owned Stanley House
mn Toxteth. This is an example of the way in which
many associations became community based
concerns. The response to the denial of decent
housing led to the reliance on Jamaican ‘pardner’
or Trinidadian ‘sou-sou’ systems, whereby a group
of people (often from the same parish or island)
would pool their savings and lend out a lump sum
to each individual in turn. Thus savings circulated
among their own communities, and did not go into
white banks or building societies. This was a sort
of community banking system engendered by
tradition, but enforced by racial discrimination. The
prices that black settlers had to pay for the houses
and the interest rates charged by the sources that

were prepared to lend to them forced many people
into overcrowding and multi-occupation, invoking
further racial stereotyping and, in later years, the
stringencies of the Public Health Act.

The postwar independence of India, and the
impending loss of the West Indies and Africa, had
spelled the end of the Empire and the decline of
Britain as a great power. All that was left of the
colonial enterprise was the ideology of white
supremacy. The new settlers were seen by many
white people as heathens who practised head-
hunting, cannibalism, infanticide, polygamy and
‘black magic’. Blacks were seen as backward,
uncivilised and inherently inferior to Europeans,
ecating strange foods and carrying unpleasant
diseases. The common belief was that most black
settlers were ignorant, illiterate and lacked proper
education.

Oswald Mosley’s prewar British Union of
Fascists was now revived as the Union Movement
and was matched for its racist propaganda by a
rash of other organizations: A.K.Chesterton’s
League of Empire Loyalists, Colin Jordan’s White
Defence League, John Bean’s National Labour
Party, and Andrew Fountaine’s British National
Party. In between these, together with various other
organizations concerned with ‘racial preservation’,
and the right wing of the Tory Party, white racism
blossomed. Racial attacks became a regular part of
the life of the Afro-Caribbean communities in
Britain. In 1954, in a small street of terraced houses
in Camden Town, London, Afro-Caribbeans were
subjected to a spate of racial violence that lasted
for two days, culminating in a petrol bomb attack
on the house of an Afro-Caribbean settler. In
August 1958, large-scale riots broke out in
Nottingham where 2,500 Afro-Caribbeans and
about 600 Asians were living. Following an attack
on a black miner and his wife as they were leaving
a cinema, there was fighting between blacks and
whites for ninety minutes in St Ann’s Well Road.
Many attacks, and the clashes that often followed,
were stimulated by fascist propaganda urging that
black people be driven out of Britain. On weekend
evenings in particular, gangs of ‘teddy boys’ cruised
the streets over a wide area of London (armed with
iron bars, sticks and knives) in a systematic and
pitiless pursuit of isolated black victims. Many of



these youth groups were directed by Mosleyites
and the White Defence League, under the watchful
eye of the police (the Notting Hill riot was a result
of this). Many members of the Afro-Caribbean
community in Britain talked seriously about going
back home at this time. Others organized militant
groups to defend their homes and their clubs.

Outside London, an identical pattern emerged
in virtually every area of black settlement: cowardly
hit-and-run attacks on individuals or houses, with
an occasional eruption of mob violence such as the
Middlesbrough riot of August 1961 when
thousands of whites, chanting ‘Let’s get a wog’,
smashed the windows of black people’s houses and
set a black-owned café on fire. Labour Party
chairman Tom Driberg told the Trades Union
Congress: ‘there are only 190,000 coloured people
in our population of 50 million—that is, only four
out of every 1,000. The real problem is not black
skins, but white prejudice.’

Soon after the 1959 general election, a group of
Tory MPs from Birmingham set up a lobbying
organization for the introduction of immigration
controls. Three years later, the first Commonwealth
Immigrants Bill became law in 1962. This measure
restricted the admission of Commonwealth settlers
to those who had been issued with employment
vouchers. This was a decisive political turning point
in contemporary British race relations. Blackness
was officially equated with second-class citizenship,
and the status of ‘undesirable immigrant’ was given
official approval. The 1962 Bill’s ‘unstated’ and
‘unrecognized’ assumption was that black people
were the source of the problem. Two years after
the 1962 Act there came the next turning point
when Peter Griffiths, Tory candidate for
Smethwick, defeated a Labour minister with the
slogan ‘If you want a nigger for a neighbour vote
Labour’. Racism was thus legitimated as the basis
of an electoral appeal by the candidate of a major
political party.

By the mid-1970s, two out of every five black
people in Britain were born in the country. In the
key areas of employment, housing and education,
those born in Britain of Afro-Caribbean parents still
faced a substantial amount of unfair discrimination,
and the issue of police racism has become a major
subject of debate. In 1966 Joseph A.Hunte’s report
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to the West Indian Standing Conference on police
brutality, ‘Nigger Hunting in England’, was
published with little reaction. By 1972, a select
parliamentary committee on relations between black
people and the police received a memor-andum from
the West Indian Standing Conference warning of
the consequences if police racism was allowed to go
unchecked. It was largely ignored, as was the work
of sociologist Maureen Cain, whose book Society and
the Policemen’s Role, (1973), found that policemen
generally believed that ‘niggers’ or ‘nigs’ were ‘in
the main...pimps and layabouts, living off what we
pay in taxes’. In 1979, a further, comprehensive
account of police-black relations also fell on largely
deaf ears. Beatings and forced confessions are part
of what has been described by the British Black
Panthers in 1970 as a deliberate campaign to
intimidate, harass and imprison black people
prepared to go out on the streets and demonstrate.
Between 1976 and 1981, thirty-one black people in
Britain were murdered by racists. In January 1981,
thirteen young black people perished after a fire-
bomb attack on a birthday party in Deptford. Three
months later, 15,000 black people demonstrated.
They protested against police handling of the
inquiry, and demanded justice for black people. The
police response, as seen by many members of the
Afro-Caribbean community, was ‘Swamp 81’, the
first part of a London-wide exercise known as
‘Operation Star’. In six days, 120 plain clothes
policemen stopped 943 people, 118 of whom were
arrested.

After an entire decade of police harassment
aimed at suppressing black resistance, black and
white youth exploded together in the summer of
1981. The action started in Brixton, then spread to
Southall and other parts of Britain. The unrest in
Toxteth, Liverpool, lasted four days, during which
150 buildings were burnt down and 781 police put
out of action. The popular backlash spread to
Manchester, Leeds, Birmingham, Coventry,
‘Wolverhampton, Stockport, Maidstone, Aldershot,
Chester, Newcastle, Knaresborough, Derby,
Edinburgh, Reading, Stoke, Gloucester, Halifax,
Wood Green, Hackney, Bristol, Portsmouth, Luton,
Walthamstow, Bedford, Hull, Nottingham,
Birkenhead, Blackburn, Shrewsbury and elsewhere.
This major uprising was followed by the Scarman
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Report, which investigated the possible causes of the
disturbances. Unemployment and police brutality
were outlined as two major causal factors, yetin 1991
Lord Gifford’s report ‘Loose The Shackles’, based
mainly on Liverpool, showed little if any alleviation
of the problems outlined ten years earlier. The
lessons to be learned from what happened in 1981
are to some extent still being digested, both by
Britain’s Afro-Caribbean communities and by the
white population in general.

See also: Afro-Caribbean youth styles;
Afrocentrists; Afropop and African music; Race
Relations Acts
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Afro-Caribbean youth styles

Afro-Caribbean youth culture is largely based upon
the mediation of black British urban experience by
a heterogeneous fusion of Afro-diasporic influences.
As a sub-cultural group, Afro-Caribbean youth have
converted states of urban dislocation, socio-economic
adversity and institutionalized racism to produce
rearticulations of black British identity through
musical, linguistic, sartorial and visual expressions.

Afro-Caribbean youth styles have metamor-
phosed through Caribbean-derived incarnations
stemming from the Rudeboys of 1960s ska and

rocksteady, the Rastafarians (see Rastafarianism)
and reggae of the politicized 1970s to the
Raggamuffins of the early 1990s. Diametrically
opposed to Rastafarianism, Ragga music, fashion
and dance celebrate an individualistic materialism,
forthright sexuality and ostentatious attitude.

‘With later militant and Afrocentric variants (see
Afrocentrists), the Fly-Girls and B-Boys of the
1980s, Afro-American hip hop culture created a
unisex fashion consistent with the broader casual
sportswear and casual trends among Afro-
Caribbean youth in Britain. Trading in a common
currency of style, designer tracksuits, expensive
trainers and chunky gold accessories became
signifiers of power and status in the reclaimed
cultural terrain of the street.

Hip hop culture underlines the creative
assemblage that defines Afro-Caribbean (and Asian)
youth styles in Britain, whether through music
(mixing, sampling or developing musical styles),
dress (arranging assorted fake and real designer
labels) or language. In 1981, Smiley Gulture’s chart
hit ‘Cockney Translation’ signalled the black British
blending of the Jamaican ‘yardy’ and the cockney
‘geezer’, delivering a distinctive dialect of rhyming
cockney slang and fast-style Jamaican patois.

First widely practised by black-conscious youth
during the 1970s, Jamaican patois and Afro-American
street slang are linguistically employed to subvert
forms of standard English. As with graffiti spray-
painted on public property, Afro-Caribbean youth
have reimagined linguistic and urban landscapes
with non-conformist, self-affirm-ing stylistic
explosions of flowing and disrupted rhythms and
colour. Institutional authorities, however, are inclined
to view their occupation of such alternative subjective
and leisure spaces as transgressive.

Afro-Caribbean youth have exerted a decisive
stylistic influence on British youth and mainstream
cultures as evidenced by the mod, skinhead, punk
and dance (see mods; skinheads; punk rock;
dance music) appropriation of aspects of Rude-
boy, Rasta, hip hop and sound system culture. Soul
IT Soul perhaps ideally encapsulate the young, black
and British cultural awakening of the mid-1980s
with their unique synthesis of a black British
attitude, music, fashion and philosophy (Tulloch
1992:93).
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Afrocentrists

Afrocentrists see their culture as emanating from
Africa. The two most visible groups are Rastafarians
(see Rastafarianism), from broadly West Indian
backgrounds, and blacks who foreground their
African ancestry. Both groups see a recognition of
African origins as crucial to the resolution of problems
in and around their status as British subjects, redolent
as it is of their history as colonial peoples. Their aim
is the recognition and recovery of their lost history
and culture. Afrocentrists fear that their distinctive
culture will be submerged in a multicultural Britain
and, partly taking their cue from Alex Haley’s Roots,
wish to celebrate their identity in clothing styles, music
and dance rhythms. Important texts are The Lis Papers
by Dr Frances Cress Welsing and the Nation of Islam
speeches of Minister Louis Farrakhan. They celebrate
an alternative to Christmas, called Kwaanza, in part
centring on ancient Egyptian culture. Influences are
DrRon Karenga and the American film director Spike
Lee.

See also: Afro-Caribbean communities; Afro-
Caribbean youth styles; Afropop and African

music

MIKE STORRY

Afropop and African music

In the 1950s, Franco’s Jazz in Zaire was one of the
rare African bands to reach as far as Britain. In the
1960s, South African Abdullah Ibrahim, and the
whole township Jazz scene, made a mark in the
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UK, as too did the legendary South African singer
Miriam Makeba. Around the same time, the young
Fela Kuti was inventing his Afro-beat sound in
London. The 1970s saw the emergence of Afro-
fusion band Osibisa, while Hugh Masekela and
Dudu Pukwana made a splash in the world of Afro-
jazz fusion. Manu Dbango’s ‘Soul Makossa’ was a
hit in the UK in 1973, and King Sunny Adé put his
brand of Nigerian ‘Ju-ju’ music on the market.
Today’s current interest in popular African dance
music started in the 1980s with Europeans bringing
back music from their travels, and linking up with
African musicians in bands like Jazira and The
Ivory Coasters. London-based bands emerged,
such as African Connexion, Hilife International
and Somo Somo, many of whom (like Taxi Pata
Pata) were made up of expatriates from various
African countries, ranging from Nigeria to Ghana,
Zimbabwe, Zaire, South Africa, Tanzania and
Kenya. Despite the prevalence of a sort of pan-
African political correctness amongst many African
musicians in the 1990s, the old colonial ties divide
the new African music scene between two major
spheres of influence: London and Paris.

The current UK movement took off in London
in 1983, on the back of the Greater London
Council’s cultural policy, with a series of shows
that launched now famous acts like Youssou
N’Dour, Kanda Bongo Man, Sam Mangwana and
Les Quatre Etoiles. In 1988, Mali’s Mori Kanté hit
the number one spot in several European charts
with ‘Yekke Yekke’. African musicians were finding
a global market for their sound. Much of the music
coming out of Africa since the 1980s has been
categorized as ‘world music’. Papa Wemba
embraces the term ‘world music’ as a category that
denotes his eclectic approach, which itself is part
of the change that international attention has
brought. Wemba plays for an international
audience, but recognizes the need to plunge back
into traditional music. In relation to African music
at a WOMAD press conference he is quoted as
saying: “We are not a fashion. We are a continent.’
Fellow Zairean Ray Lima also admits that he is not
playing the Zairean music he would play at home.
At the other end of the continuum, people like
Thomas Mapfumo are rejecting the term ‘world
music’ in order to emphasize cultural specificity.
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Both Mapfumo and master mbira player and fellow
Zimbabwean Ephat Mujuru have contributed to
the creation of the staunchly traditional
‘chimerenga’ music.

The diversity between artists who play
traditional music, those who fuse and spice up the
traditional, and artists who cross over completely
to Western idioms is vast. Collaborating musically
with Peter Gabriel put Senegal’s Youssou N'Dour
on the European map in much the same way that
appearing on Paul Simon’s ‘Graceland’ album made
international figures of South African band
Ladysmith Black Mambazo. While pioneering
Senegalese ‘mbalax’ music, people like N'Dour are
also taking it forward into the future, using
European instruments to make their music more
accessible to Western audiences. Despite the desire
to cross over into the Western market, and the
various efforts to conform to the marketing
strategies of corporate entities like Peter Gabriel’s
Real World Records, many African musicians feel
that there is a covert racism in operation in the
Western press. It appears that while these new
musical collaborations allow Peter Gabriel or Paul
Simon to enrich their cultures, many critics feel that
African musicians are compromising their own.
Because a large proportion of up-and-coming
African musicians are university educated,
technologically aware and computer-literate, many
want to break out of the closed cultural systems
that they have been brought up in, making
inevitable such fusions as Les Tétes Brulée’s
‘bikoutsi-rock’ from Cameroon. But many people
feel that, like Africa’s raw materials in the past, its
music 1s being plundered, manipulated and
exploited to suit Western tastes. For example, Remi
Ongala, Zairean-born Tanzanian superstar and UK
favourite of the WOMAD festivals, radically
changed his original line-up and the fundamental
sound of his band after WOMAD, insisting on a
more mainstream Zairean sound. Also worthy of
mention, the Bhundu Boys play Zimbabwean it
jive’, a very pan-African dance sound, like hi-life
and soukous.

The Wassoulou Sound, a group of women
singers from Mali, perform mainly traditional
music, while Baaba Maal and Selif Keita blend
traditional and Western forms very successfully.

Ali Farka Touré plays a sort of African blues, while
Angelique Kidjo from Benin, now a major force in
Europe, plays a very funky Americanized form of
her own traditional music. Jamaican reggae is also
very popular throughout Africa: Alpha Blondy
from Abidjan, like many Rasta-inspired bands,
plays straight-up ‘roots rock reggae’, the only
difference being that he sings in a combination of
his own local dialect with French and some English.
Blondy recorded a complete album with Jamaican
band The Wailers, and his first album in 1983, 7a/
Glory, launched him as Africa’s first reggae star. In
the late 1990s, South Africa’s Lucky Dube is set to
steal Blondy’s crown as the king of African reggae.

The debate surrounding the influence of the
Western music industry on Afropop continues. On
the continent of Africa itself, there are two big
problems that hinder its continued growth. The
first s the lack of recording studios and of the basic
infrastructure that fosters a music industry. Due to
this shortfall in resources, African musicians are
plagued by piracy, lack of copyright protection and
scarcity of the most basic tools of their trade, such
as reeds and guitar strings, not to mention
instruments themselves. With their first big earner,
the Bhundu Boys returned to Zimbabwe, bringing
with them only their country’s second public
address system; the government then impounded
this because it was unhappy that the band did not
bring hard currency back into the country.

"This leads us to the second biggest problem facing
African musicians: political turmoil. A number of
African countries are experiencing democracy for the
first time since independence. Ethnic and religious
tensions remain strong in many regions. Many
Algerian ‘rai’ stars have had to retire into exile in
France because they have come under scrutiny by
Islamic traditionalists, who claim they are playing
debauched street music. Nigerian Fela Kuti’s conflicts
with the Nigerian government are legendary, and the
inventor of the Afrobeat has been imprisoned once
and continually harassed since the 1970s for his
criticisms of his government and its military regimes.
Yet, despite these hurdles, African music is becoming
a major force in the world of popular music.

See also: Afro-Caribbean communities; Afro-
Caribbean youth styles
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Bergman, B. (1985) African Pop, London: Cassell.
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EUGENE LANGE

age of consent

The age of consent has been discussed from
Plato, through Locke and into contemporary
public policy. It covers a variety of different
situations, from smoking, taking alcohol and
watching X-rated movies to legal permission to
engage in various forms of sexual intercourse.
In Britain, the age of consent for smoking is
sixteen years, and for taking alcohol is eighteen
years. Ages of criminal responsibility vary widely
according to the offence and are currently under
review. Similarly, ages of civil contractual ability
vary, but are generally set at sixteen or eighteen
years. Until 1994, the age of consent between
gay men was twenty-one years of age, after which
it was lowered to eighteen. Between
heterosexuals, the age of consent is sixteen years.
This anomaly was challenged at the European
Court of Human Rights in Strasbourg. In 1997,
the incoming Labour government dropped the
UK defence and sought an out of court
settlement in which it would offer a free vote on
the issue in the House of Commons. Subject to
Parliamentary time, it is almost certain that the
age of consent for same-sex relations will be
reduced to sixteen (approved by the Commons
vote in June 1998). At the same time, the
government expressed a determination to
increase the age of consent to smoking to
eighteen. The apparent anomaly is explained by
reducing gender inequality on the one hand and
discouraging smoking, regardless of gender, on
the other.

See also: armed forces and discrimination; family
planning; gay liberation

PAUL BARRY CLARKE
SVANBORG SIGMARSDOTTIR
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agitprop

Agitprop, a compression of agitational propaganda,
can be considered as both a theatrical form and a
distinctive function for artistic works (Szanto 1978).
Evolved during the Russian Revolution, it was
employed by socialist activists throughout Europe
and the United States to raise the consciousness of
the masses. It was revived in the 1960s in Britain in
response to the demands of political campaigners,
pressure groups and trade unions trying to
communicate political analysis to popular audiences.
The earliest company, formed in 1965, was Cartoon
Archetypal Slogan Theatre (CAST). For CAST, rock
and roll music was the main formative influence.
Performances were characterized by direct audience
sketches,
documentary and music so that metaphors were

address, swiftly interchanging
created to explain the underlying politics of current
events. An AgitProp collective was formed in
London in 1968 which promoted a range of cultural
political interventions, including street theatre. Other
companies such as Red Ladder, Broadside Mobile
Workers Theatre and Northwest Spanner developed
similar short revue performances which were taken
on to the street and to political meetings, working
men’s clubs and picket lines. More extended
treatments were also possible, such as in Red
Ladder’s ‘Strike While The Iron is Hot (1974)
addressing equal pay issues.

Three main factors reduced the use of agitprop
as a political weapon over the course of the 1970s
and 1980s. First, there was a loss of confidence in
the relationships between left-wing theatres (see left-
wing theatre), an increasingly fractured and
ineffective political left, and popular audiences.
Second, while the work was usually the product of
collective creation, frustration at the perceived
crudeness of analysis allowed by the form led
writers like David Edgar into other dramatic
modes. Third, following the 1979 election, the Arts
Council progressively withdrew funding from left-
wing theatre companies in England. In the absence
of income, professional companies either split up
or moved away from such polemic material. In
Scotland, agitprop survived into the 1980s in the
work of companies like 7:84 (Scotland), Wildcat
Stage Productions and The Merry Mac Fun
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Company. By the 1990s, however, professional
agitprop had largely disappeared and the form
reverted to its origins in the community activism
of companies like Kirkby Response on Merseyside.

See also: avant-garde theatre; fringe theatre

Further reading

Itzin, C. (1980) Stages in the Revolution: Political Theatre
in Britain since 1968, London: Eyre Methuen.

Szanto, G.H. (1978) Theater and Propaganda, Austin,
TX: University of Texas Press.

TOM MAGUIRE

agricultural buildings

One of the major determining characteristics of
Britain’s landscapes is its agricultural buildings.
Distinctive examples include Kentish oast houses,
Yorkshire and Snowdonia stone barns, and Cots-
wolds byres and cowsheds. However, in the postwar
period a decline in standards of aesthetic design
has occurred. This has happened partly because
agricultural holdings have been exempt from
planning legislation and building control
regulations, which apply generally but which are
strictest in sensitive areas such as National Parks,
where planning permissions are sparse and insist
on stone cladding, slate roofs and so on.
Consequently, Britain’s rural landscape has become
dominated by purely functional steel and breeze
block constructions and north American type grain
silos which, however efficient, make no attempt to
blend in with their surroundings.

See also: industrial buildings; municipal buildings

MIKE STORRY

AIDS

AIDS, or Acquired Immune Deficiency Syndrome,
is the generic term for a syndrome of opportunistic
diseases that result from a weakened immune
system. First identified in 1981 in Los Angeles and
San Francisco, it was thought to be a consequence

of drug abuse combined with high rates of male
same-sex activity. That view, which still prevails in
some places, was challenged by the view that a
virus, HIV, triggered the syndrome.

High death rates, particularly among male same-
sex partners in the US and the UK, have resulted
in a culture of ‘safe sex’, that is, sex which either
does not involve penetration or which involves only
protected penetration among certain sections of the
population. It has also led to a decline in needle
sharing among intravenous drug users. Increased
abortion rates indicate that the culture of safe sex
is not fully established. There is some dispute about
the precise source of AIDS and its mechanism of
spread, but the decline of its incidence in those
sectors of the population that have adopted
practices of ‘safe sex’ and clean needles is significant.
It seems to confirm that care counts and
complacency is foolish.

See also: Clause 28; gay liberation

Further reading

Clarke, P.A.B. (1988) Auds: Medicine Politics and Society,
London: LCAP.

Shilts, R. (1988) And the Band Played On,
Harmondsworth: Penguin.

PAUL BARRY CLARKE

Akomfrah, John
b. 1957

Film-maker

John Akomfrah is best known for his two films,
Seven Songs_for Malcolm X (1993) and Last Angel of
History (1995), made for Black Audio Film
Collective/Channel 4 Films. The former
combined documentary and narrative, and was
offered in homage to the late African-American civil
rights leader. It was a collection of testimonies of
those who knew Malcolm X, including his widow
Betty Shabazz and the film maker Spike Lee. It won
the prize for Best Use of Archive Footage in a
Documentary, at the 1993 Chicago Film Festival.
The latter was an equally committed film and dealt



with interpersonal relationships within the black
community.

See also: Black Audio Film Collective; diasporan
film-makers; Julien, Isaac

MIKE STORRY

Alsop, Will

b. 1947
Architect

Alsop has been Principal of Alsop Stormer Architects
since 1981. He was educated at the Architectural
Association and taught sculpture at St Martin’s
College, London. He collaborates with Bruce
McLean (on architectural drawings), has worked
with Cedric Price, and was formerly in practice with
John Lyall. Major projects have been design work
on the Cardiff barrage, planning on the rework of
the De Lorean Belfast car factory, government
buildings in Marseilles and design work on a ferry
terminal in Hamburg. As long ago as 1975, Alsop
notably defined conceptual architecture at a London
ART Net conference as ‘a limitless activity devoid
of direction or dogma’. In other words, Alsop felt
that the process and not the product was the chief
goal of conceptual architecture.

See also: Architectural Association

PETER CHILDS

alternative comedy

Comedy in the 1980s and 1990s has been called
‘the new rock and roll’. Certainly there has been a
huge surge in audience figures for live comedy, and
in response to the demand, new clubs and comedy
venues have sprung up to provide an arena for
comedy performers. When the Comedy Store,
which now advertises itself as ‘the unofficial
National Theatre of comedy’, opened in the
summer of 1979 it was an isolated platform for
comedy. By the mid-1990s, in London alone well
over 100 shows could be found each week at dozens
of venues.
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The demographic of the expansion shows a
clear increase in the middle-class audience in the
south. A new wave of comedy has erupted out of
the change of direction in stand-up comedy made
by the so-called ‘alternative’ comedians of the early
1980s. The traditional act is joke-based or gag-
based. Carefully constructed stories leading to a
punchline or one-liners are formed around figures
and structures—the mother-in-law, the fire-breath-
ing wife, the meeting of an Englishman, an
Irishman and a Scotsman—which are as fixed as
the Punchinella and Golumbine of medieval
commedia dell’arte. Its home had been the working
men’s clubs of the north, with women often the
stock figures positioned as the butt of the humour.

The change of direction initiated by the
‘alternative’ comedians was essentially towards the
political, but also towards the politically correct.
Commenting, as they largely did, from a left-wing
or at least a liberal perspective, the alternative
comedians opened up a younger, trendier and more
affluent audience in the middle classes, and also
created an arena which is more female and minority
friendly. There was a genuine undercurrent of
anger in the comedy of performers such as Ben
Elton and Alexei Sayle, anger directed almost
exclusively against the Establishment, the
Conservative government, its policies and their
perceived effects. The political diatribe attacking
the Establishment is a direct descendant of the
ground-breaking satire of the 1960s, a natural
consequence of the irreverence shown for
previously unassailable institutions by shows such
as That Was The Week That Was.

As an extension of this political development,
the stand-up routine naturally became more
observational, pointing out and pointing up the
oddities, irritations and absurdities of everyday
British life, particularly from a political angle. This
observational tack in turn led to routines which
were less a series of unrelated jokes and more a
stream of consciousness monologue of ideas. The
burgeoning of the comedy circuit which has
followed these alternative comics has seen these
trends develop. The trains of thought and
observations are no longer necessarily politically
motivated, but may be absurd, surreal or more
personal. Increasingly, performers are displaying
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their own personality, or that of the character they
create as a mouthpiece. It is arguably this emphasis
on individual personality which has led to the
identification of comedy as the new rock and roll.
Individuals stand out, audiences select favourites,
stars are created; stars beget fans and so the industry
expands.

The material of the new comedy may encourage
a more politically correct atmosphere, a more
demographically varied audience, but ‘punters’ are
no easier to please. Rather than face alone the
frequently hostile heckling which is now common
at most new comedy venues, many performers, in
accordance with the old adage that there is safety in
numbers, choose to pursue a slightly different branch
of comedy, working as part of a duo or team. The
revue format is a university tradition; the Cambridge
Footlights and the Oxford Revue have been in
competition for decades. Again, it was in the 1960s
that they came to the attention of a broader audience.
The now legendary groups such as Dudley Moore,
Peter Cook, Jonathan Miller and Alan Bennett in
Beyond the Fringe, or the Monty Python team,
combined members of both University revues and,
largely through radio and television, broke through
to a much larger audience.

Their legacy is seen in the sketch groups of
today such as the Cheese Shop or Curried Goat.
In addition, although a female stand-up is no longer
such a rarity (the demographic changes apply to
performers as well as audiences, and Jo Brand or
Jenny Eclair can quell a heckler as well as any man),
many women seem to work fruitfully within
partnerships; French and Saunders forged the path
which others such as Mel and Sue or the Girls with
Big Jests are now following. These duos, like the
sketch teams, base their acts upon short scenes and
varied characters.

The revue format may mean that the sketches,
skits and, occasionally, songs have a linking theme,
but more usually the sketch show is simply a series
of unconnected humorous situations presented
dramatically, rather than just recounted as would
be the case with a stand-up comic. This is the format
most often translated to radio and television, as it
is not as dependent as stand-up on having an
audience to address because the members of the
group can interact with one another. At its furthest

extension, a team of comedians will improvise
scenes and dialogue. Improvisation is now the style
favoured by the Comedy Store Players, hosts at
the best-known of the London comedy venues.
Stand-up is the staple of most comedy clubs,
but some offer more of a cabaret for an evening’s
entertainment. Stand-up acts may be featured, but
they will be interspersed with sketches, singers or
some of the many novelty acts who now ply their
trade on the comedy circuit; groups such as Corky
and the Juice Pigs, whose act is formed of comic
songs and musical impressions, or perhaps the more
circus-based antics of The Umbilical Brothers.
Current British comedy has been revolutionized
by the alternative movement of the late 1970s and
early 1980s, and it now has a firm foothold in the
television schedules with stars like Lee Evans, Jack
Dee and Julian Clary who have their own shows.

See also: comedy on television; Comedy Store,
The

Further reading
Double, O. (1988) Stand Up, London: Methuen.

ALISON BOMBER

alternative music

The label ‘alternative music’ was most prevalent
during the mid- to late 1980s, and was often used as
a synonym for ‘indie music’, the latter being seen
by some commentators and fans as a misnomer, as
many of the ostensibly independent labels were
actually controlled by major record labels (see indie
pop). For example, The Cure, one of the leading
bands of the indie/alternative scene, were signed to
Fiction, a small subsidiary of the Polygram empire.
Furthermore, the term ‘alternative’ could also be
applied to bands who sounded like indie bands but
who recorded for major labels, such as Simple Minds
(in their early years) who were signed first to Arista
and then to Virgin.

Stylistically, alternative music was characterized
primarily, but not exclusively, by guitar-based rock.
Bands as diverse as Echo and The Bunnymen, with
their 1960s-influenced sound, The Cult, who



adopted a fairly straight take on heavy rock, and
the Spacemen Three, who experimented with
layering textures of sound over infrequently
changing chords, were all encompassed within the
‘alternative’ tag. This broad stylistic range may be
partially due to the fact that many of the bands
who comprised the alternative scene either
stemmed from or drew their inspiration from the
post-punk movement, which in itself encompassed
a wide range of sounds. Another, possibly more
likely explanation is that the variety found within
the alternative scene can be attributed to the fact
that the term was used to describe any band that
could not be neatly categorized as belonging to any
of the established genres of the time.

It was perhaps this understanding of alternative
music that led to the phrase becoming redundant.
Alternative music was defined by what it was not,
rather than by what it was. Most importantly, it was
not mainstream chart music (a fact from which many
alternative music fans took an elitist pleasure), so
when an ‘alternative’ band such as The Smiths had
a succession of top twenty singles, it became difficult
to describe them as an alternative anymore. Similarly,
alternative music was not dance music, but when
groups such as Primal Scream began approaching
dance producers such as Andrew Weatherall to
remix their songs, the distinction became blurred.
Ultimately, the term alternative music ceased to have
much meaning, and it fell out of common usage.

See also: indie pop; new wave; punk rock
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SIMON BOTTOM

alternative poetry

The strongest ‘alternative’ tradition in
contemporary British poetry is performance poetry,
a form as varied as its practitioners. Often based
on song-structures (such as repeated refrains) and

the rhythms of popular music (including jazz, rock,
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reggae and hip hop), performance poetry is usually
composed in the vernacular—often the dialect of
specific regions or cultural groups—using devices
(such as rhyme and alliteration) from oral rather
than literary poetic traditions.

Inspired by the American Beat writers, in the
late 1950s and early 1960s Christopher Logue’s
YJjazzetry’ and Michael Horovitz’s Poetry Olympics
sought to recover poetry from the academic and
literary establishment. Performances across the
country by such poets as Adrian Mitchell, Jeff
Nuttall, Libby Houston and Tom Pickard
culminated with the Royal Albert Hall Poetry
Olympics of 1965, attended by crowds of 8,000.
The success of the Mersey Poets’ pop-based writing
of the late 1960s, and of John Cooper Clarke’s punk
poetry and the dub poetry of black performance
poets in the 1970s, opened up new audiences
through recordings (often with musical
accompaniment) for independent labels and local
radio. The dub and punk poets (also known as
ranters) helped make protest poetry the dominant
mode of performance poetry in the 1970s. The early
1980s saw comic poets like John Hegley and
Seething Wells appear on the alternative cabaret
circuit, and new wave performers like Attila the
Stockbroker, Henry Normal and Joolz performed
on the fringe at rock festivals. There was also a
1960s revival of Dada- and Surrealist-influenced
experimental performance poetry: from Bob
Cobbing and Edwin Morgan’s sound poetry
through to the spellbinding performances of
profoundly deaf poet Aaron Williamson, the avant-
garde used performed poetry to explore the
boundaries between language and physical sound.

Despite critics’ fears in the 1960s and 1970s that
performance poetry would break literature into
rival camps, conventional poets have shown an
increasing interest in performing their works. As a
BBC radio producer from 1973, the Group poet
George MacBeth presented performances from new
young poets to a wide non-specialist audience, and
Tom Leonard, Liz Lochhead, Wendy Cope, Tony
Harrison and Rita Ann Higgins are among the
many poets to whom performance is as important
as publication. By the 1990s, performance poetry
was being taught on university courses and at
workshops. Poetry slams regularly attracted large
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audiences, and poets performed with club DJs and
in a variety of media, exploiting new video and
recording technologies. The commercial potential
of performance poetry was acknowledged by EMI’s
much hyped £1 million advance to Murray Lachlan
Young in 1997.

See also: black performance poets; performance
poetry; poetry slams
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SIMON COPPOCK

ambient music

Drawing influence from artists such as Brian Eno,
The Yellow Magic Orchestra and Tangerine
Dream, ambient music contains soothing natural
noises such as bird song, whale speech and other
aquatic sounds, often laid over the top of a slow
‘break beat’ or house rhythm.

Ambient music was largely ignored by the
mainstream until the rave culture boom of the late
1980s. While the main dancefloors of most raves
and clubs invariably played acid house, it was in
the ‘chill-out rooms’ of such clubs that ambient
music could be found. Acclaimed records of this
period included The KLF’s Chull Out (1988), The
Orb’s 4 Huge Ever Growing Pulsating Brain that Rules
From the Centre of the Ultraworld (1989) and an untitled
album by Space, which was a collaboration between
The KLF’s Jimmy Cauty and The Orb’s Alex
Patterson, an ex-employee of EG, the record
company that released Brian Eno’s early ambient
records. While some ambient music of this period
was implicitly connected with drug culture, The
Orb’s record made this connection explicit, with
its cover sleeve claim to be ‘ambient house for the
E generation’.

During the early 1990s ambient music’s
popularity broadened beyond rave culture,
although it remained popular with fans of dance
music, and was often listened to after a night spent
at a club or rave. The natural calming sounds of

The KLF (symbolized by the photograph of sheep
on the cover of Chull Out) became increasingly
popular, and many ambient musicians recorded
music that, like C/ull Out, contained no beats at all.

The samples contained within this style led to
criticisms that ambient music had become obsessed
with ‘new age’ philosophy and green issues. Some
artists began to reject the soporific nature of early
ambient music in favour of a more abstract electronic
sound. A good example of this move was The Aphex
Tvins’ Selected Ambient Works Volume Two (1994), which
eschewed the serenity of previous ambient music in
favour of a minimal electronic darkness.

The career of the seminal ambient act The
Future Sound of London can also be seen as
following the three phases outlined above. While
their first single ‘Papua New Guinea’ (1992)
contained natural sounds combined with a house
beat, their second single ‘Cascade’ (1993) was a
more dreamy atmospheric sound, while their
second album ISDN (1995) was an altogether more
disturbing affair.

One sub-genre that has developed within
ambient music is ambient dub, which combines the
slow rhythm of dub reggae music with the natural
and synthesized sounds characteristic of ambient.
Again, The Orb have been at the forefront of this
development with their track “Towers of Dub’.
Following on from this development has been the
rise of a hybrid genre entitled ambient jungle.
Ambient jungle takes on board the frenetic
percussion of jungle, but avoids its aggressiveness
through the creative use of strings, ‘pads’ and
natural sounds. Artists working within this field
include T-Power, LT] Bukem, Alex Reece and
Jacob’s Optical Stairway.

STUART BORTHWICK

Amnesty International

Amnesty International was founded in 1961 by
Peter Benenson. It is an independent worldwide
voluntary movement, with a membership of
120,000 individuals in over 300 local groups
throughout the UK. The organization’s mandate
calls for the release of all prisoners of conscience,
fair and prompt trials for all political prisoners, and



an end to torture and execution. As such, it is based
on the United Nations Universal Declaration of
Human Rights (1948).

Amnesty International UK has benefited from
the growth in popularity of single-issue politics and
pressure groups during the 1980s and 1990s. The
cases of ‘prisoners of conscience’ such as the Beirut
hostages, Nelson Mandela, and more recently Ken
Saro-Wiwa, have hit the headlines.

See also: Friends of the Earth and Greenpeace

RACHAEL BRADLEY

Anderson, Lindsay

b. 1923, Bangalore (India); d. 1994,
Dordogne (France)

Film-maker

Anderson’s early career as an essayist and an
exponent of experimental ‘free cinema’ developed
a unique style which reflected upon the process of
film making and the role of the individual in
initiating social change. His first feature film, 7%is
Sporting Life (1963), was an intense drama of
northern English working-class life. This was
followed by a thematically linked trilogy. 1/ (1969)
offered the metaphor of the public school as the
state of the nation. The sequel, O Lucky Man (1972),
considered big business, civic corruption and the
perversion of science and religion, but resisted easy
conclusions. Britannia Hospital (1982) was less
successful, using the ailing NHS as an analogue
for a moribund Britain.

GORDON URQUHART

androgynous/unisex look

Androgynous looks have been produced under
the various influences of politics, subcultures and
musical styles. For men, embracing an
androgynous style has meant the adoption of a
decorative and sexualized style of clothing.
Ironically, for women it has often involved the
opposite, a desexualization and simplification of
dress styles.

androgynous/unisex look 23

Music-related subcultures have had a major
influence on men’s embrace of unisex styles. Swinging
London and psychedelic styles, emerging in 1967 and
1968 from the mod look, took up bright colours and
Op art designs in vivid and decorative clothing worn
by men and women alike. The hippie subculture of
the late 1960s and early 1970s allowed men to wear
long hair, beads and headbands, a shift in style that
was interpreted by contemporary commentators as
accompanying a gentler style of masculinity and a
more liberal approach to diverse sexual practices.

British glam rock took this emphasis on
androgynous, sexualized style to a new limit in the
early 1970s, with Marc Bolan and David Bowie
adopting the glam personae of the Cosmic
Crusader and Ziggy Stardust/Aladdin Sane,
respectively. These characters from a genderless
future emerged in prosperous circles in London,
in contrast to the black funk style appearing
simultaneously in the USA. Some new romantics
of the early 1980s, especially Duran Duran, ABC
and Culture Club, took up similar glamorous,
androgynous male styles. Figures like Boy George
showed the influence that gay subcultures had on
these music-related styles, as does the origins of
the word ‘punk’ as a term for a homosexual lover.

Musical trends also had an influence on
women’s adoption of androgynous styles. Jeans and
t-shirts as unisex wear were popularized by the
hippies and the mods, while jeans and dungar-
ees were also embraced by the women’s movement
as comfortable, relatively unrestrictive clothing.
Punk, too, offered a less feminine dress style for
women, which has been more recently adapted by
the Riot Grrrls. However, only in the 1980s did
mainstream female musicians offer exemplars for
androgynous style.

Grace Jones, who went on to appear in the Bond
film 4 View to a Kill in the mid-1980s, adopted a
punk-glam look of short sculptured hair and
masculine tailoring. Jones’s image showed the
influence of high fashion through her collaboration
with Jean-Paul Goude. Annie Lennox’s adoption
of the male suit in the earlier part of her career was
a way of symbolizing control over her musical
identity, and the adoption of the suit as a way of
demonstrating a non-sexualized competence has
persisted throughout the 1980s.
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The women’s movement, gay subcultures,
lesbian ‘butch’ styles and peacenik hippie politics
have all had an impact on androgynous styles.
Nonetheless, there is considerable debate as to
whether the popularity of unisex dress styles is
connected to a liberalization of the distinction
between genders or transformations in attitudes to
gay and lesbian sexuality.

See also: bisexuality; ‘gender benders’;
transsexuals
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NICOLE MATTHEWS

Anglican Church

Henry VIII's defence of the sacraments against
Reformist tendencies led Pope Leo X in 1521 to
bestow on him the title ‘Defender of the Faith’, which
is still held by the British monarch. Just a few years
later, failing to persuade Pope Clement VII to annul
his marriage to Catharine of Aragon so that he could
make Anne Boleyn his second wife and perhaps
father an heir, he repudiated Roman authority over
the Church in England and also gained control over
the Church’s possessions in England. Since the
sixteenth century, the Church of England has steered
an uncertain course between Catholic tendencies on
the one hand (despite persistent preferences for
national autonomy) and Protestant attitudes on the
other. Though asserting independence from papal
authority, the Church of England claims to be part
of the Gatholic church, participating in the apostolic
succession as direct inheritors of Christ’s mandate
to St Peter. Especially acute in Victorian times, the
orientation of the Church of England remains a live
issue today, for the Evangelical tradition has great
strength, even though today’s services, particularly
the increasing emphasis on the Eu-charist, would
have seemed distinctly ritualistic and Romish in
previous centuries.

In terms of ecclesiastical administration,
England is divided into two ‘Provinces’, with the
Archbishop of Canterbury presiding over thirty
sees (or dioceses), and the Archbishop of York
presiding over fourteen sees in the north of the
country. Sees are headed by diocesan bishops,
increasingly with support from deputies called
‘suffragan bishops’. Archdeacons oversee subdivi-
sions of sees, with rural deans (not to be confused
with the deans who head chapters of canons in
cathedrals) leading groups of parish clergy. The
traditional parish priest (whether called ‘rector’ or
‘vicar’ made little practical difference) caring for a
parish, often for decades with scant guidance or
interference, has become far less common. Today
team ministries, often including women priests,
generally look after a number of parishes.

The Church of England is not state-funded, but
receives income from congregations and from
endowments managed, not to universal approba-
tion, by the Church Commissioners. It uses the
money to pay and pension the clergy according to
their place within the hierarchy and to maintain
an expensive heritage of ancient and beautiful
churches.

Though the Church of England is technically
England’s ‘established church’, the meaning of this
status has undergone considerable change. It does
not, as a state church, impose religious uniformity;
from the earliest days, some variation in faith and
practice was generally tolerated, and legal
discrimination against both Catholics and
Protestant nonconformists effectively ended in
1829. The monarch, who under the 1701 Act of
Settlement regulating succession to the throne must
be Protestant, remains the ‘supreme head’ of the
Church of England, vowing to defend it on
accession and at coronation. But the powers of
appointing the higher clergy secured by Henry VIII
are, like other royal prerogatives, now exercised
by the monarch on the advice of the Prime Minister,
who only rarely rejects the recommendations he
or she receives from Church of England bodies.

The Church of England retains certain
constitutional privileges. Since the Middle Ages,
when they represented a considerable ‘estate’ within
the realm, senior churchmen have sat in the House
of Lords as ‘Lords Spiritual’, originally



outnumbering the ‘Lords Temporal’. They currently
comprise the two archbishops, the bishops of
London, Winche-ster and Durham and twenty-one
other diocesan bishops in order of seniority, these
numbers being limited in Victorian times when
additional bishop-rics were created. The Lords
Spiritual are in effect ex officio life peers for as long as
they hold office. Particularly meritorious archbishops
or bishops are then generally nominated as life peers
on their retirement, meaning they continue to sit in
the Lords. Peers who are in the clergy may sit in the
House of Lords, but clergymen or women who are
commoners, though entitled to vote in Parliamentary
elections, cannot become MPs. Changes in the
Church of England’s representation in the House
of Lords, mooted in Victorian times, will probably
be included within wider reforms of the House of
Lords being discussed at time of writing.
Historically, the foundations of worship in the
Church of England have been the Book of Common
Prayer, which took its definitive form in 1662 after
more than a century of evolution from the Catholic
service books, and the Authorised Version of the
Bible (the King James Version), a translation dating
from 1611 and also the product of prolonged
development. Stylistically impressive, both were
revered. But language changed, scholarship
undermined interpretations, and the conviction grew
that a renewal of the liturgy would make a wider
appeal. Attempts to revise the Book of Common
Prayer in the 1920s were voted down by MPs, many
of whom were not Anglicans. Since then the Church
of England has won greater control over its affairs.
The General Synod, with representation for bishops,
clergy and laity, introduced alternative services in
1980 and encouraged the use of, for instance, The
New English Bible. Currently, worship in the
Church of England appears highly eclectic as it has
assumed a great variety in liturgical forms and styles,
reflecting not only the tastes of different
congregations and their clergy but also considerable
diversity in doctrine within a generalized Christian
outlook. The response is mixed. Some parishes and
cathedrals attract large numbers, but the Church of
England can no longer claim, even for baptisms and
weddings, the loyalty of either the mass of the
population or of the upper classes who were once
its keenest supporters. The opinions of its leaders,
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though still widely reported, no longer command
great respect in a multicultural, multi-faith country
where those who used to profess nominal allegiance
to the Church of England are now generally
indifferent.

The Empire and missionary endeavours have
spread the doctrines, liturgy and organization of the
Church of England far and wide. The Anglican
Communion, as it is called, numbers some 70 million
people. Its leaders come together once a decade in
the Lambeth Conference, named after the
Archbishop of Canterbury’s London residence. As
well as maintaining and developing Anglicanism, the
Church places reunification with other churches and
denominations high on its agenda.

See also: Archbishop of Canterbury; Protestant
churches; women priests

Further reading

Baker, J. (1978) The Church of England, Exeter:
Religious Education Press.

CHRISTOPHER SMITH

angling

There are 1,710 angling clubs, with 405,000
members, in Britain. Problems facing anglers
include a decline in sponsorship, opposition from
animal rights activists and the increase in numbers
of seabirds flying inland to take fish (for which
reason anglers would like cormorants to be taken
off the protected list). Sea anglers also have
experienced a decline in fish stocks. In the case of
the declining stocks of sea trout, much of the blame
is placed on salmon farms, which attract sea lice
who attach themselves to the trout and eat them
alive. Angling is also threatened with loss of
sponsorship from tobacco companies and there has
been some opposition to angling from animal rights
activists, who regard it as a ‘blood sport’. It has
however become popular on television, where some
of the angling is done abroad.

MIKE STORRY
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animal rights

The issue of animal rights has theoretical and
practical dimensions relating to the treatment of
animals by humans. On the theoretical side, animal
rights refers to the idea that animals ought to be
ascribed rights to protect them from being abused
and/or treated in particular ways. Animals are held
to possess the capacities (such as sentience or
consciousness) which make them deserving of rights
in the same way that humans have rights on account
of these capacities or properties. On the practical
side, the animal rights movement in Britain is most
usually associated with the more radical end of the
‘animal welfare’ movement. Those agitating for
animal rights include hunt saboteurs and those
seeking to end hunting foxes and deer with dogs,
and others (such as the Animal Liberation Front)
who oppose the use of animals for food, clothing,
entertainment and medical experimentation.

JOHN BARRY

animation

With a long history in the United Kingdom,
animation has developed along different lines to
the much larger industry in North America. The
lack of a large film distribution network meant a
relative scarcity of work for animators in the
postwar period. There was no market for
syndicated cartoons, nor an equivalent of the large
studio system employed by Walt Disney. At that
time, the only real outlet for indigenous animators’
talents was cinema advertising.

A handful of studios operated in London, the
most notable being that of John Halas and Joy
Batchelor. They produced the first British animated
feature film, an adaptation of George Orwell’s
Animal Farm (1954). With its serious political
allegory, this landmark production demonstrated
the artists’ commitment to animation for adults.
The first ever cartoon opera, Joy Batchelor’s
Ruddigore, (1964), was further proof that animation
was not solely intended as a novelty or for children.

The arrival of commercial television, and the
resulting increase in work for advertising (see
advertising, television and video), led to a rapid

growth in the number of small studios in the UK.
During the 1960s a number of animators began to
operate independently. Perhaps tired of the mass
production techniques necessary to work for
television, animators began to assert more
individual, expressive styles and tackle a wider
range of subjects.

Influential in this shift was George Dunning,
whose The Flying Man (1962) inspired others to push
for greater artistic freedom. Dunning is perhaps
best remembered for his work on the psychedelic
Beatles epic Yellow Submarine (1968). Bob Godfrey
worked anarchic humour into his parodies, many
of which were concerned with sex; Kama Sutra Rides
Again (1971) and Dream Doll (1979) are the most
prominent examples. Godfrey’s irreverent attitude
has been compared to the radio comedy /e Goon
Show. A blend of surreal humour and Dada-inspired
cutout graphics formed the basis for Terry Gilliam’s
animations for the television comedy show Monty
DBython’s Flying Circus (1969-74).

Advertising and children’s entertainment
continued to provide the bulk of work for animators
in the 1970s, representing opportunities to
experiment with different techniques. Several
feature-length animated films were produced for
the cinema, largely adaptations of children’s books
such as Lee Mishkin’s Butterfly Ball (1974), and
Martin Rosen’s Watership Down (1978). As the
number of films produced increased, so
independent animators found they could explore
more personal subjects and vary their graphic
styles. Geoff Dunbar’s short film Lautrec (1974),
based on the French artist’s cancan drawings, won
wide acclaim. Ubu (1979), derived from Alfred
Jarry’s play Ubu Roi, shocked many with its angry,
grotesque characters. Alison de Vere’s films use
powerful symbolism to convey emotional and
spiritual states. Mr Fascal (1979) deals with religious
belief and transformation, and T%e Black Dog (1987)
is a journey through a haunting dream landscape.

Certain artists began to move away from
traditional techniques of two-dimensional cell
animation in the Disney mould, and towards a
more mixed media approach. In particular, stop-
motion photography using real objects, people or
puppets became popular. The Brothers Quay,
influenced by Czech film maker Jan Svankmajer,



started producing animated shorts using found
objects such as dolls’ heads, pieces of meat, hair
and bones. Their dark, neo-Gothic style with its
macabre air of decay is seen in Epic Of Gilgamesh
(1981) and Street of Crocodiles (1986). Much of their
commercial work has been made for music videos
or television channel identifying graphics.

Aardman Animations, a studio started by Peter
Lord and David Sproxton, specialized in plasticine
animation. This technique was used throughout their
Morph series for BBG children’s television in the
1980s, and to great effect in the milestone music
video for Peter Gabriel, Sledgehammer (1986).
Aardman enjoyed international success with Nick
Park’s Creature Comjorts (1989) and The Wrong Trousers
(1993), the second film featuring two enduring
animated characters, Wallace and Grommit.

Animation has always been an area of the media
industries more open to participation by women.
Throughout the 1980s and 1990s they have taken
an increasingly important role in the field in the
UK. The role of Channel 4 in funding much of
this work has been widely recognized. The
channel’s remit to cater for niche audiences led to
a separate commissioning department for
animation for adults: many of the resulting films
have been made by women.

Kayla Parker makes films that are experimental
in form, with uncompromising subject matter. Cage
of Flame (1992) celebrates menstruation and uses a
combination of live action, stop-motion and
scratching on the surface of the film to convey
haunting, powerful imagery. Sunset Strip (1996) is a
time-lapse film of drawings of sunsets made every
evening over one year. The images are drawn directly
onto the film using a variety of materials including
nail varnish, magnolia petals, hair and net stockings.

Candy Guard examines everyday life through
the eyes of her neurotic female characters in Fatty
Issues (1990) and the series Pond Life (1996). Boyfriend
trouble, shopping with Mum and weight watching
all come under the microscope. The resulting mild
misfortunes are played to hilarious effect.

Sarah Ann Kennedy works with more biting
satire. Her Crapston Villas (1996) is a raucous parody
of community values as represented by the East-
enders soap opera. Kennedy playfully subverts the
conventions of the soap genre, injecting an air of
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absurdity and desperation into her characters more
reminiscent of a situation comedy. Coupled with
outrageously scatological humour, the innovative
animated series is a unique contribution to British
culture.

These two long-running series (Crapston Villas
and Pond Life) indicate a wider trend in television
towards including animation in the wider field of
entertainment programming. Popular American
shows such as Beavis and Butthead and The Simpsons
have influenced this move. While children’s
television (see television, children’s) and the films
of Disney still dominate the popular perception of
animation, it seems that an approach more geared
towards adults is here to stay.

See also: cartoons and puppetry

Further reading
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Russett, R. and Starr, C. (1976) Experimental
Anmimation, New York: Da Capo Press.

CHRIS BYRNE

appliances

The terms ‘black goods’ and ‘white goods’ apply
to audio, hi-fi and video equipment on the one
hand, and washing machines, fridges and freezers
on the other. These are catch-all terms which
llustrate the retail industry’s offering of discrete
products to a mass consumer market. Ownership
of possessions is connected with upward social
mobility. Hence, twenty years ago, only members
of higher social classes would own certain
appliances such as videos, hi-fi equipment and
dishwashers. Now, irrespective of need, members
of all social classes will own such black appliances
as videos and such white ones as dishwashers. Even
people on social security benefits expect to own a
television, a video and other ‘non-essential’ items.

MIKE STORRY
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Arabic

With the advent of immigrants from countries in
North Africa and the Middle East, the growth of
Islam in Britain and a general awareness of the need
for recognition of cultural diversity, there has been
a revival of interest in the Arabic language. Such
interest had hitherto been largely confined to such
elite schools as London’s School of Oriental and
African Studies (SOAS), or to the writings of
eccentric travellers like Sir Richard Burton, Wilfrid
Thesiger and other ‘Arabists’. Immigrant groups
in Birmingham, Bradford and Leicester have set
up weekend classes to teach their children Arabic.
Also, expansion in higher education has meant that
many more courses in spoken Arabic, as opposed
to classical Arabic language are now taught.

See also: Baha'i; Islam
MIKE STORRY

Archbishop of Canterbury

The Archbishop of Canterbury and Primate of All
England is the centre of Episcopalian Christian unity.
The archbishopric was established in 601 AD when
Pope Gregory I sent St Augustine to establish the
authority of the Roman Catholic church in England.
Augustine became the first Archbishop of
Canterbury. By 1900 the arcbishopric had become
part of the axis of Church and State that forms part
of the Establishment. It has also, from time to time,
adopted a critical voice with respect to the state,
particularly on matters of social justice.

William Temple (archbishop 1942-4) brought
the Anglican Church national exposure and
authority concerning unemployment and human
rights. He supported the 1942 Beveridge Report
on social security. The position of the Archbishop
of Canterbury has become an increasingly political
appointment made by the monarch on the advice
of the Prime Minister of the day. These exercises
of political patronage are increasingly seen as
irrelevant, and sometimes even insulting, to the
diverse views and cultures both within and without
the United Kingdom.

Recent appointees have shown marked
independence from their state patronage. Michael

Ramsey (appointed 1961) is remembered primarily
for his attempts to secure a rapprochement with
Rome. Dr Donald Coggan succeeded Ramsey in
1974. Robert Runcie (appointed 1980) is perhaps
the most well-known archbishop of recent years.
His intellectual, learned and considered liberal
approach was offset by Prime Minister Thatcher’s
appointment of an archbishop from the evangelical
wing, Dr George Carey.

Carey became the 103rd archbishop of
CGanterbury in 1991. His indeterminate views
against homosexuality and common law
cohabitation have somewhat alienated him from
both wings of the Church. The upshot is first, a
putatively established church for which the
pressures of disestablishment are great and second,
a putatively established church which claims to
represent the people as a whole but which
commands almost no popular nor constitutionally
safe and secure support. It now commands less than
5 percent of the active support of the population,
and most of these are over 60 years of age.

In the long term, it must be doubted whether
the Church can command popular support or
Jjustify its establishment. Structurally, and from the
behaviour of its primates, it is far from clear if it is
in its interest to be so tied to and so restricted by
the State. So far, no Archbishop of Canterbury
seems to be willing to grasp the issues involved.
Without imaginative leadership in all these areas,
it seems the Church is bound for difficult times.

See also: Anglican Church; women priests

Further reading

Hastings, A. (1991) A History of English Christianity:
1920-90, London: SCM Press Ltd.
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EMMA RNORMAN

Archigram

Formed in Hampstead in 1960 by Peter Cook, David
Green and Michael Webb, Archigram was
responsible for an eponymous journal, but almost
no buildings. Inspired by the architect Buckminster



Fuller and the critic Reyner Banham, it explored
the application of technology to architecture, but was
little concerned with its social effects. Archi-gram’s
highly exaggerated and ironic projects included Ron
Herron’s Walking City and Peter Cook’s Plug-In City:
fantastic, unfeasible structures which accommodated
change by being themselves mobile or temporary.
The group’s main built project was the British
Pavilion for Expo ’70, but the clearest expression of
their ideas may be the Centre Georges Pompidou,
Paris by Renzo Piano and Richard Rogers (1975).
Archigram disbanded in 1975.

RICHARD J.WILLIAMS

Architectural Association

In 1847, after much complaint in T/e Builder about
the inadequacies of the training available for
architects, the Architectural Association was
founded in London, predominantly by younger
practitioners who had not yet made their name. It
was the successor of the Association of Architectural
Draughtsmen, set up five years earlier. Its objectives
combined the enhancement of the professional
standing of its members through improved
educational opportunities with the development of
both the practical and aesthetic aspects of
architecture. From relatively modest beginnings,
the Architectural Association gained numbers and
respect as it assumed responsibilities for teaching
and examining and began to collect books and
other material for its library. The Architectural
Association retains its status in the training and
education of architects and, for example, Will
Alsop, David Chipperfield and Rick Mather have
all studied and/or taught there.

CHRISTOPHER SMITH

Architectural Foundation

The Architectural Foundation is a London-based
charity founded in 1847. It celebrates the
achievements of modern architecture, showcases
good design and encourages greater public
involvement in the built environment. In 1997 it
staged a digital exhibition of the capital’s best
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modern buildings. The display, called ‘London
Interactive’, was opened by the Culture Secretary
Chris Smith. Plans include an ambitious electronic
future projection of the ‘eCity’, and also a ‘virtual’
retrospective where citizens of 2050 can revisit the
city of today including seventy-four featured
London developments built in the past decade. The
sites range from the Oxo Tower restaurant, the I'TN
building and the Saatchi Gallery, to Piers Gough’s
public lavatories in Westbourne Grove, London.

MIKE STORRY

armed forces and
discrimination

With the end of the Cold War, the armed forces’
practices have come under scrutiny. Cases of sexual
harassment and dismissal from the service for
pregnancy have brought adverse court judgements.
Complaints about pressure to have abortions have
also generated bad publicity. Homosexuals who
admit to being active are still barred from entry to
the armed services on the grounds that they
represent a security risk or that others will feel
threatened by them. A number of cases of
differential treatment of officers and enlisted men
have occurred. For example, SAS soldiers have been
prevented from publishing memoirs, while officers
have been allowed to publish theirs.

See also: age of consent; armed forces and police;
gay liberation

MIKE STORRY

armed forces and police

The armed forces encompasses the army, navy and
air force. They protect the interests of the UK
overseas. Since the Second World War, the forces
have adapted to a new role. The standing armies
of the Rhine and the Far East were withdrawn when
Germany reunified and Hong Kong reverted to
Chinese control. The forces are now envisaged as
a rapid reaction force able to ‘police’ trouble spots
on behalf of Britain, NATO or the United Nations.
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Recently, task forces were sent to the Falklands in
1982, the Persian Gulfin 1991 and Bosnia in 1993.
The organization of the forces has also changed.
Regiments have been merged in order to reduce
personnel, and technological advances in military
hardware have necessitated well-educated
personnel. The forces have always recruited mainly
from the working classes, and originally had a
steady supply of conscripted men from National
Service, which ended in 1957. The officer core, once
provided by the public schools, now comes from
bursary-funded graduates. However, despite high
unemployment the armed forces now struggle to
recruit high-calibre personnel. Some observers point
to falling educational standards as the reason for
this, while others cite the natural reluctance of
youths to risk themselves in Northern Ireland;
before the Irish ‘troubles’, few service people have
died in combat since 1945, except in specific
engagements such as those in Malaysia, Korea and
the Falklands.

Since the foundation of the Metropolitan Police
in 1829, the police have been likened to an army for
the maintenance of order inside rather than outside
Britain’s shores. The police and armed forces are
similar in many ways. Both recruit rank and file from
the working classes and higher echelons (sergeants,
commanders) from the educated middle classes, and
both have struggled to recruit women and ethnic
minorities because of ill-treatment and lack of
promotion opportunities. Both also wield the
coercive power of the State, and are the only
legitimate users of violence. This aspect of police
work and ‘colonial’ or ‘paramilitary’ policing is
repeatedly criticized. For instance, the tactics used
during large-scale demonstrations, the use of riot
police ‘snatch squads’, GS gas and pepper spray have
been attacked. However, despite persistent criticism
from sections of the community, both agencies enjoy
popular support, evidenced by the popularity of the
detective genre and series such as Soldier Soldier on
television. Despite this, most young people
applauded the sentiment of anti-militarist films such
as The Deer Hunier and Apocalypse Now.

See also: MI5 and MI6; police; secret services
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BARRY GODFREY

aromatherapy

One of the most popular alternative therapies in
Britain, aromatherapy is based on the use of
essential oils, that is, those forming the odorous
principles of plants. These are extracted and
used to promote health and relaxation, to
combat infection and to treat a range of
ailments. Massage is one of several ways in
which the oils can be effectively applied.
Practitioners undergo a certified training course
which includes the study of anatomy and
physiology. Aromatherapy has its roots in
ancient Egypt, but the twentieth-century
promoter of its use was a French chemist, René
Gattefosse, whose research into perfumery lead
to the discovery of the therapeutic value of
essential oils.

See also: holistic medicine; homeopathy

JAN EVANS

art galleries

Art galleries and museums, particularly after 1980,
have formed some of the most exciting and
controversial examples of postwar architecture in
Britain. They form part of a global burgeoning of
architecture commissioned to serve cultural
purposes. The reasons for this expansion are
complex and diverse, ranging from the changing
functions and purposes of these institutions, the
democrati-zation of culture, the interest in heritage,
tourism and changes in the funding mechanisms
designed to support cultural activities. Diane
Ghirardo (1996) identifies four types of museum—
as shrine, as warchouse, as cultural shopping mall
and as spectacle—in addition to other solutions. The
Tate Gallery has provided some of the most



interesting developments, beginning with the Clore
Gallery (1980-5), designed by Stirling Wilford
Associates. The decision to decentralize its
collections led to the Tate Gallery, Liverpool, (1988)
by Stirling Wilford and the Tate Gallery, St Ives,
(1991-3) by Evans and Shalev (see Tate(s)).
Hertzog and De Meuron’s designs to transform
Bankside Power Station into the Museum of
Modern Art are now well advanced. Similarly, the
Design Museum (1987-9), designed by Conran
Roche, forms part of the revitalization of the
docklands area of London. The Sainsbury Wing
of the National Gallery (1988-91), has proved to
be one of the most controversial commissions,
eliciting condemnation by the Prince of Wales as a
‘monstrous carbuncle’ on the face of a ‘much loved
friend’. The winning competition entry by Venturi,
Scott Brown and Associates witnesses their belief
that ambiguity and complexity in architecture are
best suited to the contemporary context. Other
extensions to museums and art galleries include
the Sackler Galleries, Royal Academy, (1989-91)
by Foster Associates, and the Entertainment
Pavilion, Hayward Gallery, (1994) by Allies and
Morrison. The Natural History Museum boasts
the Ecology Gallery (1991) by Ian Ritchie, the
Dinosaur Gallery (1992) by Heron Associates, and
Imagination and Wonders at the National History
Museum (1993), by David Chipperfield. There
have also been developments in the provinces,
notably the Museum of Science and Industry in
Manchester, designed by BDP in 1986, The Henry
Moore Institute, Leeds (1993) designed by Jeremy
Dixon in association with BDP, The Pump House:
People’s History Museum, Manchester (1993) by
OMI, and the Broadfield House Glass Museum,
Glass Pavilion, Kingswinford, (1994) by Design
Antenna.

See also: St Ives; Tate(s)
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Arts Council

The Arts Council of Great Britain was established
as an independent but government-funded public
body by John Maynard Keynes at the end of the
Second World War. Since 1994 there have been
separate councils for England, Scotland, Wales and
Northern Ireland. Gerry Robinson, the head of
Granada, became chairman of the Arts Council
of England in May 1998, when the membership
was reduced from 22 people to 10. In 1998 the
Arts Council of England shared out £187 million
between 165 regularly-funded bodies including the
Royal Shakespeare Company and the Royal
Opera, and over 100 other schemes. It also had
£250 million of National Lottery money to
distribute. Following the removal of regional arts
boards (RABs) members from the ruling Council,
a process of devolution to the regions is currently
in hand under Robinson, and the days of the Arts
Council may be numbered.

See also: Crafts Council; Design Council

PETER CHILDS

arts programming

Coverage of the arts on television is part of the
remit of both the BBG and the commercial stations.
Those involved in ‘the culture industry’, complain
that the arts are not taken seriously and general
commentators talk of a dumbing down, and in 1997
the Independent Televison Commission (ITC)
criticized ITV for its low provision of arts shows.
However, compared with television in other
countries, the arts are given considerable
prominence in Britain. Dance, opera and orchestral
music are all shown in prime time and serious
attempts are made to cover culture which forms
part of the fabric of British life. For example, during
the Edinburgh Festival there is a nightly roundup
on BBC2 called Edinburgh Nights and the annual
Promenade Concerts from the Albert Hall,
London, are broadcast every year.

Though the highest profile arts programme is
ITV’s The South Bank Show, hosted by Melvyn
Bragg, the station with the strongest claim to
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broadcasting high culture is BBC2. While
programmes like The Late Show and Late Review may
cater to ‘minority’ interests, they are flagships for
the BBC and indicate their commitment to quality
programming.

Channel 4 has a reputation for showing the
most innovative and specialized arts programmes,
including contemporary dance. It has been re
sponsible for screening much innovative drama. In
his later years, Channel 4 was the preferred outlet
for his plays by Dennis Potter (for example, Cold
Lazarus). It was also the proving ground for Alan
Bleasdale, who went on to promote new playwriting
talent through his series of screenplays by new
writers. Channel 4’s reputation for supporting the
arts declined slightly before the head of Channel
4, Michael Grade, announced he was leaving the
industry in 1997. He was widely held responsible
for the station’s losing its creative edge in arts
broadcasting.

Many commentators are fearful that the
continual demand for high audience ratings figures
will adversely affect broadcasting of the arts on
television. They suggest that competition to
terrestrial stations from cable and satellite television,
which are now available in 25 percent of British
homes, tends to jeopardize quality. However, there
are many exceptions. For example, even the
‘traditional’ BBCiis still very innovative. It is behind
a risky project to produce Comedy Nation, a cross
between BBC2’s Video Nation and a traditional
sketch show which is shot on hand-held cameras,
and airs at midnight on Fridays. The rub may be
that it costs £29,000 per episode to produce,
compared with more than £200,000 per episode
for shows like The Fust Show.

See also: performing arts on television

MIKE STORRY

Arup Associates

Born in Newcastle upon Tyne in 1895, Ove Arup
studied philosophy, mathematics and then civil
engineering. Director and chief engineer of the
English engineering firm J.L.Kier and Company,
from 1934 to 1938, he then founded the engineering

and consulting firm Arup and Arup with his cousin.
In 1946 he opened an independent engineering
office, which operated from 1949 under the name
Ove Arup and Partners. Finally, in 1963 the
interdisciplinary and now internationally famous
planning firm Arup Associates was launched.

In 1933 Arup was one of the founding members
of the MARS group (Modern Architectural Research
Group), indicating his early commitment to modern
architecture. Acting as a consultant to the Russian
architect Berthold Lubetkin and his Tecton Group,
he was involved with High Point I flats (1933-5),
the Finsbury Health Centre (1935- 8) and the
mnovative buildings at London Zoo. Lubetkin and
Arup were concerned to promote investigations into
the employment of new materials and to establish
an authentic technical base for modern architecture
in Britain. Examples of their postwar engineering
work include the school at Hunstanton, Norfolk
(1949, 1952-4) by Alison and Peter Smithson, the
Sydney Opera House (1956— 74) by Utzon, the John
Player Horizon factory at Nottingham (1968) with
its integrated servicing and planning system, the
multi-functional Bundesgar-tenschau Hall,
Mannheim (1973-4), as well as the controversial
structure for the Centre Pompidou in Paris (1971-
7) by Piano and Rogers. Arup Associates have been
involved in a number of university buildings; at
Corpus Christi, Cambridge (1963), their precast
concrete structure enhances the appearance of the
architecture, while at Loughborough University of
Technology (1967), their development of a regular
planning module has allowed for considerable
flexibility.

The dramatic footbridge linking the steep banks
of the river Wear in Durham (1963), connecting
the older precinct and the newer university
development, Dunelm House (1964) is an example
of Arup’s personal design work. The height of the
bridge exploits the dynamic of the diagonal slender
struts. Recent work includes the overall planning
of Stockley Park, (1984), a new breed of business
park where the firm has contributed twelve flexible
units, including the award winning headquarters
for Haspro; and the design for Broadgate Square,
with its ice rink in the heart of a tiered amphitheatre
housing restaurants, bars and shops as part of
Broadgate, London (1985-91).
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ASA

Commercial advertisements were first transmitted
on British television in 1955, and prior to 1962
regulation and control of advertising had been
based on a number of voluntary codes. However,
the system lacked any overall coherence. It was felt
that some external regulation was necessary to
preserve public confidence. The creation of the ASA
(Advertising Standards Authority) was designed to
remedy this and to ensure that non-broadcast
advertisements are ‘legal, decent, honest and
truthful’ by requiring that the rules contained in
the British Codes of Advertising are followed by
all advertisers (advertisements on television and
cable programmes are regulated by the Independent
Television Commission). Although the principle of
self-regulation still applies—the Codes are drawn
up by the advertising industry—there are numerous
statutes which may affect advertisements. Following
government criticism, the Code of Practice was
strengthened in 1974 and the work of the ASA is
now funded by alevy placed on display and direct
mail advertising, collected by a separate body in
order to preserve ASA independence.

There are an estimated 30 million advertisements
published in the UK each year and these produce
around 10,000 complaints to the ASA, of which some
25 percent are upheld. In addition to reacting to
complaints, the ASA will also carry out its own
checks to ensure compliance with the Codes. ASA
powers include ordering adverts to be withdrawn
overnight, temporarily removed or changed, with
the potential ultimate penalty of a referral to the
Office of Fair Trading and criminal proceedings.
However, proceeding to court is used only as a last
resort, as advertisers falling foul of the Codes of
Practice will be subject to adverse publicity through
the ASA’s monthly report which is widely circulated
through the industry.

Cigarette advertising has proved one of the most
controversial areas, and a specific Code exists which
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strictly limits the content and context of such
advertisements. Other specific categories of
advertisements that are singled out include alcoholic
drinks, health and beauty and medicines. The ASA
may also be consulted in an advisory capacity by
advertisers seeking to pre-empt potential problems.
The ASA is a founder member of the European
Advertising Standards Alliance, which includes all
EU members, and a complaint made to ASA
regarding an advertisement originating outside of
the UK will be referred by the ASA to the national
regulatory body in question.

See also: advertising, television and video;
National Viewers and Listeners Association;
regulatory bodies

GUY OSBORN
STEVE GREENFIELD

Ashley, Laura

b. 1925, Merthyr Tydfil; d. 1985
Fashion designer

Laura Ashley was one of the best-known names in
British fashion. A self-taught designer, she started
her own company in 1953, selling printed scarves,
tea towels and aprons. In 1969 she developed a
clothing range including smocks and dresses in
traditional feminine shapes and simple floral prints,
which epitomized her distinctive style and
nostalgically evoked a lost world of pastoral
England. From the late 1960s her stores in Britain
and around the world were extraordinarily
successful, and the company also developed soft
furnishing and home decor ranges. The company’s
fortunes have been variable since her death, and
the Laura Ashley style has been updated to fit more
sophisticated modern trends.

TAMSIN SPARGO

Asian artists

As a loose grouping of largely migratory artists of
Asian birth and British-born artists of Asian
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descent, Asian artists have counterpointed and
hybridized Eastern and Western artistic styles and
traditions to produce a culturally syncretic art which
interrogates primary notions of identity, difference
and representation within post-colonial contexts.

Between the mid-1950s and mid-1960s, Indian
artists Francis Newton Souza and Avinash
Chandra, and Pakistani artists Iqbal Geoffrey and
Ahmed Parvez, rose to prominence in a British art
scene intrigued by modernist expressions of
‘otherness’. Against Chandra’s more vivacious
style, Souza’s paintings subverted imperialist-
colonial dialectics, engaging with religion and
sexuality from the conflicted self-perspective of a
Hindu heritage, Catholic and colonial upbringing.
Parvez, as one of several 1950s Pakistani abstract
expressionist painters pursuing their art in Britain,
created a highly individualized style infused with
properties of Muslim art, while Geoffrey’s work
was riddled with artistic contradictions and con-
ceptualisms. Their influence however, subsided
after an initial resounding impact. Fellow Pakistani
Rasheed Araeen progressed from painting to
minimalist, abstract sculptures inspired by the 1965
New Generation Sculpture to 1970s politicized art,
before undertaking his visual art projects of
subsequent decades.

The 1970s and 1980s produced sculptors like
Avtarjeet Dhanjal, whose organic art exquisitely
unifies nature and culture through contrasting
materials, environments and traditions. Anish
Kapoor’s sublime sculptures are imbued with
transcendental and metaphysical dimensions.
Dhruva Mistry’s works reflect the craftsmanship and
sensuous aestheticism of ancient Indian sculpture,
while Juginder Lamba’s sculptures similarly attempt
to exteriorize inner emotional and spiritual lives.

The politicized 1980s and the 1990s witnessed
the ascent of Asian female artists including Sutapa
Biswas, Zarina Bhimyji, Chila Kumari Burman and
Perminder Kaur. Their varied artistic and
performative approaches to race, gender, class,
sexual politics and representation have elicited
resolute challenges to established orthodoxies.
Biswas’s real and imagined reconstructions of
migration, memory and history are deployed
through mixed media, while Bhimji’s sensory
expressions of historical trauma, recovery and cross-

cultural understanding through evocative art and
materials are echoed in Perminder Kaur’s subtle
equivocations on themes of innocence and loss.

With British artists such as Burman, Keith
Khan and photographer Roy Mehta (and even
the fascinating epistemological enquiries into art
and science of the late ‘Young British Artist’
Hamad Butt) provocatively exploring cultural
multivocal-ities in diverse media, the once
celebrated ‘exotic’ difference of Asian artists is
being superseded by a generation reshaping the
parameters of British art.

See also: painting; sculpture

Further reading

Araeen, Rasheed (1989) The Other Story: Afro-Asian
Artists in Post-war Britain, London: South Bank
Centre (essential documentation of black and
Asian art).

SATINDER CHOHAN

Asian fashions

Asian fashions had an extensive impacted on British
culture following postwar immigration and the
1960s counter-cultural mystification of the East,
with the prejudicial British stereotypes initially
associated with traditional Asian dress gradually
shifting to Western mainstream appropriations of
ethnic style and fashion.

Subject to subcontinental regional variations,
Asian fashions are based around traditional gendered
garments including women’s casual shalwar (cotton
pyjama trousers) and kameez (tunic top) with dupatta
or chunmi (chiffon head scarf) outfit. More intricately
embroidered, classically or extra-vagantly designed
versions of these suifs are reserved for special social
and religious occasions, as are the lengha, (a long
heavy flaring skirt coupled with kameez-style tunic top)
and sar. Bengali and Gujarati women don durable
cotton saris as daily wear, with regionally diverse
styles ranging from the hand-woven Bengali jamdani
to silk South Indian sarzs.

Traditional male garments centre around the
men’s shalwar-kameez or kurta (tunic top of slightly



shorter length than the kameez) and pyjama,
commonly worn by older Asian men or
informally in the home. The pronounced
religious influences of modest traditional dress
are visible in the turbans and white caps worn
by Sikh and Muslim men respectively (the
different styles of turbans are indicative of
regional and caste-based differences), and also
Muslim women’s /Agab.

Asian fashions fluctuate between preserving
Western

cultural

traditions, appropriations as

‘authentic’ markers and
accommodating Western trends to produce a
modified or hybridized look. Western
appropriations which began with sandals,
beads and kurta tops in the 1960s now include
accessories and body adornment such as
mehndi-decorated hands, other henna tattoos,
facial markings, bindis, nose rings, bangles and
weightier Indian gold accessories, once
traditionally worn by married women only.

As Asian affluence grows, Bombay and Delhi-
style fashion boutiques are becoming popular
among the Westernized Asian middle classes,
selling ready-made designer suits alongside more
traditional fabric outlets. Economic stratification
locates the continued practice of homemade
fashion, based on classic and the latest imported
subcontinental fashion designs, among ex-rural
migrants in particular.

While traditional fashions are maintained
among older Asians with social and religious
aspects intact, Asian youth styles reflect the cross-
cultural influences of recontextualized Asian
fashions, although as Naseem Khan suggests, the
conspicuous lack of an outstanding British Asian
designer perhaps indicates the future of Asian
fashions in Britain.

Further reading

Khan, N. (1992) ‘Asian Women’s Dress: From
Burqah to Bloggs—Changing Clothes for
Changing Times’, in J.Ash and E.Wilson (eds),
Chic Thrills: A Fushion Reader, London: Pandora
Press (solid, informative introduction to (British)
Asian fashions).
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Asian theatre

British Asian theatre embraces the work of writers,
performers and companies, with the involvement
of musicians and choreographers such as Shobana
Jeyasingh. Leading performers such as Saeed
Jaffrey, Jamila Massey and Roshan Seth work in
film, television and radio as well as in mainstream
theatre, and the writer Ranjit Bolt primarily
translates and adapts European classics. Writers
such as Hanif Kureishi and Rukshana Ahmad (both
in fiction as well as drama), Tanika Gupta, Parv
Bancil and Ayub Khan Din have concerned
themselves with issues of Asian identity; so too have
the leading companies Tara Arts and Tamasha, and
the independent director Indu Rubasingham.
Diversity increased sharply during the 1990s, with
multimedia presentations coming from companies
such as Man Mela and Moti Roti.

Two independent British productions in 1970
involved the established performers Massey and
Jaffrey in dramas about India: Dilip Hiro’s 7o Anchor
a Cloud and Partap Sharma’s 4 Touch of Brightness,
which engaged with the lives of prostitutes in
Bombay. In 1974 Roshan Seth became an assistant
director for Cymbeline for the Royal Shakespeare
Company, and during the 1970s increasing pressure
for integrated casting was put on the subsidized
theatres by the Afro-Asian Committee of British
Actors’ Equity. Critical recognition was achieved by
Hanif Kureishi, with his plays The Mother Country
(1980), performed at the Riverside Studio, and
Borderline (1981), devised with Joint Stock. The
principle of integrated casting became more
thoroughly established during the 1980s, with
productions such as Hedda in India (1982), directed
by Madhav Sharma, and Joint Stock’s The Great
Celestial Cow (1983) at the Royal Court. David Hare’s
A Map of the World (1983) at the National Theatre
included an original role for an Asian actor, realized
by Roshan Seth, and Seth also took the role of Lear’s
Fool in the National Theatre’s King Lear (1986).

Of the British Asian theatre companies, Tara
Arts staged its first production, Rabindranath
Tagore’s The Sacrifice, in 1977. Tara’s artistic aims
have been to examine the cultural position of Asians
in Britain, and its artistic director, Jatinder Verma,
stated that ‘we need to be as critical of ourselves as
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we are of the society outside’. The company is
based in London, and has a tradition of touring. It
has also worked on co-productions with Contact
Theatre (Manchester) and the Lyric Theatre
(London), and has twice been invited to produce
at the Royal National Theatre. The company has
only ever had a small workshop space of its own,
although funding allocated in the 1990s will see its
facilities in Wandsworth enhanced.

Early plays such as Inkalaab 1919 (1980) and
Lion’s Raj (1982) were devised, or scripted by
Verma, and thematically they mediated between
the historical experience of the Raj and
contemporary society. In the 1980s Tara began to
explore plays from the ancient Sanskrit tradition,
such as The Little Clay Cart, and to develop the kind
of theatre established in Indian performance, using
the resources of dance, movement and music. With
Buchner’s Danton’s Death (1989) Tara began an
exploration of European classics, including Mo-
liere’s Tartuffe and Gogol’s The Government Inspector
(1990), Sophocles’s Oedipus the King (1991),
Moliere’s Le Bourgeois Gentilhomme (1994), and
Rostand’s Cyrano de Bergerac (1995) in a version by
Ranjit Bolt. Of these productions, Tartuffe was a
major critical success which transposed Moliére’s
hypo-crite into a parasite in an Indian household,
in a production which toured nationally. A further
stage in this development was represented by
productions of Shakespeare, featuring Troilus and
Cressida (1993) and A Midsummer Night’s Dream
(1997). For the latter, Verma acknowledged
influences from Beijing Opera, West African dance,
Morris dancing, and Indian classical and folk dance,
and Tara remains committed to what Verma calls
‘the aesthetics of multiculturalism’.

Tamasha was founded in 1989 by Sudha
Bhuchar and Kristine Landon-Smith to produce
Untouchable, an adaptation of the novel by Mulk Raj
Anand, which explored the treatment of India’s
lowest caste. Tamasha has produced plays on
contemporary life in South Asia, and on the lives
of Asians in Britain. Ruth Carter’s Women of the Dust
(1993) commemorated the fiftieth anniversary of
the foundation of Oxfam by focusing on the lives
of women construction workers in Delhi; the
production was researched in India, and returned
to India to tour. Abhijat Joshi’s 4 Shaft of Sunlight

(1994), which examined the marriage between a
Hindu and a Moslem in Ahmedabad, and Carter’s
A Yearning (1995), an adaptation of Lorca’s Yerma
to the Punjabi community in Britain, were co-
produced with the Birmingham Rep, and
concluded their tours in London. Ayub Khan-Din’s
East is East (1996 and 1997) looked at the history
of a Pakistani immigrant in 1970s Salford, and the
cultural clash experienced by the son of the family:
the play came from a script workshop for British
Asian writers held at the Royal Court. The
company-devised production 4 Tainted Dawn (1997)
commemorated the fiftieth anniversary of partition
by drawing on the work of leading South Asian
writers, examining the lives of ordinary people
caught in the political events of 1947.

Independently of these companies, the director
Indu Rubasingham has promoted multicultural
casts and aesthetics in her productions of Kalida-
sa’s Shakuntala (1997) and of two scripts by Tanika
Gupta: Toices on the Wind (1995) and Gita Mehta’s
A River Sutra (1997), adapted by Gupta. Rukhsana
Ahmad has written for theatre and radio: Song for a
Sanctuary, on the loyalties and fears in a women’s
refuge, was produced at the Lyric Theatre (1991)
and then on radio (1993), followed by the radio
play An Urnful of Ashes (1995). Ahmad and Rita Wolf
founded Kali Theatre in 1990, using workshops
and rehearsed readings to support and develop the
role of Asian women writers. Keith Khan and Al
Zaidi have explored visual and physical theatre with
their company Moti Roti, and taken their work
abroad to Canada, Pakistan and the USA. Man
Mela, founded in 1993 and directed by Dominic
Rai, has brought classical and contemporary music
and dance together with contemporary Asian
literature in multimedia events, and developed
scripts on HIV and club culture.

See also: black theatre

Further reading

Ley, G. (1997) ‘Theatre of Migration and the Search
for a Multicultural Aesthetic: Twenty Years of
Tara Arts’, New Theatre Quarterly 52: 349-71.

Verma, J. (1996) “The Challenge of Binglish:
Analysing Multicultural Productions’, in P.
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Manchester: Manchester University Press.

(ed.), Analysing Performance,
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Asian underground

Since the 1980s, Asian musicians in Britain have been
experimenting with rap, dub technology, jungle
breakbeats, traditional Indian music and rock. In
the mid- to late 1990s, Anglo-Asian artists with sitars,
guitars and decks, such as Cornershop, Asian Dub
Foundation, Fun-da-mental, Talvin Singh and
Niwtin Sawhney, broke into the pop mainstream.
Talvin Singh’s Anokha played club nights at The
Blue Note in London which attracted media stars,
and Cornershop’s 1997 album When I Was Born for
the Seventh Time became a critical and commercial
success (and included the number one single ‘Brimful
of Asha’). Though the bands vary in their political
engagement, Asian Dub Foundation released their
single ‘Free Satpal Ram’ in 1998 as a protest against
the imprisonment of a Birmingham Asian who
defended himself against racist attacks.

See also: bhangra

Further reading

Sharma, S., Hutnyk, J. and Sharma, A. (eds) (1996)
Dis-Orienting Rhythms: The Politics of the New Asian
Dance Music, London: Zed Books.

PETER CHILDS

Asian youth styles

Asian youth styles derive from the dualistic heritage
bequeathed to second generation Asians in Britain.
Spanning geographical, religious and caste divides,
it is a heritage comprising the traditional Asian
diasporic culture of their parents (who arrived as
South Asian and African immigrants between the
1950s and 1970s) and the indigenous British culture
of their birth and/or upbringing.
Afro-Caribbean youth styles comprise a third
strongly discernible influence. During the 1970s and
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1980s, the closely forged links between the second
generation descendants of the largest British ethnic
minority groups were fortified by the commonality
of racism, their homogenized political categorizing
as ‘black’, and working-class urban propinquity.

Fluidly manoeuvring themselves between white
British and Afro-Caribbean cultures and their own
culture, Asian youth have assimilated Western
influences without relinquishing traditional ones.
Late 1980s sampler and rave culture enabled
bhangra to emerge from its sequins and synthesizer
confines in crossover musical fusions with other
dance styles such as house and techno, increasing
its accessibility for ‘British-Asian’ youth. Daytime
bhangra concerts were arranged, providing an
alternative space for Asian youth to gather and
dance without need of parental permission.
Bhangra’s fusion with ragga produced
‘bhangramuffin’ in the continued youth dialogue
between Asian and Afro-Caribbean youth; Apache
Indian embodies the bhangramuffin sound and
style.

In 1996, the London-based emergence of an
Asian underground identified another uniquely
‘British-Asian’ subculture integrating classical and
popular Asian and Western musical and stylistic
influences. Musical pioneers like Talvin Singh and
Nitin Sawhney fused drum ’'n’ bass, frenetic
breakbeats and experimental dance styles with
classical Indian instrumentation (such as tablas,
sitars, sarongis and bhajans), quawwali vocals and
Bollywood samples by musical icons such as Nusrat
Fateh Ali Khan, Lata Mangeshkar and Asha Bhosle.
Asian underground youth combined traditional
Indian dress like the shalwar-kameez (normally
reserved for domestic and cultural occasions),
Nehru tunics, kurtha, sari tops and bindis with
trainers, club and combatwear (denoting a harder-
edged, politically conscious musical-stylistic alliance
exemplified by bands like Fun da Mental and Asian
Dub Foundation).

Stereotypically regarded as a passive, alien
group, resisting assimilation because of their
cultural, religious and bilingual backgrounds, Asian
youth have begun to hybridize their collective
influences through a genuinely expressed British-
Asian identity that confidently counter previous
cultural displacements.



38 Associated Press

See also: Asian fashions

Further reading

Sharma, S., Hutnyk, J. and Sharma, A. (eds) (1996)
Drs-Orienting Rhythms: The Politics of the New Asian
Dance Music, London: Zed Books (an incisive
examination of Asian dance music, providing a
contextual grounding for Asian youth styles).

SATINDER CHOHAN

Associated Press

The Associated Press was a cooperative endeavour
of six New York City newspapers, begun originally
in 1840 to share the expense of sending a reporter to
cover the Mexican War. It now gathers and distributes
news from 150 cities throughout the world. Its impact
in Britain has been both to supply world news to
newspapers here and to provide an outlet for the work
of many journalists working in Britain. Commentators
worry that because news is controlled by three main
agencies, Reuters, United Press International (UPI),
and Associated Press (AP), (the last two being
American) it tends to reflect a US world view. Others
say such reporting is inevitable in the global village,
and serves as a safeguard against the parochialism of
British tabloid journalism.

MIKE STORRY

athletics

Britain has had a long and proud record in athletics,
notably in running, but the 1980s and 1990s saw a
decline in performance and public interest, sparking
a debate about how best to train top athletes. Most
observers accept that athletics requires serious work
to remain one of Britain’s top sports, and to make
Britain a strong contender in international
competition once more. A temporary boost to the
sport was given by the British athletics team’s
topping (for the first time since 1950) of the
European Championships medals table in 1998.
While British running’s history in the 1980s and
1990s 1s impressive (Linford Christie, Colin Jackson,

Steve Cram, Sebastian Coe, Steve Ovett, Sally
Gunnell and Roger Black were the main stars of
that period), the 1996 Atlanta Olympics performance
was poor, with few track medals (and only a handful
in field events), and Britain was outperformed by
smaller and less wealthy countries which had
mnvested considerably more over the years. This led
to a fundamental debate about the nature and
standard of British coaching and athletes, and the
level of support given to the sport by the State.

The most widely accepted argument post-
Atlanta was that not enough money has been
invested in facilities and full-time coaches over the
years, compared to countries such as France and
Australia. Both of these spent heavily on training
facilities and full-time coaches, and both did well
in Atlanta. Britain has traditionally employed very
few full-time coaches, so the time spent with athletes
is shorter than is the case abroad. The training
facilities are also not as good, as British-born long
jumper Fiona May pointed out after winning a
silver medal at Atlanta for her adopted Italy.

Two solutions have been suggested, both
involving National Lottery funds. At the
beginning, Lottery money could be used to build
new sports centres, but not to pay coaches (a rule
relaxed in 1996) or for competitors’ preparation
costs. Money is also expected to become available
for a British Academy of Sports, to build excellence
in young elite performers. Whether that can repair
the damage of the 1980s, when schools sold off
thousands of acres of sports fields to raise money,
is another matter; changes to school curricula in
the 1980s and early 1990s also mean that fewer
teachers have the time and energy to take sports
classes after hours, and the British Athletic
Federation (BAF) has declared itself unlikely to use
the Academy as a training base in any case.

The Federation, which runs the sport, itself
suffered in the 1990s. The most disturbing event
was the sacking of Andy Norman (largely
responsible for the aggressive marketing of athletics)
in 1994 after allegations were made about his role
in the suicide of a respected journalist, and it soon
became clear that Norman ran the BAF as a private
fiefdom. Other problems include public rows with
Linford Christie, Colin Jackson and Tony Jarrett
over appearance money, which dragged on through



1995, while the biggest issue remains drugs. Since
drug testing became routine in the postwar period,
Britain has suffered very few confirmed cases
amongst its athletes, but even the suspicion of drug
taking is enough to damage the sport; the most
serious case, involving runner Diane Modahl in
1994 and 1995, alienated existing sponsors and put
potential backers off altogether. Modahl was
eventually cleared, but athletics has struggled for
years to keep its sponsors, creating long-term
uncertainty and making planning difficult.

The precarious financial position of athletics is
clearly tied to the level of television coverage, which
has long been crucial to sponsors. Meetings are no
longer televised in Britain (some, including even
big international meetings, were cancelled as a
result), and the sport’s media profile in the 1990s
1s generally low, a far cry from the heady days of
the 1980s when Sebastian Coe and Steve Ovett
dominated the headlines and generated huge public
and media interest. The Olympics and
Commonwealth Games obviously attract attention,
but regular meetings around the country get little
coverage, and are probably not the first choice of
those stations that do screen them. With declining
television and commercial interest, the BAF has
struggled for years to finance its operations, even
those limited contributions made to athletes and
coaches. Over two financial years up to 1996, the
BAF lost some £750,000 and made cuts in
promotions and coaching as a result.

These payments to competitors are more vital
than the public might think; athletes at the top end
of the sport, like Christie and Gunnell, can make
fortunes on and off the track but the average runner,
jumper and thrower has never had any such
security and struggles to make ends meet. Most
have relied on help from family, the BAF and any
sponsors who could be persuaded to fund their
training. Two competitors at Atlanta even admitted
to selling their official British team sweatshirts after
the Games to raise money, such was their plight.
Athletics has become increasingly heavily divided
over the last two decades, with a few performers
becoming very highly paid thanks to television and
sponsorship, and a large mass of competitors below
them earning far less. It is open to debate how this
has affected the use of drugs, and whether the
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athletes’ union formed by Roger Black in 1995 will
help redress the balance.

Athletics in the 1990s occupies a similar position
to tennis, in that it struggles to build on the success
of its regular major tournament in Britain. There
are thousands of committed athletes and coaches,
attending hundreds of meetings annually, but the
sport remains short of money and facilities and 1s
increasingly shorn of its established stars. Television
and sponsors are only interested in telegenic, well-
known stars to focus on, and the decline of existing
household names leaves athletics struggling to attract
and maintain television and sponsor interest. Money
has long been the main problem (by the mid-1990s,
this was even causing promising athletes and coaches
to leave athletics for professional rugby union), but
at least the BAF recognizes the importance of the
questions hanging over the sport. The biggest issue
might turn out to be ‘who actually runs athletics in
the 1990s: television, the promoters or the BAF?’

See also: long-distance runners; marathons;
middle-distance runners; sprinters
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Attenborough, David
b. 1926

Naturalist and broadcaster

David Attenborough, younger brother of actor-
director Richard Attenborough, joined BBC
television in 1952, fronting Zoo Quest, the
programme which, between 1956 and 1965,
transformed the teatime wildlife show from
patronizing sentimentality into serious education
children’s programming. Attenborough then
entered the BBC’s administrative hierarchy, where
he established both BBC2 and colour transmission.
His catholic tastes and scheduling instincts brought
shows as varied as snooker, “The Forsyte Saga’ and
Jacob Bronowski’s “The Ascent of Man’ to BBC2,
establishing it as a widely appealing and innovative
service. After fifteen years, however, Attenborough
returned to broadcasting to complete the trilogy
begun with ‘Life on Earth’, which was seen by an
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estimated 500 million people worldwide.
Subsequent prestige series have made him perhaps
the most universally popular, respected and
influential broadcaster and ecologist on the planet.

SEAN CUBITT

Attenborough, Richard
b. 1923, Cambridge

Actor and film-maker

Richard Attenborough’s distinguished and prolific
career in film making began with supporting roles
in dramas, war films and comedies, highlighted by
his performance as the amoral gangster Pinky in
Brighton Rock (1947). He soon combined acting with
producing, making films such as The Angry Silence
(1960), the powerful story of a trade union dispute,
Seance on a Wet Afternoon (1964) and 10 Rillington Place
(1970), which demonstrated his capacity for studied,
disturbing performances. Turning to directing in
1969 with Ok! What a Lovely War, Attenborough’s
perception of the film maker’s role as that of a
storyteller is borne out with his epics Gandhi (1982),
Cry Freedom (1987) and Chaplin (1992). His versatility
is confirmed by later acting roles, with appearances
in Hollywood productions such as Jurassic Fark
(1993) and Miracle on 34th Street (1994).

ALICE E.SANGER

Attwood, David
b. 1952

Film-maker

David Attwood has directed films for television
(often joint ventures with US/UK stations) aimed
at a young avant-garde audience. Wild West (1992)
was written by Harwant Bains, a 29-year-old of
Punjabi extraction but born and raised in Southall.
Attwood’s film was likened to Stephen Frears’ My
Beautiful Laundrette (1985) (written by Hanif Kureishi),
and dealt with the family relations of anarchic young
Indian Londoners. His mini-series based on Daniel
Defoe’s novel, The Fortunes and Misfortunes of Moll

Flanders (1996) was acclaimed. It treated farcically
the life of someone who, though both prostitute
(Moll) and thief (of Flanders lace) in the picaresque
tradition, triumphed over her difficulties.

MIKE STORRY

auctions

The major auction houses in Britain are Sotheby’s,
Christie’s, Bonham’s and Philips. Scandals over the
provenance of antiques in Italy and of the selling
on of antiquities from the East have soured the
reputation of Sotheby’s. The popular television
series Lovgjoy thus reflects sceptical public attitudes
to the higher echelons of the antique trade.
Throughout Britain there are numerous smaller
privately owned auction houses, dealing only
occasionally in antiques and mainly in household
goods from beds and living room furniture to
electrical appliances. Many of these firms have
followed the major firms’ introduction of a so-called
‘buyer’s premium’ of 10 percent of the purchase
price as a means of boosting their typical
commission rates of 17.5 percent on the first £100.

MIKE STORRY

audience research

Audience research has developed in two main
interlinking strands: research by those working in
the industry and research by academics. Industry
research developed as a mechanism by which media
producers and advertisers could both understand
and shape media products for a knowable media
audience. Such research has come to be dominated
by a conception of the media user as part of
homogeneous mass audience, one with similar uses,
tastes, wants and desires that could be easily
quantified. Those working in the more critical
academic paradigm have come to problematize this
notion, preferring instead a view of the media
audience as heterogeneous and segmented.
However, as the industry finds its notion of the
mass audience questioned, the two strands have
come closer together.



Industry research, either undertaken in-house
or contracted out to independent research
companies, is often coordinated by joint industry
research boards, such as the Radio Joint Audience
Research (RAJAR) for radio, Broadcasters’
Audience Research Board (BARB) for television
and Joint Industry Committee for Poster Audience
Research (JICPAR) for posters. These produce
audience data for their respective media, broken
down into such divisions as social class, age, gender
and geographical location. Such audience data is
used by the industry, amongst other things, to
improve the provision of its media output, to help
fix advertising rates and to find the appropriate
placing for advertisements. The methods used to
collect such data tend to fall into two categories:
random surveys of media users and ongoing panel
surveys. While random surveys provide an instant
snapshot of a media audience, panel surveys are
able to offer a long term view by studying the same
sample of media users.

Against these more quantitative approaches,
many working in the academic strand (for example,
David Morley’s work on the family audience) have
come to problematize the notion of a passive
unsegregated audience. By using more qualitative
styled approaches, attempts have been made to
understand how different audiences understand
and make use of the media. Thus, a more active
view of a segmented audience has been obtained.
Recent developments have seen a move away from
studying the reception of the media by the viewer
towards more ethnographic methods to study the
way the media is used within a specific social-
cultural context.

See also: BARB

Further reading

Ang, 1. (1991) Desperately Secking the Audience,
London: Routledge (critical account of the
experiences of European and American
broadcasters to conceptualize the audience).

PAUL RIXON
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autobiography

While critiques of intentionalism and representa-
tionalism may have pointed to the impossibility of
unmediated self-expression, autobiography has
proved a resilient genre in recent years, even
emerging on the cutting edge of critical theory.
These theoretical developments have been
mirrored in fiction, where autobiography has been
used both to question the nature and status of
fiction and to show how the self is created rather
than merely represented in narrative. Examples of
this self-conscious blurring of the distinction
between autobiography and fiction can be found,
for example, in the novels of Jeanette Winterson,
Julian Barnes and Martin Amis (see novel). In non-
fiction writing, there has been a similar questioning
of the self-containedness of autobiography as a
genre, which is itself part of the general slipperiness
of the boundaries between different genres and
disciplines in recent years. Works published in the
1980s such as Ronald Fraser’s In Search of a Fust,
Carolyn Steedman’s Landscape for « Good Woman and
Ann Oakley’s Taking it Like a Woman seek to link
sociological and psychoanaly-tical theory with
personal experience, in order to both restore
subjectivity to theoretical writing and to show how
identity is culturally constructed.

The last two of these works also demonstrate
the ways in which autobiography has been used to
draw attention to unwritten histories marginalized
by official discourses. A series of multi-authored
collections, intersecting with the burgeoning field
of oral history and life studies, similarly show how
the normally individualistic genre of autobiography
can be transformed into a collective process of
resistance to dominant narratives. Examples
include Liz Heron’s Virago anthology, Truth, Dare
or Promise: Girls Growing up in the Fifties, and Between
the Acts, a series of moving testimonies edited by
Kevin Porter and Jeffrey Weeks telling the story of
British gay men in the period of the criminalization
of homosexuality between 1885 and 1967
Working-class autobiographies produced by
collaborative projects like the Federation of Worker
Writers and Community Publishers since the 1970s
have fulfilled a similar purpose. Whereas the
traditional notion of autobiography might show the
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subject triumphantly transcending his or her
immediate environment, these autobiographies
reveal the subject as inextricably embedded in
society and history.

See also: biography
Further reading

Marcus, L. (1994) Auto/biographical Discourse: Theory,
Criticism, Practice, Manchester: Manchester
University Press (the second half of this book
examines autobiographical theory and writing
of the last few decades, using predominantly
British examples; an excellent synthesis of recent
scholarship).

JOE MORAN

avant-garde cinema

The British avant-garde film movement surfaced
in the late 1960s when it was stimulated by the
London Film-Makers’ Co-operative (LFMC) and
by American influences such as Stan Brakhage,
Kenneth Anger and Andy Warhol. Key figures in
Britain included Steve Dwoskin, Andy Meyer,
David Curtis, Peter Gidal, Malcolm Le Grice and
Annabel Nicolson. Instead of using the term ‘avant-
garde’, they chose labels such as structural, abstract,
experimental, expanded or free. Their broadly
structural and formal point of view quickly spread
mto disparate organizational, artistic and political
currents, resulting in the evolution of a diffuse and
variegated group.

British popular audiences had been left cold by
earlier film movements, such as elitist avant-garde
experiments, middle-class realism (Anderson,
Richardson, Reisz and so on), critiques of the upper-
class (as in Losey-Pinter films), and even the
‘Workshop Declaration. For the most part they were
absorbed by Hollywood films, and were often
suspicious of political or avant-garde cinema in
Europe. Ironically, the British avant-garde’s practical
foundations in structuralism and formalism enabled
it to assimilate radical changes without engaging
revolutionary ideologies. It cut away the visionary
anti-Americanism that underlay American
structuralists. Concentrating on material aspects of

the medium, it forced subjective existential choices
and non-hierarchical mental activity on the viewer,
as in Malcolm Le Grice’s Little Dog For Roger (1967)
and Yes No Maybe Maybe Not (1967), Peter Gidal’s Room
(1967), Roger Hammond'’s Window Box (1972), Mike
Leggett’s Shepherd’s Bush (1971) and Steve Dwoskin’s
Moment (1969). Its intention was to challenge
cinema’s illusionism and voyeurism with its own
formal image making.

This formula encouraged eclectic organization.
As the LFMC’s democratic workshop approach
developed in a climate of anti-imperialist radicalism,
beat poetry and Peoples’ Shows, new film networks
rapidly grew up around the British Film Institute
(BFT), the Other Cinema and the Independent Film-
Makers’ Association. Many film-makers were located
in the London art schools, and were supported by
the Arts Council of Great Britain’s Film and Video
Artist’s Sub-committee set up in 1977 By then the
whole movement was saturated with the cultural
politics and aesthetics of the late 1960s and 1970s.

The formalist canon was soon infiltrated by
underground, anarchic, and gay critiques associated
with film-makers such as Derek Jarman, James
Mackay, John Maybury, Steve Chivers, Holly
‘Warburton, Michael Kostiff, Cerith Wyn Evans and
Isaac Julien. They frequently trans-gressed the film
medium in the Super 8 festivals in Europe (1984~
7), and innovatively fused video and film techniques
(particularly Jarman and Peter Greenaway).

Academic critiques were mostly deconstructive
and psychoanalytic, theorized in Screen and
Framework. These reflected Gidal’s structural/
materialist focus on freeing the subject from the
instrumental and reproductive power of the camera,
and Laura Mulvey’s negation of the voyeurism of
narrative film. Peter Wollen, whose long-term goal
was to synthesize formalism with the political
aesthetic of the European avant-garde, combined
with Mulvey to produce landmark films: Fenthesilea:
Queen of the Amazons (1974) mimes the play by Kleist,
and interrogates the role and grounding of feminist
images; and Riddles of the Sphinx (1977) explores the
mother/child relationship in the encounter of
Oedipus with the Sphinx, opening with mythic
images of women and ending with an Egyptian
sphinx with Greta Garbo’s face. Whereas Gidal
and Le Grice were interested in the material aspects



of ideology, Mulvey and Wollen were moving
towards a critique of ideology itself, and of
mythologizing in the film medium.

Related works include Steve Dwoskin’s Girl
(1974), which films a naked woman who returns
to the camera thus disturbing the audience’s
voyeuristic position, and Carola Klein’s Mirror Phase
(1978), which analyses home movies of her
daughter’s mirror recognition of herself. In Zelling
Tales (1978), Richard Woolley deconstructs British
culture by examining film clichés of television soap
serials like Crossroads and Coronation Street. William
and Marilyn Rabin’s Black and Silver (1981), based
on Velasquez’ painting Las Meninas, is an
experimental narrative of Oscar Wilde’s The
Birthday of the Infanta, reflecting on the medium of
film. Peter Watkins’s work aims for reflexive critical
practices that will more generally undermine the
conventions of the medium.

Questions of narrative technique, subjectivity,
documentary, and autobiography are worked
consistently by feminist film-makers who broke with
the LFMC to set up their own circles in East London.
Sally Potter’s Thriller (1979) dissects popular
narrative by using Mimi’s return to La Boheme to
mvestigate her own death as a conventional source
of sentiment and drama. Potter’s The Gold Diggers
(1983) uses the gold rush for surrealist metaphors
about the search for knowledge. Lis Rhodes’s Light
Reading (1978) investigates the formal aspects of film
through autobiographical materials, developing
earlier concerns of Le Grice’s films about point of
view and narrative space.

Most of these films are interested in the medium
of film and its narrative codes and conventions.
For the British avant-garde, form and content of
the medium have always been a central part of the
message. While Le Grice is currently involved in
computer and electronic image making, others are
mterested in live reproductions of illusion, and
correspondences of image and sound. The focus
on film as material has always persisted.

The avant-garde has never since its structuralist
beginnings reflected violent politics, but it has
always been in line with radical groups such as the
Leeds Animation Workshop, Black Audio Film
Collective and Sankofa Film and Video Collective.
Its strong point has been its ability to adapt to and
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successfully engage in a wide spectrum of audio-
visual media, ranging from film and television
through to video and animation.

See also: agitprop; avant-garde theatre; film,
experimental

Further reading

MacDonald, S. (1993) Avant-Garde Film: Motion
Stuches, Cambridge: Cambridge University Press.
O’Prey, M. (ed.) (1996) The British Avant-Garde Film
1926-1995, Luton: University of Luton Press.

ARTHUR McCULLOUGH

avant-garde theatre

The term ‘avant-garde’ (derived from a French
militaristic term meaning ‘vanguard’) in avant-garde
theatre refers to the pioneering innovation in a
progressive, experimentally-based anti-establish-
ment theatre. Avant-garde theatre seeks to
artistically and aesthetically surpass existing forms
of dramatic performance and expression of a denor-
malizing, stimulating theatre of the imagination.
Christopher Innes argues that along with ‘anarchic
primitivism’, ‘...anti-materialism and revolutionary
politics, the hallmark of avant-garde drama is an
aspiration to transcendence, to the spiritual in its
widest sense.” (Innes 1993:3)

Located in non-theatrical spaces, fringe and even
popular or mainstream venues (for example, the
Royal Court’s discontinued annual avant-garde
season), avant-garde theatre explores the
psychologies and physicalities of the self. Assimilat-
ing myth, symbolism, ritual and art forms from
other cultures to deploying music, mime, mixed
media, performance art and other sub-cultural and
popular cultural art forms in site-specific and other
spaces, avant-garde theatre functions as an
exploratory reflection of the unconscious and
modern human condition. It animatedly revitalizes
imaginations through a ‘theatre of mixed means’
by trampling largely British realist and naturalistic
theatrical traditions.

Preceding and flourishing during the late 1960s
British fringe theatre explosions, specialist touring
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companies, small theatres and theatre laboratories
emerged as places of artistic and technical
experimentation including the freewheeling The
People Show, Grotowskian-influenced Freehold,
Charles Marowitz’s Open Space Theatre and the
Roy Hart Studio which explored voice through
sound, emotion, psychology and technique. Mar-
owitz’s 1964 collaboration with Peter Brook on an
Artaudian ‘“Theatre of Cruelty’ season organically
interrogated theatrical language through sublime
physical performance, visceral atmosphere and
abstract shock forms of verbal and non-verbal
communication. The endless subjective-creative
potentialities suggested by Brook’s theorizations of
the stage in The Empty Space (1968) were
demonstrated by his continuing indefatigable avant-
gardism.

Alongside other paradoxically established avant-
gardist practitioners such as Stephen Berkoff and
Lindsay Kemp, fringe venues like Battersea Arts
Centre continue to feature anarchic
experimentation by groups like the Empty Space
Theatre Company’s subversive classic performative
theatre, Fecund Theatre or Perpetual Motion’s
energetic fusions of narrative, textual and live
communicative forms. Yet the absence of a strongly
avant-gardist tradition within a largely realist and
naturalist British theatre 1s perhaps also attributable
to the lack of extreme socio-political conditions
necessary for such a theatre to thrive, with the
future theatrical vanguard partly contingent upon
cultural extremities to trigger their own imaginative
extremes.

See also: agitprop; avant-garde cinema; fringe
theatre

Further reading

Innes, C. (1993) Avant-Garde Theatre 1892-1992,
London: Routledge (a foundational history of
avant-garde theatre, albeit from a necessarily
North American and European perspective).

SATINDER CHOHAN

Ayer, A.]J.

b. 1910, London; d. 1988
Philosopher

AJ.Ayer’s Language, Truth and Logic (1936)
expounded the main themes of logical positivism,
which has as its central tenet the ‘verification
principle’, whereby verifiability is the criterion of
meaning. Statements which can be verified neither
by experience nor by deduction from a priori
premises are literally meaningless. Ayer and others
applied this principle to the analysis of ethical
propositions such as ‘x is good’. Such statements
are neither true nor false, but merely expressions
of emotion (the emotivist theory of ethics). While
adhering to the verification principle, Ayer
distinguished a mode of ‘weak’ verifiability
whereby propositions may be considered
meaningful if some conceivable method of
verification can show them probable. Critics
observe that the verification principle cannot itself
be verified.

ROD PATERSON



baby boom

The term refers to the sharp increase in the rate of
births in Europe and the US after 1945, when soldiers
returned from the war. The boom continued almost
uninterrupted to 1964, followed by a slump (or baby
bust) in the mid-1960s. It is estimated that in 2030
there will be fewer than half as many children under
five as there were in 1961 (3.5 million). The boom-
slump cycle has led to a shift in the average age of the
UK population, such that one person in three will be
60 or over in the year 2025. Economically, this has
contributed to fears of a declining workforce, earners’
ability to sustain pensions payments and surplus
consumer goods. Meanwhile, baby boomers are
currently responsible for running the country (for
example, Tony Blair and William Hague) and
producing its cultural output (hence the recycling in
the 1990s of the fashions, celebrities and music of the
1960s and then the 1970s).

See also: childbirth; family planning

PETER CHILDS

Bacon, Francis

b. 1909, Dublin; d. 1992, London

Painter

Francis Bacon was the most prominent English
painter of the twentieth century until his death in
1992. Major retrospectives were assembled by the
Tate Gallery in 1962 and 1985 (see Tate(s)). A self-

taught artist who worked against the current of mid-
century painterly abstraction, Bacon experimented
with the visceral and expressive dimensions of
figuration. His aim, he famously suggested, was to
‘hit the nervous system’, and this desire to shock
in part explains his concentration on the grotesque
and exploration of violent and disturbing images.
Bacon’s first major painting, the triptych Three
Studies for Figures at the Base of a Crucifixion (1944),
exemplifies his distinctive coun-terpointing of
brutally contorted biomorphic forms and the
unadorned geometric settings which confine and
isolate them. The harsh flatness of Bacon’s early
paintings and their traumatic iconography became
points of cultural reference in postwar Europe.

Bacon radically reworked particular images from
the tradition of European oil painting. In his well-
known sequence of ‘screaming popes’ (1949-mid-
1950s), he transformed the formal iconography of
Velazquez’s portrait of Pope Fnocent X (1650) into a
series of nightmarish studies in modern claustrophobia
and isolation. Bacon’s practice of serial image making
was informed by his study of photography, and he
used newspaper photographs, radiographic images
and film stills as source materials. Bacon particularly
admired Eadweard Muybridge’s photographic
motion studies of men wresthing (¢.1885) and based
an important series of male nude images on them.
The motif of the male nude and copulating male
bodies spans Bacon’s career from Two Figures (1953)
to Triptych-Studies of the Human Body (1979), and
represents his most sustained and complex aesthetic
exploration of homosexual desire.
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In the 1960s-1970s, Bacon produced studies in
the male nude, self-portraits and portraits of friends.
In these works the mood is more personal and their
style less distorted. Following the suicide of his lover
and companion George Dyer in 1971, Bacon
produced a series of memorial triptych paintings,
including the poignant images of Three Portrails-
Triptych (1973). In his late work, Bacon continued
to explore uncanny images, as exemplified by the
truncated male nude torso adorned in cricket pads
in Study of the Human Body (1982). Bacon’s influence
can be traced in the work of David Hockney and
more generally in the figurative revival associated
with Neo-Expression-ism.

See also: painting

Further reading

Sylvester, D. (1987) The Brutality of Fact: Interviews
with Francis Bacon, London: Thames and Hudson
(a series of definitive interviews).

M