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tains a partial recognition of the nature of art and its necessity.

CHAPTER ONE

THE FUNCTION OF ART

‘PoETRY is indispensable — if I only knew what for.” With this
charmingly patadoxical epigram Jean Cocteau has summed up
the necessity of art — as well as its questionable role in the late
bourgeois world. ; ,

The painter Mondrian spoke of the possible ‘ disappearance’
of art. Reality would, he believed, increasingly displace the
work of art, which was essentially a substitute for an equi-
librium that reality lacked at present. ‘Art will disappear as
life gains more equilibrium.’ )

Att as a ‘life substitute’, art as 2 means of putting man ina
state of equilibrium with the sutrounding wozld - the idea con-

And since a perpetual equilibrium between man and the
surrounding world cannot be expected to exist even in the
most highly developed society, the idea suggests, too, that art
was not merely necessary in the past but will always remain so.

Yet is art really no more than a substitute? Does it not also
‘express a deeper relationship between man and the world?
Indeed, can the function of art be summed up at all in a single
formula ? Does it not have to satisfy many and various needs?
And if, as we reflect upon the origins of art, we become aware
of its initial function, has not that function also changed with
the changing of society, and have not new functions come into
being ?

This book is an attempt to answer questions such as these,
founded on the conviction that art has been, still is, and always
will be necessary.

As a first step we must realize that we are inclined to take an
astonishing phenomenon too much for granted. And it is
certainly astonishing: countless millions read books, listen to
music, watch the theatte, go to the cinema. Why? To say that
they seek distraction, relaxation, entertainment, is to beg the
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question. Why is it distracting, relaxing, entertaining to sink
oneself in someone else’s life and problems, to identify oneself
with a painting or a piece of music or with the characters ina
novel, play, or film? Why do we respond to such ‘unreality’
as though it were reality intensified ? What strange, mysterious
entertainment is this? And if one answers that we want to
escape from an unsatisfactory existence into 2 richer one, into
experience without tisk, then the next question arises: why is
our own existence not enough? Why this desire to fulfil our
anfulfilled lives through other figures, other forms, 'tg gaze
from the darkness of an auditorium at 2 lighted stage where
something that is only play can so uttetly absorb us?
Evidently man wants to be more than just himself. He wants
to be a whole man. He is not satisfied with being a separate
individual; out of the partiality of his individual life he strives
towards a ‘fulness’ that he senses and demands, towards a
Fulness of life of which individuality with all its limitations
cheats him, towards a more comptehensible, 2 more just world,
a world that makes sense. He zebels against having to consume
himself within the confines of his own life, within the transient,
chance limits of his own personality. He wants to refer to
something that is more than ‘I, something outside himself and

yet essential to himself. He longs to absorb the surrounding

world and make it his own; to extend his inquisitive, world-
hungry ‘I’ in science and technology as far as the remotest
constellations and as deep as the innermost sectrets of the atom;
to unite his Limited ‘I’ in art with a communal existence; to
make his individuality social.

1f it were man’s natute to be no mote than an individual, this
desire would be incomprehensible and senseless, for as an
individual he would then e 2 whole: he would be all that he
was capable of being. Man’s desire to be increased and supple-
mented indicates that he is mote than an individual. He feels
that he can attain wholeness only if he takes posscssion of the

experiences of others that might potentially be his own. Yet |

what a man apprehends as his potential includes everything

that humanity as 2 whole is capable of. Artls the mdi§pgg§gble

means for this merging of the individual with the whole. It
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reflects his infinite i i
: capacity for association i
experiences and ideas. » for shariog
On.eAnd‘ }Irlet: is this definition of art as the means of becomin
o ﬂgnt 1the whole of reality, as the individual’s way to th%
5;7 ;)th a}'c1 z:ricire, as the expression of his desire to identify himself
what he is not, perhaps too romanti i
’ antic? Is it not rash
conclude, on the basis of ! sonce of
' ude, our own near-hysterical sense
: of
:Jc:l;:intlﬁcaiUon Wﬂ;h 'thc hero of afilm ot a novel, that this is the
o Veﬁsa and f)rigmal' function of art? Does art not also con-
- {:tl e opposite of this ‘ Dionysian’ losing of oneself? Does it
ot also contain the ‘ Apollonian’ el in
t [ : - ement of entertainment and
sda(;asfact;qg which consists precisely in the fact that the onlooker
o :s mf i eqtlfy himself with what is represented but gaiis
it: émﬁ:b rom it, overcomes the direct power of reality through
s deliberate representation, and finds, in art, that happy frfe—

- dom of which the burdens of everyday life deprive him? And

ii ;;j(it the same duality — on 'the one hand the absorption in
lity, on the other the excitement of controlling it — al
zfjlsctlzgt 11;3 the way the artist himself works? Forg mal_s:ea Zg
e about it, work for a ist i i onsci
rational process at the end of erlliil];tlti:e lsv:ﬂi)gf}fi ;(I)IHSOOUS,
mastered reality ~ not at all a state of intoxicated inspir ctr' on
forIn order to be an artist it is necessary to seize, holdpaxfdlgzj;ls
. > -
ma?;ﬁ cfcpenefi}ce into memory, memoty into expression
mate azlts ;n];cgo ;tﬁ. ?nzlonole for an artist is not everything; he
: s trade and enjoy i
skills, forms, and conventions wﬁe}rrelg}liliﬁsisctfizﬁeai;he i
be tamed and subjected to the contract of art. ‘The pas ciw 3 iﬁn
consumes the dilettante serves the true attist: the Fetist 1o oot
mauled by the beast, he tames it. e arts s mot
Tension and dialectical contradiction ate inhetent in art; not
>

_only must art detive from an intense experience of reality, it
E

must also be constracted, it must gain form thro jectivi
.The free play of art is the result of mastery. Ar?s%gt(l): ] :gt 1‘;_1;5’-
mlsunde{:stood, held that the function of drama was ,to ity
’.che emotions, to overcome terror and pity, so that the s elétlrtlfy
1dent'1fym'g hlrgselfwith Orestes or Oedipus was libera'gzd fa -
that identification and lifted above the blind workings of ;;:1:
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"The ties of life are temporarily cast off, for art “captivates’ ina
different way from reality, and this pleasant temporary captivity
is precisely the nature of the ‘entertainment’, of that pleasure
which is detived even from tragic wotks.

Bertolt Brecht said of this pleasure, this liberating quality of
art:

Our theatre must encourage the thrill of comprehension and train
people in the pleasure of changing reality. Our aud‘iences must not
only heat how Prometheus was set free, but also train themse%ves in
the pleasure of freeing him. They must be taught to feel, in out
theatte, all the satisfaction and enjoyment felt by the inventor and the
discoverer, all the triumph felt by the liberator.

Brecht points out that in a society of class struggle, jche
" “immediate’ effect of a work of art demanded by the ruling
aesthetic is to supptess the social distinctions within the
audience and thus, while the work is being enjoyed, create a
collective not divided into classes but ‘universally human’. On
the other hand, the function of ‘non-Atistotelian drama’ which
Brecht advocated was precisely to divide the audience by
removing the conflict between feeling and reason which has
come about in the capitalist world.

Both feeling and reason degenerated in the age of capit'alism when
that age was drawing towards its end, and entered into a bad,
unproductive conflict with each other. But the rising new class and

' those who fight on its side are concetned with feeling and teason
engaged in produstive conflict. Our feelings impel us towatrds the
maximum effort of reasoning, and out reason putifies our feelings.

In the alienated wotld in which we live, social reality must be
| presented in an arresting way, in a new light, through the
| “alienation’ of the subject and the characters. The work of

art must grip the audience not through passive identification

but through an appeal to reason which demands action and
decision. The rules according to which human beings live
together must be treated in the drama as ‘temporary and
imperfect” so as to make the spectator do something more pro-
ductive than merely watch, stimulating him to think along
with the play and finally to pass judgement: “That’s not the way
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to do it. This is very strange, almost unbelievable. This must
s . .

stop.” And so the spectator, who is a working man or womax,

will come to the theatre to

- . . enjoy, as entertainment, his own terrible and never-ending
labours by which he is meant to support himself, and suffer the shock
of his own incessant change. Hete he may produce himself in the
easiest fashion : for the easiest fashion of existence is in att.
Without claiming that Brecht’s ‘epic theatre’ is the only
possible kind of militant working-class drama, I quote Brecht’s
important theory as an illustration of the dialectic of art and of
the way that the function of att changesina changing wotld.
raison d’étre of art never stays enti me. The
function of art il a class society at war within itself differs in
many respects from its original function. But nevertheless,
despite differem fal-situations; is something in art

‘that expresses an unchanging truth. It is this that enables us,

who live in the twentieth centuty, to be moved by prehistoric
cave paintings or very ancient songs. Karl Marx described the

epic as the art form of an undeveloped society,* and then
added: '

But the difficulty is not in grasping the idea that Greek art and
epos are bound up with certain forms of social development. It
tather lies in understanding why they still constitute with us a soutrce
of aesthetic enjoyment and in certain respects prevail as the standard
and model beyond attainment.

He then offered the following answer:

Why should the social childhood of mankind, whetre it had
obtained its most beautiful development, not exert an eternal charm
as an age that will never return? There are ill-bred childten and
ptecocious children. Many of the ancient nations belong to the latter
class. The Greeks weteé normal children. The charm their art has for
us does not conflict with the primitive character of the social order
from which it had sprung. It is rather the product of the latter, and is
rather due to the fact that the unripe social conditions under which
the art arose and under which alone it could appeat can never return.

"Today we may doubt whether, compared with other nations,

* A Contribution to the Critigue of Political Economy, Kegan Paul, Trench
‘Tritbner, 1904.
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the ancient Greeks were ‘normal children’. Indeed, m another
connexion Marx and Engels themselves dr.ew attention to the
problematic aspects of the Greek \yorld Y{Vl'th its conternptlfclvr
wotk, its degradation of women, its eroticism resc?cved solely
for courtesans and boys. And since then we have discovered a
great deal more about the seamy side of Gre_ek beauty, setenity,
and harmony. Today our ideas of the ancient world comcldle
only in part with those of Winckelmann, (‘}octhe,. and ?ege .
Archaeological, ethnolo gical,and cultural dlscqvenes no I ong;f
allow us to accept classical Greek artas belongmg toout child-
hood’. On the contrary, we see in it something 'relatlvely late
and mature, and in its petfection in the age of Pericles We_detect
hints of decadence and declirie. Many works, once pra.ls?:d as
“classical’, by the sculptors who followed ‘the great Phidias, 3
large number of those heroes, athletes, d1sc1‘15 throwets, an
charioteers, sttike us today as empty and meaningless i:ompared
with Egyptian or Mycenean works. But to go deeper into these
matters would take us too far from the question Marx raised
and the answer he supplied. N

What matters is that Marx saw the time-conditioned art qf an
undeveloped social stage as a moment of bumanity, 'zmd recognized
that in this lay its powet to act beyond the historical moment, to
exercise an eternal fascination. ) o '

We may put it like this: all art is conditioned by,t}g;,e, and
represents humanity in so far as it cqrxesponds‘to the ideas ‘e};lti
aspirations, the needs and hopes of a partlcula'r historica
situation. But, at the same time, art goes beyond this limitation
and, within the historical moment, also cteates a moment of
humanity, promising constant development. We should nevet
underestimate the degree of continuity throughout the class
struggle, despite periods of violent change an.d soc.:lal upheaval.
Like the world itself, the history of mankind is not on.ly a
contradictory discontinuum but 2lso a continuqm: Ancient, |
apparently long-forgotten things are preserved VV.lt‘hlIl us, con-
tinue to work upon us — often without our realizing it - a.nd ‘
then, suddenly, they come to the sutface and.spea}{ to us like
the shadows in Hades whom Odysseus fed with his blood. In
different periods, depending on the social situation and the
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needs of rising or declining classes, different things which
have been latent or lost are brought again into the light of day,
awakened to new life. And just as it was no coincidence that
Lessing and Herder, in their revolt against the feudal and the

- courtly and all the contemporary false posturings with wig and

alexandrine, discovered Shakespeate for the Germans, so it is
no coincidence that, today, Western Europe in its denial of
humanism and in the fetish-like character of its institutions
reaches back to the fetishes of pre-history and constructs false
myths to hide its real problems.

Different classes and social systems, while developing their
own ethos, have contributed to the forming of a universal
human ethos. The concept of freedom, though it always corres-
ponds to the conditions and aims of a class or a social system,
nevertheless tends to grow into an all-embracing idea. In the
same way, constant features of mankind are captured even in
time-conditioned art. In so far as Homer, Aeschylus, and
Sophocles mirrored the simple conditions of 2 soclety based on
slavery, they are time-bound and out of date. But in so far as, in
that society, they discovered the greatness of man, gave artistic
form to his conflicts and passions, and hinted at his infinite
‘potentiality, they remain as modern as ever. Prometheus bring-
ing fire to earth, Odysseus in his wanderings and his return,
the fate of Tantalus and his children, all this has preserved its
original power for us. Though we may regard the subject-

. matter of Antigone — a struggle for the right to give honourable

butial to a blood relative — as archaic, though we may need
historical commentaries in order to understand it, the figure of
Antigone is as moving today as it ever was, and so long as there
are human beings in the world they will be moved by her
words: ‘My natute is to join in love, not hate.” The more we
come to know of long-forgotten works of art, the clearer
become their common and continuous elements, despite their
vatiety. Fragment joins fragment to make humanity.

We may conclude from a constantly growing wealth of
evidence that art in its origins was agic, a magic aid towards
mastering a real but unexplored world. Religion, science, and
art were combined in a latent form ~ germinally as it were — in
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magic. This magic role of art has progressively given way to the

role of illuminating social relationships, of enlightening men in
societies becoming opaque, of helping men to recognize and
change social reality. A highly complex society with its multiple
relationships and social contradictions can no longer be
represented in the mannet of a myth. In such a society, which
demands literal recognition and all-embracing consciousness,
there is bound to be an overwhelming need to break through
the rigid forms of earlier ages where the magic element still
operated, and to arrive at more opén forms —at the freedom, say,
of the novel. Eithet of the two elements of art may predominate
ata particular time, depending on the stage of socicty reached —
sometimes the magically suggestive, at other times the rational
and enlightening; sometimes dreamlike intuition, at other
times the desire to sharpen perception. But whether art soothes
or awakens, casts shadows or brings light, it is never merely a
clinical desctiption of reality. Its function is always to move the
whole man, to enable the ‘I’ to identify itself with another’s life,
to make its own what it is not and yet is capable of being. Even
a great didactic artist like Brecht does not act purely through
teason and argument, but also through feeling and suggestion.
" He not only confronts the audience with a work of att, he also

lets them ‘get inside’ it. He himself was aware of this, and -

pointed out that it was not 2 problem of absolute contrasts but
of shifting stresses. “In this way the emotionally suggestive or
the purely rationally petsuasive may predominate as a means
of communication.”

True as it is that the essential function of art for a: class
destined to change the world is not that of making magic but of
enlightening and stimmlating action, it is equally true thata magical
residue in art cannot be entirely eliminated, for without that
minute residue of its original nature, art ceases to beartt.

In all the forms of its development, in dignity and fun,
persuasion and exaggeration, sense and nonsense, fantasy and
teality, att always has a little to do with magic.

Artis necessary in order that man should be able to recognize
and change the wotld. But art is also necessary by virtue of the
magic inherent in it. :

CHAPTER TWO

THE ORIGINS OF ART

A Rris almost:. as old as man. Ttis a form of work, and work isan
activity peculiar to mankind. Marx defined wotk in these terms:

The labour process is . . . putposive activity . . . for the fitting of
natm:-a} substances to human wants; it is the general conditgi
tequisite .for effecting an exchange of mattet between man agg
nature; it is the condition perennially imposed by nature upon human
life, anfl is therefore independent of the forms of social lif
rather, it is common to all social forms.* ©Ton

Man takes possession of the natural by transforming it. Work
is transformation of the natural. Man also dreams of vs;orkin

magic upon nature, of being able to change objects and giv%
them new form by magic means. This is the equivalent in the

imagination of what work means i i i
; s in reality. Man is
outset, a magician. i ,from the

Tools

Man became man through tools. He made, or produced, hi
self by making or producing tools. The quels)tion of ;v]ﬁ?h
came first — man of tool - is therefore purely academic. Thete
is no tqol w.lthout man and no man without tool; the.y came
into being simultaneously and are indissolubly ]J':;ked to one
another, A re%atlve!y highly developed living organism became
man by working with natural objects. By being put to such use
the objects became tools. Here is another definition of Marx’s:

The instrument of labout is a thing, ot a complex of things, which
the worker intetposes between himself and the subject-matte,r of his
labout, and one which setves as the conductor of his activity. He
m?.kes use of the mechanical, physical, and chemical propertgf.:s of
things as means of exetting powet over other things, and in ordet to

* Capital, Allen & Unwin, 1928.
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make these other things subservient to his aims. Leaving out of
consideration the gathering of ready-made means of subsistence,
such as fruits, for which putpose man’s own bodily organs suffice
him as the instrument of labour, the object of which the worker takes
direct control is not the subject-matter of labour but the instrument
of Iabour. Thus nature becomes an instrument of his activities, an
instrament with which be supplements his own bodily organs,
adding a cubit and more to his stature, scriptute notwithstanding. .. .
The use and the fabrication of instruments of labout, though we find
their first beginnings among certain other animal species, is specifi-
cally characteristic of the human labour process, and for that reason
Benjamin Franklin defined man as a ‘tool-making animal’.*

The pre-human being which developed into man was capable
of such development because it had a special orgas, the hand,
with which it could grasp and hold objects. The hand is the
essential organ of culture, the initiator of humanization. This
does not mean that it was the hand alone that made man:
nature, and particulatly organic nature, does not allow of such
simple and one-sided sequences of cause and effect. A system of
complicated relationships —a new guality — always comes out of
a set of diverse reciprocal effects. The passing of certain
biological organisms into the tree stage, favouring as it did
the development of vision at the expense of the sense of smell;
the shrinking of the muzzle, facilitating a change in the position
of the eyes; the urge of the creature now equipped with a more
acute and more precise sense of vision to look in all directions,
and the erect body posture conditioned by this; the telease of
the front limbs and the enlargement of the brain due to erect
body posture; changes in food and vatious other circumstances
acted together to create the conditions necessaty for man to
becomme man. But the directly decisive organ was the hand.
Thomas Aquinas was already aware of the unique significance
of the hand, that organnm organorum, and expressed it in his
definition of man: ‘Habet homo rationem et manum!® And it is
true that the hand released human reason and produced human
consciousness.

Gotdon Childe points out in The Story of Tools:T
* ibid.
t V. Gotdon Childe, The Story of Tools, Cobbett Publishing Co., 1944-
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Men can rflake tools because theit forefeet have tutrned into hands,
bf!cause seeing the same object with both eyes they can judge
distances vety accurately and because a very delicate nervous system
and complicated brain enables them-to control the movements of

" hand .and arm in precise agreement with and adjustment to what they
sce with both eyes. But men do not know by any inbotn instinct how

to mgke tools notr how to use them; that they must learn by
experiment — by ttial and error.

A system of completely new relationships between one
species and the entire rest of the world came about through the
use of tools. In the working process, the natural relationszljaip of
cause and effect was, as it wete, reversed; the anticipated, fore-
seen effect became, as “purpose’, the legislator of the working
process. That relationship between events which, as the prob-
lem f’f ‘E_u_ality’ ot ‘final cause’, has dtiven many 2 philosophef
to distraction, was developed as a specially human characteris-

tic. But what is this problem? Let me quote once mote one of - o

Marx’s clear definitions:

Wc.: haveto f:onsider labour inaform peculiar to the human species. ‘
A spider carries on operations resembling those of a weaver; and
many a humman architect is put to shame by the skill with which a bee

) constructs ber cell. But what from the very first distinguishes the
L most incompetent architect from the best of bees, is that the architect
- has built a cell in his head before ke constructs it in wax. The labour

process ends in the creation of something which, when the process

began, already existed in the worket’s imagination, alteady existed in

- an ideal form. What happens is not merely that the worker brings

about a change of form in natural objects; at the same time, in the
nature that exists apart from himself, he realizes his own purposes
the purpose whick gives the law to his activities, the purpose tc:
which he has to subordinate his own will. ’

This is a definition of the nature of work by the time it has
rc?ached the wholly developed, wholly human stage. But a long
distance had to be travelled before this final form of work, and

- therefore the final humanization of the pre-human being, was

attained. Action determined by purpose — and from this the 3
bitth of the mind, the birth of consciousness as the prime
creation of man — was the outcome of a long and laborious
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process. Conscious existence means conscious action. The
original existence of man was that of a mammal. Man 7s a
mammal, but he begins to do something different from all othet
mammals. The animal, too, acts from ‘experience’, that is to
say from a system of conditioned reflexes; that is what we call
the “instinct” of an animal. The organism which developed into
man acquired a new kind of experience leading to a unique
turning-point, insignificant though it may have appeared at the
outset: the experience that nature can be used as a means to
achieve a man’s purpose. Evety biological otganism is in a
state of metabolism with the sutrounding world —it continually
gives and takes something to and from that world. But this
taking is always done directly, without an intermediary. Only
human work is zediated metabolism. The means has preceded the
putpose; the purpose is revealed by the use of the means.
Biological organs ate not replaceable. True, they wete
formed as a result of adaptation to the conditions of the outside
world; but an animal must manage with the organs it has got
and make the best of them. Yet the instrument of labour, which
is outside the organism, is replaceable, and a primitive one can
be discarded in favour of a more efficient one. With a natutal
organ, the question of efficiency does not arise: it is as it is, the
animal must live as its organs will allow and adapt itself to the
world in the manner in which its orgaas are adapted to it. But
a being which uses a non-organic object as an instrument need
not adapt its requitements to that instrument —on the contraty,
it can adapt the instrument to the requirements. The question of
efficiency cannot exist until this possibility arises.

Man’s discovery that some instruments are more ot lessuseful
than others, and that one instrument can be replaced by another,
led inevitably to the discovery that an imperfect, available
instrument can be made more efficient: i.e., that an instrument
need not be taken directly from nature but can be produced.
The discovery of greater ot lesser efficiency in itself requires a
special observation of nature. Animals, too, observe natute,
and natural causes and effects are reflected ot reproduced in
animal brains. But, for an animal, nature is a given fact,
unchangeable by any effort of will, like its own otganism. Only

}
|
|
|
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the use of npn—organic, teplaceable, and changeable means
mal.ies it possible to observe natute in 2 new context, to foresee
anticipate, and bring about events. ’ ’
tI'here is a fruit to be picked from a tree. The pre-human
animal Feaches for this fruit, but its arm is too short. It tries
evetything but cannot reach the fruit; and after repeated
frustrated attempts it is forced to give up and tutn its attentior;
elsevsfhere. But if the animal takes a stick, its arm is extended;
and if the stick is too short, it can choose 2 second and a thirci
one, until at last it has found one that will do the job. What is
the novel element here? It is the discovery of vatying possi-
bilities and the ability to choose among them, hence the ability
to compate one object with another and decide on its greater or
lesser efficiency. With the use of tools, nothing is, in principle
any longet impossible. One only needs to find the right tool ir;
‘otdet to reach — or accomplish — what was previously out of
reach. A new powet over nature has been gained, and this
power is potentially nnlinited. In this discovery lies (;ne of the
roots of magic and, therefore, of art. ’
In the brain of the higher mammal, an inherited reciprocal
effect has been established between the centre which signals
hunger — the organism’s lack of necessary foodstuffs —and the
centre which is stimulated by the sight or smell of a piece of
food, say a fruit. Stimulation of one of the centres involves the
other ; the mechanism is delicately attuned: when the animal is
hungty, it looks for a piece of food. Through the interposition
of the stick — the instrumeat for fetching the fruit down from
the tree —a new contact between the brain centres is established.
This new cerebral process is then strengthened by being
refpeat.ed countless times. At first the process takes place in one
ditection only: the stimulation of the ‘hunger—fruit’ complex is
extended to include the centre which, putting it crudely, reacts
to “stick’. The animal sees the fruit it wants and looks for the
stick which is associated with it. This can scatcely yet be
caJled_ thinking: the element of purpose charactetistic of the
working process — which is the cteator of thought — is still
absent. So far it is not yet the purpose of the stick to fetch down
the fruit: the stick is only the instrument for doing so. ‘This




20 THE NECESSITY OF ART

one-sided process, this inter-dependent ‘worklng of .the
brain centres, can, however, be reversed if the ‘mechamsm
is refined by frequent repetition. In o,t.ther Word.s, it may thei
go like this: here is the stick; where is the fruit it can fetc
down? ‘ ‘

Thus the stick — the instrument — becomes the starting-point.
The means now serves the end, which is to fetch down the
fruit. The stick is not just a stick; something new has been
magically added to it: a function, Which aow becomes its essential
content. And so the instrament commands mor.e.and more
interest; it is examined for its greater or -ICSS(::I ability to fulgl
its purpose; the question arises whether it @ght not be ma e
more serviceable, more useful, more efficient, . whether it
cannot be changed so that it may betFer ful.ﬁl its purp(()ise,.
Spontaneous expetimentation — ‘thinking w%th the hanu s’
which precedes all thought as such —now begins gradually to
be transmuted into purposeful reflection. This reversal of the
cerebral process is the beginning Qf . what we call work,
conscious being, conscious doing, anticipation of the result bz
cerebral activity. All thought is nothing other than a shortene
form of experimentation transferred frgm the har‘lds to th‘?1
brain, the innumerable preceding experiments h::tvmg cease
to be ‘memory’ and having become ‘expe‘rlexflce .

A different example may illustrate this idea more con-
veniently. Gordon Childe writes in The Story of Tao{::

The oldest surviving or eolithic tools are made of stone - thos‘e
used hy Pekin man of quartz deliberately collected and carried to his
cave. A tiny fraction only were artificially shaped, Petter to serv;:1
Sinanthropic needs. Even these lack any stagdardlzed form anh
might have served many pusposes. One feels 1nfleed that on eac
occasion when a tool was required, a handy piece of stone was
adapted to meet the moment’s need. So such might be called
occasional tools. . . . )

Standardized tools emerge. Among the great mass o.f n'}xsc.ellaneous
oceasional tools of very varied shapes of lowet pale‘ohth'lc times, two
ot three forms stand out that occur again and again with very little
vatiation at a vast number of sites in Western Europe%, Africa, and
Southern Asia; their makers have obviously been trying to copy a
tecognized standard pattetn.
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This tells us something of extreme importance. Man, ot the
pre-human being, had originally discoveted — while gathering
objects — that, for instance, a sharp-edged stone can take the
place of teeth and fingernails for tearing apart, cutting up, or
crushing a prey. A stone that happens to be available becomes
an occasional fool and is thrown away again when it has fulfilled
its momentary function. Anthropomorphous apes also some-
times use such occasional tools. Through repeated use, a firm
connexion is established in the brain between the stone and its
usefulness; the creature about to become man begins to collect
and preserve such useful stones, although no definite function
Ot concrete purpose is as yet connected with each stone. The
stones are all-purpose instruments to be experimented with
from case to case and tested for their specific applications.
Two things eventually emerge from these repeated and varied .
expetiments, from this ‘thinking with the hands’: first, the
discovery that stones of a particular shape are more useful than
others, that it is possible to choose among the accidental -
offerings of nature, the reference to purpose thus becoming
more and more dominant; secondly, the discovery that it is

‘unnecessary to wait for these offerings, because nature can be

corrected. Water, climate, the elements can shape a stone so
that it becomes ‘handy’. When once the almost-man took
natural objects ‘in hand’ and began to use them as instruments,
his active hands discovered that he could shape and alter a
stone himself, and from this discovery they learned that there is
inherent in a piece of flint the potentiality of becoming sharp-
edged and, hence, a useful tool.

Thereis nothing in the least mysterious about this potentiality
-itis nota ‘power’ with which the stoneis endowed, nor did it,
like Pallas Athene, spting from a creative consciousness. On
the contrary, creative consciousness developed as a late result
of the mannal discovery that stones could be broken, split,
shatpened, given this shape or that. The shape of the hand-axe,
for instance, which nature produces from time to time, was
useful for 2 number of activities: and so gradually man began

to copy nature. In producing tools like this he was not obeying

any ‘creative idea’ but only imitating; his models were stones
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he had found and whose usefulness he had experimentally
tested. He produced on the basis of his experience of nature.
And the thing that was in his mind in this eatly productive
phase was not the end result of an idea; he was not carrying out
a plan; what he saw before bim was a very teal hand-axe, and
he tried to make another like it. He was not implementing an
idea but imitating an object. Only very gradually did he depart
from the natural model. By using the tool and constantly
experimenting with it, he slowly began to make it more useful
2nd more efficient. Efficiency is older than purpose; the hand,
rather than the brain, has long been a discoverer. (One need
only watch a child untying 2 knot: it does not ‘think’, it
experiments; only gradually, out of the experience of its hands,
comes the comprehension of how the knot is tied and how best
to disentangle it.)

The anticipation of a result — the setting of a purpose to a
working process — only comes after concentrated manual
experience. It is the result of constantly referring back to the
natural product and of many more ot less successful tests. It is
not looking ahead but looking back that produces the idea of
purpose. Conscious doing and conscious being developed in
work and along with work, and only at a later stage did a
clearly recognized purpose emetge to give each tool a specific
shape and character. It took man a long time to rise above
nature and confront it as a creator. ‘ :

When he did, the difference was this. His brain no longer
reflected things mertely literally: because of the experience of
work, it could now also reflect natural laws and reckon with
cansal relationships. (It could recognize, for instance, that
muscular energy can be transferred to a tool and thence to the
working object, or that friction produces heat.) Man took the
place of nature. He did not wait to sec what nature would offer
him: more and more he forced it to give him what he wanted.
He made nature more and more his servant. And out of the
increasing usefulness of his tools, out of their increasingly
specific character, out of their increasingly successful adapta-

tion to the human hand and the laws of nature, out of their
increased humanigation, objects wete created which could not
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be found in nature. Mote and more the tool lost its resemblance
to any natural object. The function of the tool displaced its
original nature-likeness, and as a result of growing efficiency its
purpose — the intellectual anticipation of what it could do —
became more and more important. This transformation of the
nature of wortk could only occur when work had reached a
comparatively highly developed stage.

Language

The development towards work demanded a system of new
means of expression and communication that would go far
beyond the few primitive signs known to the animal world
But v&_rork did not only demand such a system of communica: V
tion, it also encouraged it. Animals have little to communicate
to each other. Their language is instinctive: a rudimenta
system of signs for danger, mating, etc. Only in work arg
through work do living beings have much to say to one
another. Language came into being together with tools.

In many theoties of the origins of language, the important
role played by work and tools is overlooked or underestimated
Eve_n Herder,' who uncovered factors of immense importance;
in hcls revolutionary studies and his brilliant argument against
the “divine origin’ of language, failed to see the significance of
wortk to the birth of language. Anticipating the results of later
tesearch, this is how he described his view of prehistoric man:

Man stepped into the wotld: what an i i
¢ ; : ocean immediately raged
around him! With how great an effort did he leatn to distir{guigshl

to recognize his various senses!
: s! to rely only on the se
recognized! 7o ascs he bad

I—I.erde.r foresaw what science was later to confirm: that pre-
historic man saw the world as an indeterminate whole, and 1tjhatt
- he had to learn to separate, differentiate, select Wha‘;ever was
-most essential to his own life among the world’s many and

complex features, so as to establish the necessary equiligrium

. between the world and himself, its i i is ti
e e o, imself, its inhabitant. Herder is right
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Even as an animal, man alteady had language. All the wild and
violent, all the painful sensations of his body as well as all the strong
passions of his soul wete expressed directly through sctreams, calls
and wild, inarticulate sounds.

These animal means of expression are undoubtedly an element
of language. ‘ Traces of these natural sounds can still be heard
in all original languages.” Yet Herder understood that these
natural sounds were ‘not the actual roots’ of language, ‘but
only the juices that nourished those roots .

Language is not so much 2 means of expression as, of com-
munication. Man gradually became familiar with objects ‘and
gave them names taken from nature, imitating nature as far as

_ possible by their sounds. . . . It was a pantomime in which body
and gestures collaborated’. Original language was a unity of
words, musical intonation, and imitative gesture. Hetder says:

The first vocabulaty was compiled from the wotld’s sounds. The
idea of the thing itself was still suspended between the action and its
perfomer: the fore had to indicate the thing, just as the zhing supplied
the fore; and so verba became nomina and nomina became verba. . . .

Fatly man did not yet make a clear distinction between his
activity and the object to which it was related; the two formed
an indeterminate unity. Although the word became a sign (no
longer a simple expression of imitation), 2 multitude of con-
cepts were still included within this sign; pure abstraction was
only gradually atrived at.

Sensoty objects were sensorily described = and from how many
sides, how many aspects they could be described! And so language
was full of weird, undisciplined wotd inversions, full of irregularities
and quitks. Images were reproduced as images wherever possible,
and in this way a wealth of metaphots, idioms and sensory nouns
was cteated.

Herder recalls that the Arabs had fifty words for a lion, two
hundred for a snake, eighty for honey, and moze than a thou-
sand for a sword: in other words, sensory nouns had not yet
been completely concentrated into abstractions. Ironically he
asked those who believed in the ‘divine origin’ of language:

i
f
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Why did God invent a supetfluous vocabulary?
And again:

A primitive language is rich because it is poor — its inventors had
no plan aI?d so could not afford to economize. Is God, then, supposed
to be the idle inventor of the most undeveloped languages ?

An& finally:

Th1§ waslivinglanguage. Thehuge repertoire of gestures establish-
ed, as it were, the thythm and the limits which confined the spoken
words, and the great wealth of definitions which lay in the actual
vocabulary replaced the att of grammar.

T'he more man gathers experience, the more he comes to know
different things from different aspects, the richer his language
must become.

The more ‘often his experiences and his new characteristics are
tepeated in his own mind, the firmer and mote fluent his language.
The mote he distinguishes and classifies, the mote ordeted his
language. ’

Alexander von Humboldt developed and refined Herder’s
tevolutionary discoveries, although in some tespects he gave
Herder’s materialist and dialectical ideas an idealistic, meta-
physi;cal twist. Humboldt declared that language was "image
a_nd sign at the same time, not quite the product of the impres-
sion created by objects nor yet quite the product of the speaker’s
arbitrary will’. He also noticed with equal clarity that thought
was ‘_not only dependent on language in general, but also, to a
certain extent, determined by each separate language’. This
brings to mind a remark of Goethe’s: ‘ Language makes people
far more than people language.” Emphasizing the importance
of articulation (without which there can be expression but

nevet ljmguage), Humboldt atrived at an almost mystical
conclusion: :

In order that a man may truly undetstand even a single word ~
understand it not only as a sensoty impulse but as an articulate
sound defining a concept — the whole of language must alteady be
present within his mind. Nothing is sepatate in language; each and
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as an abstraction. Man created articulate, differentiated words
not only because he was a being capable of pain, joy and
surprise, but also because he was 2 working being.

Language and gestute are very closely interconnected.
Biicher deduced from this that speech evolved from reflex
actions of the vocal organs incidental to the muscular efforts
involved in the use of tools. As the hands became more finely
articulated, so did the vocal organs, until the awakening con-
sciousness seized on these reflex actions and elaborated them
into a system of communication. This theory emphasizes the
significance of the collective working process, without which
systematic language could never have been formed out of the
primitive signals, mating cties, and cties of fear that were the
raw material of language. The animal’s signal notifying some
change in the surrounding world developed into 2 linguistic
‘work reflex’. This was. the turning-point from passive
adaptation to nature to active changing of nature.

Among hundreds of ‘occasional tools” of various kinds it is
impossible to distinguish each by a specific sign; but if a few
standard tools are evolved, then a specific sign — ot name, or
noun — becomes both possible and necessary. When a standard
tool is imitated time and time again, something completely
new happens. All the imitations, made to resemble each other,
contain within them the same prototype; the prototype, in its
function, its form, and its usefulness to man, recurs again and
again. There are many hand-axes yet there is only one. Man can
take any of the imitations instead of the original hand-axe
because all of them serve the same purpose, produce the same
effect, and are similar or identical in their function. It is always
this tool that is meant, and none other; it does not matter
which particular sample of the standard hand-axe happens to
come to hand. Thus the first abstraction, the first conceptual
form, was supplied by the tools themselves: prehistoric man
‘abstracted’ from many individual hand-axes the quality
common to them all — that of being a hand-axe; in so doing, he
formed the ‘concept’ of a hand-axe. He did not know he was
doing it. But he was nevertheless creating a concept.
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Making alike

Man made a second tool resemble the first and by so doing
Prodl}ced 2 new, equally useful and equally valuable tool. Thus
making alike” grants man a power over objects. A stone which
was previously useless acquires value because it can be made
hk‘e a tool and so recruited into man’s service. There is some-
“thing magical in this process of ‘making alike’. It brings
mastery over nature. Other experiences confirm this strange
dlscover_y. If you imitate an animal, make yourself look and
sound like that animal, you can attract it and stalk it more
clos_ely, and the prey falls more easily into your hands. Here
again, resemblance is a weapon of power, of magic. The
pj_:lmeval Instinct of the species adds still greater forZe to the
discoYery. This instinct makes all animals suspicious of those
of their own species that deviate from the normal, the albinos
the freaks of every kind. They are instinctively scen as rebels’
against the tribe. They have to be killed or driven out of the
natural collective. Thus similarity is universally significant
and prqhistoric man — who had by now acquired practice 11:2
comparmg,'choosi_ng, and copying tools ~ began to attach
enormous significance to 4/ similarity.

Acl_vancmg from one similarity to another, he arrived at an
ever-increasing wealth of abstractions. He began to give asingle
name to 'Whole groups of related objects. It is the nal‘-t)ure of such
abstmc'gons that they often (though not always) express a real
connexion or relationship. All tools of a particular kind, it
will be rc?mf::mbered, came out of the first tool of which tlzxey
wete an imitation or copy. The same is true of many other
abstractlgns: the wolf, the apple, etc. Nature is reflected in
newly discovered connexions. The brain no longer reflects
faach tool as something unique; nor does it reflect every seashell
in that way. A sigz has been evolved to cover all tools, all
seashells, all objects and living beings of the same kind. "I‘his
process of concentration and classification in language makes
it possible to communicate more and more freely concernin
the outside world, which man shares with all other men. 5
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The same is true of processes and, above a.II, of the social
process of work. The emerging human collective repeated éhe
same process many hundreds of times. Graduz}lly it foun, Ii
sign — a means of exptession — for this collective activity.

- may be assumed that this sign came out of the .Workl.ng Proczss
itself, reflecting some sort of rhythmic regularity. It m.dlc}':lte 12
specific activity and was so dlrec'tly connected w-lth it that its
sound or sight immediately excited all the brain centres in
which the activity was registered. Such signs were of immense-
importance to eatly man; they ha-d an organmzing functl(])an
within the working group ot collective, because they meant the
same thing to all its members.

A collective working process requires a coordinating work- -

ing thythm. This working thythm is supported by a moreli O]i
Jess articulate unison chant. Such chants, be they t].ae E‘ng s
‘Heave-o-ho!’, the German ‘Horm',é’, or the Russm.n E—mﬁf—
nyens’, are essential to the thythmic accpmphs-hment qf e
work. In such refrains, which have a certain magic atta<3h1ng to
them, the individual preserves the colle(-:tlve even if he dll(s1
working outside it. George Thomson (with ‘ivho.se splen*
work Studies in Ancient Greek Society: The Prebistoric Asgean 1
was unfortunately not acquainted until t.hls boqk was pr‘actlcally
finished, so that I can only refer to it in passmg). analyses t-he
ancient work songs as a combinatio-n qf refrain (collec:clve
unison chant) and individual improvisation. He quotes inter
alia a chant recorded by the Swiss missionary ]unoc.i. A Thonga
boy breaking stonies at an African roadside for his Eutopean
employers sang:
¢Ba bi shani-sa, ebé!
Ba ku bi blupha, ehél
Ba nwa makhofi, ehé!
Ba nga ki njiki, ebél’
They treat us badly, ebé!
They are hard en us, ebé!
They drink their coffee, ebé!
And give us none, ebé!
The first word-signs for working processes — chanted
* Lawtence & Wishatt, London, 1949.
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sounds providing a uniform rhythm for the collective — were
probably, at the same time, command signals intended to
arouse the collective to action (in the same way as a warning cty

" produces an immediate passive reaction, e.g. the flight of the

hetd). Thus there was power stored up in every linguistic means
of expression ~ power over both man and nature. :

It was not only a question of prehistoric man believing tha
words were a powerful tool — they actually did increase his
control over reality. Language not only made it possible to
coordinate human activity in an intelligent way and to describe
and transmit experience and, therefore, to improve working
efficiency: it also made it possible to single out objects by
attaching particular words to them, thus snatching them out of
the protective anonymity of nature and bringing them under
man’s control. If I make a notch in a tree growing in a forest,
that tree is doomed. I can instruct someone else to go and cut
down the tree I have marked; he will recognize it by the notch.
Anamegivento an object hasasimilar effect: the objectis marked,
distinguished from other objects, and delivered into the hands
of man. There is an unbroken line of development from the
making of tools to the marking and taking possession of those
tools (by a notch, say, or a series of notches or a primitive
ornament) and thence to their naming, whereby they become
recognizable and graspable to every member of the collective.

The standard tool was reproduced by imitation, which
singled it out by a kind of magic from among other stones,
hitherto subject to the power of nature alone. It may be
assumed that the first linguistic means of expression, too, were
nothing other than imitation. The word was regarded as
largely identical with the object. It was the means of grasping,
comprehending, mastering the object. We find that nearly all

primitive races believed that by naming an object, a person, a

- demon, they would exercise some power over them (or else

incur their magic hostility). This idea is preserved in innumer-
able folk tales: we need only remember the sly Rumpelstiltskin
with his triumphant

Glad T am that no one knows

That Rumpelstiltskin I am styled.
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A means of exptession — a gesture, an image, a sound, ot a
word — was as much a tool as a hand-axe or 2 knife. It was only
another way of establishing man’s power over nature.

Thus 2 being evolved out of natute through the use of tools
and through the collective working process. This being —man—
was the fitst to confront the whole of nature as an active
subject. But before man became his own subject, nature had
become an object for him. A #hing in nature becomes an object
only through becoming the object, or the instrument, of work.
A subject-object relationship occurs only through work.

The gradual separation of man from nature, whose creature
he remains although he faces it more and more as a creator, gave
rise to one of the most profound problems of human existence.
It is petfectly reasonable to speak of man’s ‘double nature’.
While still belonging to nature, he has created a ‘countet-
nature’ ot ‘super-nature’. Through his work, he has made 2
new kind of reality: a reality which is sensory and supra-sensory
at one and the same time.

Reality is never an accumulation of separate units existing
side by side without connexion. Every material ¢ something’ is
interconnected with every other material ‘something”; between
objects there exists a vast variety of relationships. These

- relationships are as real as the material objects, and only in their
telationships to each other do objects constitute reality. The
cicher and more complex these relationships become, the
richer and more complex is the nature of reality. Let us take an
object produced by work. What is it? In terms of mechanical
reality it is nothing other than a ‘mass’ gravitating towards
other “masses’ (‘mass itself also being the term for a relation-
ship). In terms of physico-chemical reality it is a fragment of
concrete matter composed in a cestain way of certain atoms and
molecules and subject to certain rules peculiar to those patticles.
In terms of human and social reality it is a tool, an object of
utilitarian value, and, if it is exchanged, it gains an exchange
value. Man’s new relationships “ith nature and with his
fellow-men have penetrated this fragment of matter and
endowed it with 2 new content and quality which it previously
did not possess. And so man, the working being, is the creator
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of 2 new reality, a super-nature, whose most extraordinary
producfc is the mind. The working being elevates itself, by
work, intc a thinking being; thought — ie., mind - is’ the
necessary result of man’s mediated metabolism with nature.

.By his wotk, man transforms the wotld like a magician: a
piece of wood, a bone, a flint is fashioned to resemble 2 model
and thereby transformed into that very model; material objects
are transformed into signs, names, and concepts; man himself
is transformed from an animalinto a man.

‘This magic at the very root of human existence, creating a
sense of powerlessness and at the same time a consciousness of
powet, a fear of nature together with the ability to control
nature, is the very essence of all art. The first toolmaker, when
he gave new form to a stone so that it might serve man v,vas the
ﬁrst artist. The first name-giver was also a great artist ,thn he
singled out an object from the vastness of nature, tamed it by
means of a sign, and handed over this creatute of language as
an instrument of power to other men. The first organizer who
synchronized the working process by means of a thythmic
chant and so increased the collective strength of man was a
prophet in art. The first hunter who disguised himself as an
?,mmal and by means of this identification with his pre
increased the yield of the hunt, the first stone-age man WhZ
marked a tool ot 2 weapon by a special notch or ornament; the
first chieftain who stretched an animal’s skin over a lum,p of
rock ot the stump of a tree in order to attract animals of the
same kind — all these were the forefathers of art.

The power of magic

The exciting discovery that natural objects could be turned into
tools capable of influencing and altering the outside world was
bound to lead to another idea in the mind of early man, always
expc?ﬁmentin g and slowly awakening to thought: the ii:lea that
the impossible, too, could be achieved with magic tools — that
nature could be ‘bewitched’ without the effort of work. Over-

: wx'zhelmed by the immense importance of similarity and imita-
_tion, he deduced that, since all similar things were identical, his

T-B
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power over nature — by virtue of ‘making alike” — could be
limitless. The newly acquired power to grasp and control
objects, to prompt social activity and bring about events by
means of signs, images, and words, led him to expect the
magical power of language to be infinite. Fascinated by the
powet of the will — which anticipates and brings about things
that are not yet there but exist only as an idea in the brain - he
was bound to ascribe an immensely far-reaching, boundless
powet to acts of will. The magic of tool-making led inevitably
to the attempt to extend magic to infinity.

In Ruth Benedict’s book Patzerns of Culture (Routledge, 1935)
'there is a good example of the belief that imitation must bring
power. A sorcerer on the island of Dobu wants a fatal illness to
strike an enemy.

In communicating the spellthe sorcerer imitatesin anticipation the
agony of the final stages of the disease he is inflicting. He writhes
upon the ground, he shricks in convulsion. Only so, after faithful
teproduction of its effects, will the charm do its destined work.

And we read further:

The charms themselves are almost as explicit as the action that
accompanies them. . . . The following is the incantation for causing
gangosa, the horrible disease which eats away the flesh as the hotn-
bill, its animal patron from which the disease is named, eats the tree
trunks with its great rending beak:

Hornbill dweller of Sigasiga
in the lowana tree.top,

he cuts, he cuts,

he rends open,

from the nose,

from the temples,

from the throat,

from the hip,

from the root of the tongue,
from the back of the neck,
from the navel,
from the small of the back,
from the kidneys,

from the entrails,

he rends open,
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he rends standing.
Hornbill dweller of Tokuku,
in the lowana tree top,
he* crouches bent up,
he crouches holding his baclk,
he crouches arms twined in front of him,
he crouches hands over his kidneys,
he crouches head bent in arms twined about it,
he crouches double twined.
Wailing, shrieking,
it flies hither,
quickly it flies hither.

Asxt was a magic tool, and it served man in mastering nature
and developing social relationships. It would be wrong, how-
evet, to explain the origins of art by this element alone. Every
newly formed quality is the result of a set of new relationships,
W]E\lch may sometimes be highly complex. The attraction of
shining, gleaming, glittering things (not only for human beings
but also for animals) and the irresistible attraction of light may
have played their patt in the birth of art. Sexual allurement —
bright colours, pungent smells, splendid coats and feathers in
the animal world, jewels and fine clothes, seductive words and
gestures among humans — may have provided a stimulus. The
thythms of organic and inorganic nature — of heartbeat,
breathing, sexual intercourse — the rhythmic recurrence of
processes or elements of form and the pleasure derived from

these, and, last but not least, working rhythms — may have

played an important part. Rhythmical movement assists wotk,

_cootdinates effort, and connects the individual with a social

group. Every disturbance of the thythm is disagreeable because
it interferes with the processes of life and work; and so we find
rhythm assimilated in the arts as the repetition of a constant, as
proportion and symmetry. And, lastly, an essential element of
the arts is the fearsome, the awe-inspiring, and that which is
supposed to confer power over an enemy. Clearly the decisive
function of art was to exert power — power over natute, an

£

enemy, a sexual partner, power over reality, powet tostrengthen

* 'The victim.
§ The immatetial power of the charm.




36 _THE NECESSITY OF ART

the human collective. Art in the dawn of humanity had little to
do with ‘beauty’ and nothing at all to do with any aesthetic
desire: it was a magic tool or weapon of the human collective
in its struggle for survival.
1t would be very wrong to smile at the superstitions of early
man or at his attempts to tame nature by imitation, identifica-
tion, the power of images and language, witcheraft, collective
thythmic movement, and so on. Of course, because he had only
just begun to observe the laws of nature, to discover causality,
+0 construct a conscious wotld of social signs, words, concepts,
and conventions, he arrived at innumerable false conclusions
and, led astray by analogy, formed many fundamentally mis-
taken ideas (most of which are still preserved in one form or
another in out language and philosophy). And yet, in creating
art, he found for himself a real way of increasing his power and
entiching his life. The frenzied tribal dances before a hunt really
did increase the tribe’s sense of power ; war paint and war cties
really did make the watrior more resolute and were apt to
terrify the enemy. Cave paintings of animals really helped to
build up the hunter’s sense of secutity and superiority over his
prey. Religious ceremonies with their strict conventions really
helped to instil social expetience in every member of a tribe and
to make every individual part of the collective body. Man, the
weak creature confronting dangerous, incomptrehensible,
terrifying Nature, was greatly helped in his development by
magic. )

The original magic gradually became differentiated into
teligion, science, and art. The function of mime altered
imperceptibly: from imitation intended to bestow magic power
it came to replace blood sacrifice by enacted ceremonies. The
song to the hornbill on the island of Dobu, which T have quoted,
is still pure magic; but when certain Australian aboriginal
tribes appeat to prepare for an act of blood vengeance while, in
fact, appeasing the dead by means of mime, this is already 2
transition to drama and to the workof art. Another example:
Djagga Negroes felling a tree. They call it the sister of the man
on whose plot of land it is growing. They represent the
preparation for felling as preparations for the sister’s wedding.
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On the day before the tree is actually felled they bting it milk,
beer, and honey, saying ‘mana nfu [departing child], my sister, I
give you a husband, he shall marry you, my daughter”. And
when the tree has been felled the owner breaks out in lamenta-

tions: “You have robbed me of my sister.” Here the transition

from magic to art is clear. The tree is a living organism. By
felling it, the members of the tribe prepare for its rebirth, just as
initiation and death are regarded as the individual’s rebirth out
of the maternal body of the collective. It is a performance
delicately balanced between serious ceremonial and artistic
play; the owner’s simulated distress carties echoes of an ancient
dread and magical imprecations. Ceremonial rite has been
preserved in drama. ,

The magic identity of man and earth was also at the root of
the widespread custom of sacrificing the king. The status of a
king originated, as Frazer proved, first and foremost in fertility
magic. In Nigeria, kings wete at first only the queens’ consorts.
The queens had to conceive so that the earth might bear fruit.
After the men — who were seen as earthly representatives of
the moon god —had done their duty, they were strangled by the
wommen. The Hittites sprinkled the blood of the murdered king
over the fields and his flesh was eaten by nymphs — the queen’s
followers, wearing masks of bitches, mares, and sows. As
matriarchy developed into patriarchy, the king took over more
and more of the queen’s power. Wearing female dress and
equipped with artificial breasts, he represented the queen. An
interrex was killed instead of him and finally this inferrex was
teplaced by animals. Reality became myth, the magic cefemony
became religious enactment, and finally magic itself became att.

Art was not an individual but a collective production,
although the first characteristics of individuality began to
declare themselves tentatively in the sorcerer. Primitive society

" meant a dense, close-knit form of collectivism. Nothing was

mo- 2 terrible than to be cast out of the collective and to remain
alone. Separation of the individual from the group or tribe
meant death; the collective meant life and the content of life.
Artin aﬂ its forms — language, dance, thytbmic chants, magic
ceremonies — was the social activity par excellence, common toall
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and raising all men above nature and the animal world. Art has
never wholly lost this collective charactet, even long after the
primitive collective had broken down and been replaced by a
society of classes and individuals.

Art and the class society

Stimulated by the discoveties of Bachofen and Morgan, Marx
and Engels described the process of disintegration of collective
tribal society, the gradual growth of productive forces, the
progressive division of labour, the birth of barter trade, the
transition to patriarchal rule, and the beginnings of private
property, social classes, and the State. Countless scholars have
since analysed every detail of this process on the basis of abun-
dant evidence. George Thomson’s Aeschylus and Athens and
Studies in Ancient Greek Cultnre are of immense importance in
this field. In ancient Greece, increased labour productivity led
to a situation in which labourers, the deminrgoi, ‘those working
for the community’, wete accepted as patt of the community
consisting of the chief, the elders, and the land cultivators. The
chief was empowered to dispose of any surplus agricultural
products. The chiefs received regular tribute. Barter of goods
developed imperceptibly out of friendly relations between
tribes. Gifts and counter-gifts assumed the character of barter.
Chiefs and labourers were the first to discard the bonds of the
clan: the former became landowners, the latter organized them-
selves in guilds. The tribal village was transformed into a city
state ruled by the landowners. That was the beginning of
class society.

Just as magic corresponded to man’s sense of unity with
nature, of the identity of all existing things — an identity
implicit in the clan — so art became an expression of the begin-
nings of alienation. The totemistic clan represented a fotality.
The clan totem was the symbol of the immortal clan itselfl the
ever-living collective from which the individual emetrged and
to which he returned. The uniform social structure was a
‘model’ of the surrounding wotld. The wozrld order corres-
ponded to the social ordet. Some races call the lowest social
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unit the womb. The social collective is a union of the living and
the dead. Pather van Wing writes in Ezudes Bakongo:

The land belongs, undivided, to the entire tribe, that is to say not
only to the living but also ~ ot rathet, primarily — to the dead, i.e. the
Bakulu, The tribe and the land on which it lives form an indivisihle
whole, and this whole is ruled by the Bakulu.

G. Strehlow wrote of the Aranda and Loritja tribes in,

Central Australia:

As soon as a woman knows that she is pregnant, i.e. that a rafapa
(totem) has entered her, the grandfather of the expected child . ...
goes to a mnlge tree and cuts off 3 small Zwrunga (the secret, hidden
totem body that unites the individual with his ancestors and with the
universe), on which he carves, with an opossum tooth, signs con-
nected with the totem ancestor or his totem. ... The totem, the
totem ancestor and the totem descendant, that is to say the performer
(who, in the ceremonies, embodies the totem by his ornaments and-
his mask) appear in the #juranga songs as a single unit. . . .

The petfect unity of man, animal, plant, stone, and source, of
life and death, collective and individual, is a premise of every
magic ceremony.

As human beings separated themselves more and more from
nature, as the original tribal unity was gradually destroyed by
division of labour and property ownership, so the equilibrium
between the individual and the outside world became more and
more disturbed. Lack of harmony with the outside world leads
to hysteria, trances, fits of insanity. The characteristic posture of
the maenad or bacchante — the body arched, the head thrown
back — is the classic postute of hysteria. In a letter written from
ptison on 15 February 1932, the great Italian Marxist Antonio
Gramsci spoke of the psycho-analytical method, which, he
thought, could only be usefully applied to the social elements
described in Romantic literature as

the insulted and the injured . . . who ate much more numetous than
is traditionally believed. That is to say, applied to persons canght up
in the iron contradictions of modern life (to speak only of the present,
" but evety age has had a present in contrast to a past), who cannot,
without help, come to terms with those contradictions, overcome
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them and find 2 new moral peace and freedom, i.e. they cannot strike
a balance between the impulses of the will and the aims to be
attained. . ..

There are times of ctisis in which the contrast between the
present and the past assumes extreme forms. The transition
from the primitive social collective to the ‘iron age’ of class
society with its small stratum of rulers and its masses of
‘insulted and injured’ was such a time.

The condition of being “beside oneself’, i.e. of hystetia, is a
forcible re-creation of the collective, of world unity. As social
differentiation progressed, so, on the one hand, there occurred
periods of collective demoniacal possession and, on the other
hand, there were individuals (often actually forming associa-
tions or guilds) whose social function it was to be possessed ot
‘inspired”’. It is the task of these possessed individuals, both the
blessed and the damned, these prophets, sybils, and singers, to
restore a disturbed unity and harmony with the outside world.
We read in the Ioz of Plato:

For theepicpoets, all the good ones, have their excellence, not from
att, butare inspired, possessed, and thus they utter all these admirable
poems. So it is also with the good lyric poets; as the worshipping
Corybantes are not in their senses when they dance, so the lytic
poets are not in their senses when they make these lovely lyric poerns.
No, when once they launch into harmony and thythm, they are
seized with the Bacchic transport, and are possessed — as the
Bacchantes, when possessed, draw milk and honey from the rivers,
but not when in their senses.*

Godspeaksin the possessed, said Plato. God is 2 name for the ‘

collective. The content of demoniacal possession was the
collective reproduced ina violent manner within the individual,
a sort of mass essence. Thus, in a differentiated society, att
developed out of magic precisely as a result of differentiation
and of the increasing alienation to which it led.

In a class society the classes try to recruit art — that powerful
voice of the collective ~ into serving their particular purposes.
The verbal eruptions of Pythia in her state of ecstasy were very

* Translated by Lane Cooper, Oxford University Press, 1938,
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skilfully, very consciously ‘edited’ by aristocratic priests. Out
of the chorus of the collective developed the chorus leader ; the

-sacred hymn became a hymn in praise of the rulers; the clan

totem was sub-divided into the aristoctacy’s gods. Finally the
chorus leader with his gift of improvisation and invention

_developed into a bard, singing without a chorus at the king’s

court and, later, in the market place. On the one hand we find

the Apollonian glorification of power and the status guo — of

kings, princes, and aristocratic families and the social order
established by them and reflected in their ideology as a
supposedly universal order. On the other hand there was the
Dionysian revolt from below, the voice of the ancient, broken
collective which took refuge in secret associations and secret
cults, protesting against the violation and fragmentation of
society, against the Aabris of private property and the wicked-
ness of class rule, prophesying the return of the old order and
the old gods, a coming golden age of commonwealth and
justice. Contradictory elements wete often combined within a
single artist, particularly in those periods when the old collecti-
vism was not yet too remote and still continued to exist ia the
consciousness of the people. Even the Apollonian artist, herald
of the young ruling class, was not entirely free from this
Dionysian element of protest or nostalgia for the old collective
soclety. .

The sorceret in the primitive tribal society was in the most
profound sense a reptresentative, a servant of the collective, and
his magic power entailed a risk of being put to death if he
repeatedly failed to fulfil the collective’s expectations. In the
young class society the sotcerer’s role was shared between
the artist and the priest, later to be joined by the doctor, the
scientist, and the philosophet. The intimate bond between art
and worship was only very gradually loosened, eventually to be
discarded altogether. But even after this had happened, the

-artist remained a representative or spokesman of society. He

was not expected to importune his public with his own private
affairs; his personality was irrelevant, and was judged only by
his ability to echo and reflect- common experience, the great
events and ideas of his people, his class and his age. This socia/
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function was imperative and unchallengeable, just as the sot-
cerer’s had been earlier. The artist’s task was to expound the
profound meaning of events to his fellow-men, to make plain
to them the process, the necessity, and the rules of social and
historical development, to solve for them the riddle of the
essential relationships between man and nature and man and
society. His duty was to enhance the self-awareness and life-
awareness of the people of his city, his class, and his nation; to
liberate men, as they emerged from the security of a primitive
collective into a world of division of labour and class conflict,
from the anxieties of an ambiguous, fragmented individuality
and from the dread of an insecure existence ; to guide individual

 life back into collective life, the personal into the universal; to
restore the lost nwity of man.

For man had indeed paid a colossal price for his rise to mozre
complex and more productive forms of society. As a result of
the differeatiation of skills, the division of labour, and the
separation of classes he was alienated, not only from nature,
but.from his own self. The complex pattern of society meant
also the breaking-up of human telationships; increasing social
enrichment meant, in many respects, increasing human
impoverishment. Individualization was secretly felt to be a
tragic guilt, the longing for a lost unity was inextinguishable,
the dream of a ‘golden age’ and an innocent ‘paradise’ shone
through a dark and distant past. This is not to say that looking
back to utopia was the only or the essential content of poetty

during the development of class society. The opposite motif — .

affirmation of new social conditions, praise of ‘new gods’—was
also powerfully present. In the Oresteia of Aeschylus, for
example, this is the decisive element. All social problems and
conflicts were reflected in literature, usually in the form of some
mythological ‘alienation” and with shifting emphasis. Those
who' glorified the past as a ‘golden age’ were usually the
opptessed or disinhetited among the poets. Later, with the
decay of the ancient world, the theme was also taken over by
privileged poets (Virgil, Horace, Ovid) and, as in the Germania
of Tacitus, used as an argument against the forces of decay. But
the feeling that was present from the outset and came up again
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and again during the process of differentiation and class
division was the fear of Aubris, the belief that man had lost all
balance and measure and that the birth of individuality
inevitably led to tragic guilt.

The individualization of human beings was bound in the end
to spread to the arts. This happened when 2 new social class,
that of seafaring traders, came into being — the class that had so
much to do with evolving the human personality. The aristo-
cratic landed gentry, those grave-diggers of the old tribal
collective, had also thrown up 2 few personalities, but their
natural element was war, adventure, heroism. An Achilles oran
Odysseus could only be conceived of away from their native

- soil: at home they wete not individual heroes but merely repre-

sentativesof their noble families, metely the mortal frame of
the eternal landowner, impersonal links in a long chain of
ancestors and heirs. The seafaring trader was something vety
different: a reckless self-made man used to staking his life
again and again, and owing no allegiance to the conservative
land with its unalterable pattern of sowing and harvest but
only to the inconstant, moody, perpetually moving sea that
could bring him as low as it had swung him high on the crests of
its waves. Everything depended on individual skill, determina-
tion, mobility, cleverness — and luck. But the difference went
still deeper than that. The landowner and his land did not con-
front each other as strangers; they were closely bound together,
so that a piece of land was almost the extension of its owner’s
person. Everything came from the earth and was returned tothe
earth. The trader’s relationship with his property was vety
different. ‘They were alienated from each other. It was the very
nature of that property not to remain itself but to be constantly
exchanged, and therefore transformed. Never in the history of
the ancient world — which bad regarded the incutsions of
money into the natural economy as an evil thing —~ had exchange
value triumphed so completely over utility value as it did in the
capitalist wotld. The concrete qualities of the exchanged object
~ whether it happened to be metal, linen, or spices — became
secondary for the merchant; its abstract quality — value — and
the most abstract form of property — money — became the
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essential things. But just because a product was now 2 com-
modity, something detached and alien, the merchant’s attitude
to it was that of a sovereign individual. The depersonalization
of property gave him the freedom requited to become a
personality. In the trading coastal cities of the ancient world we
always come across the great merchant prince, the individual
‘gyrant’, confronting the aristocratic families, defying the
traditional privileges, and claiming his rights as a strong,
efficient, and successful personality. Wealth in its monetary
form recognized no traditional bonds. It did not care for
nobility or loyalty. It fell to the boldest — and the Juckiest.

This invasion of money and. trade into the conservative
feudal world had the effect of dehumanizing relationships
between people and loosening the structure of society still
further. The self-reliant and self-dependent I” came to occupy
the foreground of life. In Egypt, a country where work was
respected and the worker was not discriminated against as in
Greece, profane poetry concetned with individual destinies
came into being at an eatly stage, side by side with sacred poetry
and the literature of the collective. Let me quote one of the
many love songs of ancient Egypt:

My heart holds you deat.

When I lie in your arms

I do whatever you wish.

My desire is my mascara:

When I see you, my eyes shine.

1 cling close to you so as to see your love:
You, the husband in my heart.

This hour is beautiful above all others.
May this hout swell to eternity.

Since I have slept with you,

You have raised up my heart.

Whethér my heart be plaintive ot jubilant,
Do not go away from me!

In other countries of antiquity it was trade that brought
subjectivism into literature. The individual experience became
so important that it could hold its own by the side of the tribal
chronicle, the heroic epic, the sacred chant, and the war song.
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The Song of Songs, ascribed by legend to King Solomon, was
an expression of this new age. In the Greek wotld —a world of
sea traders — Sappho wrote poetry full of individual passion,
lamenting her own fate and her own sorrows. Later, Buripides
revolutionized the magnificent collective drama created by his
predecessors by portraying individual human beings instead of
collective masks. The myth, once the mirror of a collective of
which the individual had been but an anonymous particle,
gradually became a formal disguise for individual experience.
This new individualism, however, was still contained within
alarger collective framework. ‘The personality was the product
of new social conditions; individualization was not something
that happened to one man, or a few, but was a development
shared by many and therefore communicable, for all communi-
cation presupposes a common factor. If there existed in the
whole wotld only one self-aware ‘I° pitted against a collective,
it would be senseless to try to communicate this unique plight.
Sappho could not have sung of her fate had it been hers alone:
intensely subjective though she was, she had something to say
which, as yet unsaid, nevertheless applied to others. She
expressed an experience common to many — that of the lonely,
wounded, rejected personality — in a language common to all
Greeks. It was not simply an inarticulate lament: her subjective
expetience was rendered objective in the common language, so
that it could be accepted as a universally human one. More than
that: the famous poem to Aphrodite s, by its nature, a prayer —a
magic means of influencing the gods, that is to say, of exercising
some power over teality; it is a magic, a sacramental act. The
purpose or function of such poems is to affect either gods or
men: not merely to describe 2 condition but effectively to
change it. That is why the subjective poet submits to the
objective discipline of metre and form, to magic ceremony and

“religious convention. The fact that a human being does not

just cry out in formless protest against the pain and passion of
individual fate but deliberately obeys the discipline of language
and the rules of custom seems inexplicable — until we realize
that art is the individual’s way back to the collective.

The new ‘I’ emerged from the old ‘we’. The individual voice
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btoke away from the chorus. But an echo of that chorus still
lingers on in every personality. The social or collective element

. has become subijectivized in the ‘1°, but the essential content of
]

personality is and remains social. Love, the most subjective of
feelings, is also the most universal instinct of all —~ that of the
propagation of the species. But the specific forms and expres-
sions of love ia any particular age reflect the social conditions
that allow sexuality to develop into more complex, richer, and
more subtle relationships. They reflect either the atmosphere
of a society based on slavery, or the atmosphere of a feudal or
bourgeois society. They also reflect the degree of feminine
equality or inequality, the structure of marriage, the current
idea of the family, the contemporary attitude to property, and
so on. An artist can only experience something which his time
and his social conditions have to offer. Hence an artist’s subjec-
tivity does not consist in his experience being fundamentally
different from that of othets of his time or class, but in its being
stronger, more conscious, and more concentrated. It must
uncover new social relationships in such a way that others will
become conscious of them too. It must say bic tna res agitur.
Even the most subjective artist works on behalf of society. By
the sheer fact of describing feelings, relationships, and con-
ditions that have not been described before, he channels them

from his apparently isolated ‘I’ into a “we’, and this ‘we” can .
-be recognized even in the brimming subjectivity of an artist’s

personality. Yet this process is never a return to the primitive
collective of the past. On the contrary, it is a reaching out into a
new collective full of diffetences and tensions, where the
individual voice is not lost in a vast uaison. In every true work
of art, the division of human reality into the individual and the
collective, the specific and the universal, is suspended; but it
remains as a suspended factor inn a re-created unity.

Only art can do all these things. Art can raise man up from a
fragmented state into that of a whole, integrated being. Art
enables man to comprehend reality, and not only helps him to
bear it but increases his determination to make it more human
and more worthy of mankind. A is itself a social reality. Society
needs the artist, that supreme sorcerer, and it has a right to

'
|
|
+
I

THE ORIGINS OF ART 47

demand of him that he should be conscious of his social func-

‘tion. This right was never doubted in any rising, as opposed to

decaying, society. It was the ambition of the artist full of the
ideas and experiences of his time not only to represent reality
but also to shape it. The Moses of Michelangelo was not only
the artistic image of Renaissance man, the embodiment in stone
of a new, self-aware personality. It was also 2 commandment in
stone to Michelangelo’s contemporaries and patrons: “That is
what you ought to belike. The age in which we live demands it
The wozld at whose birth we are all present needs it.”

Usually the artist recognized a twofold social mission: the
direct one imposed by a city, a corporation, or a social group;
and the indirect one arising from an experience which mattered
to him, i.e. from his own social consciousness. The two missions
did not necessarily coincide, and when they conflicted with
each other too often, it was a sign of increasing antagonisms
within that particular society. But, generally, an artist who
belonged to a coherent society and to a class that was not yet
an impediment to progress did not feel it as any loss of artistic
freedom if a certain range of subjects was prescribed to him.
Such subjects wete very rarely imposed by an individual
patron’s whim, but usually by tendencies and traditions deeply
rooted in the people. By his original handling of a given
subject, ari artist could express his individuality and at the same
time pottray the new processes taking place within society. His

“ability to bring out essential features of his time and to disclose

new realities was the measure of his greatness as an artist.

It has nearly always been characteristic of the great periods of
art that the ideas of the ruling class or of a tising revolutionaty
class have coincided with the development of the productive
forces and with the general needs of society. At such periods of
equilibrium, a new, harmonious unity has seemed to be just
round the corner, and the interests of a single class have seemed
to be the common interest. The artist, living and working in a
state of magic illusion, anticipated the birth of an all-embracing
collective. But as the illusory nature of this expectation became
clear, as the apparent unity disintegrated, as the class struggle
flated up again, and as the contradictions and injustices of this
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new situation created acute uneasiness, so the situation of
the arts and of the artist became more difficult and more
problematic.
In a decaying society, art, if it is truthful, must also reflec
decay. And unless it wants to break faith with its social function,
art must show the wotld as changeable. And help to change it.

—

™
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CHAPTER THREE

ART AND CAPITALISM

THE artist in the capitalist age found himself in a highly
peculiar situation. King Midas had turned everything he
touched into gold: capitalism turned everything into a com-

“modity. With a hitherto unimaginable increase in production

and productivity, extending the new ordet dynamically to all
parts of the globe and all areas of human experience, capitalism
dissolved the old wotld into a cloud of whirling molecules,
destroyed all direct relationships between producer and con-
sumer, and flung all products on to an anonymous market to
be bought or sold. Previously the artisan had worked to order
fora particular client. The commodity producer in the capitalist
wotld now worked for an unknown buyer. His products wete
swallowed up in the competitive flood and catried away into
uncertainty. Commodity production extending everywhere,
the increasing division of labout, the splitting up of the job
itself, the anonymity of the economic forces — all this destroyed
the directness of human relationships and led'to man’s increas-
ing alienation from social reality and from himself. In such a:
world art, too, became a commodity and the artista commodity

‘producer. Personal patronage was superseded by a free market

whose workings were difficult or impossible to comprehend, a
conglomerate of nameless consumers, the so-called ‘public’.

'The work of art was subjected more and more to the laws of

competition.

For the first time in the history of mankind the artist becameéd
‘free’ artist, a ‘free’ personality, free to the point of absurdity,
of icy loneliness. Art became an occupation that was half-
romantic, half-commercial. :

For a long time capitalism regarded art as something sus-
pect, frivolous, and shady. Art “did not pay’. Pre-capitalist
society bad tended towards extravagance, carefree spending on
a vast scale, lavish entettainments and the promotion of the




48 THE NECESSITY OF ART

new situation created acute uneasiness, so the situation of
the arts and of the artist became more difficult and more
problematic. ‘
In a decaying society, att, if it is truthful, must also reﬂec
decay. And unless it wants to break faith with its social functlop,
“art must show the world as changeable. And help to change it.

—_—

“modity. With a hitherto unimaginable increase in production

the directness of human relationships and ledto man’s increas-

:producer. Personal patronage was superseded by a free market

‘The work of art was subjected more and more to the laws of

CHAPTER THREE

ART AND CAPITALISM

TrE attist in the capitalist age found himself in a highly
peculiar situation. King Midas had turned everything he
touched into gold: capitalism tutned everything into a com-

and productivity, extending the new order dynamically to all
parts of the globe and all areas of human experience, capitalism
dissolved the old world into a cloud of whitling molecules,
destroyed all direct relationships between producer and con-
sumer, and flung all products on to an anonymous market to
be bought or sold. Previously the artisan had worked to ordet
fora particular client. The commodity producet in the capitalist
wotld now worked for an unknown buyer. His products were
swallowed up in the competitive flood and catried away into
uncertainty. Commodity production extending everywhere,
the increasing division of labour, the splitting up of the job
itself, the anonymity of the economic forces — all this destroyed

ing alienation from social reality and from himself. In such a
wotld art, too, became a commodity and the artist a commodity

whose workings were difficult or impossible to comprehend, a
conglomerate of nameless consumers, the so-called ‘public’.

For the first time in the history of mankind the artist becamea
‘free’ artist, a ‘free’ personality, free to the point of absurdity,
of icy loneliness. Art became an occupation that was half-
tomantic, half-commercial. :

For 2 long time capitalism regarded att as something sus-
pect, frivolous, and shady. At ‘did not pay’. Pre-capitalist
society had tended towards extravagance, carefree speriding on
a vast scale, lavish entertainments and the promotion of the



user
Pencil


50 THE NECESSITY OF ART

arts. Capitalism meant sober calculation and the puritanical
slide-rule. Wealth in its pre-capitalist form had been volatile
and expansive; capitalist wealth demanded constant accumula-
tion and concentration, incessant self-increase. Karl Marx gives

this description of the capitalist:

Fanatically bent upon the expansion of value, he relentlessly drives
human beings to production for production’s sake, thus bringing
about a development of social productivity and the creation of those
material conditions of production which can alone form the real
basis of a higher type of society, whose fundamental principle is
the full and free development of every individual. Only as the
personification of capital is the capitalist respectable. As such, he
shares with the miser the passion for wealth as wealth. But that
which in the miser assumes the aspect of mania, is in the capitalist
the effect of the social mechanism in whichheisonlya driving-wheel.
Furthermore, the development of capitalist production necessitates 2
continuous increase of the capital invested in an industrial under-
taking; and capitalism subjects every individual capitalist to the
immanent laws of capitalist production as external coetcive laws.
Competition forces him continually to extend his capital for the sake
of maintaining it, and he can only extend it by means of progressive
accumulation.®

And further on:
Accumulate] Accumulate! That is Moses and all the prophets.

“Industry furnishes the material which saving accamulates’ (Adam |

Smith, Wealth of Nations). Therefote you must save, you must save,
you must reconvett the largest possible proportion of surplus value
ot sutplus product into capital. Accumulation for accumulation’s
sake, production for production’s sake, this was the formula by
‘which the classical political économists gave expression to the
historical mission of the boutrgeols period.

Of course the capitalist’s increasing wealth also brought new
luxuries with it, but, as Marx pointed out, ‘. . . the capitalist’s
extravagance nevet has the genuine character of unbridled
prodigality which was typical of cettain fendal magnates . ..
behind it there lurk sordid avarice and anxious calculation’,
For the capitalist, luxury may mean the purely private satisfac-
tion of his desires, but it also means the chance of displaying his
* Capital, op. cit.

i
|
|
i

“range of many-sided, expressive, and original works.

" the bourgeoisie was a tising class and the artist who affirmed

* the division of labour had not yet taken the rigid and narrow

climax in the French Revolution. Here again, the artist in his

precisely this subjectivity of the free man championing the
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wealth for prestige reasons. Capitalism is not essentially a
social force that is well-disposed to art or that promotes art;
in so far as the average capitalist needs art at all, heneedsitas an
embellishment of his private life ot else as a good investment.
On the other hand, ivis true that capitalism released tremendous
forces of artistic as well as economic production. It brought
into being new feclings and ideas and gave the artist new mezns
V‘/'I‘E‘h which to express them. It was no longer possible to cling
rigidly to any fixed, slowly evolving style; the local limitations
within which such styles are formed had been overcome, and
art developed in expanded space and accelerated time. And so
while capitalism was basically foreign to the arts, it neverthe:
less favoured their growth and the production of an enormous

) Further'mqre, the acutely problematic condition of the arts
in the capitalist world did not become fully manifest so long as

bourge:ois ideas was still part of an active progressive force.
Duting the Renaissance, on the first wave of the bourgeois
advance, social relationships were still relatively transparent,

forms it was to assume later, and the wealth of new productive
forces was still stored up as a potential within the bourgeois
personality. The newly successful bourgeois and the przfnces
who collaborated with him were generous patrons. Whole new
wotlds were then open to a man of creative gifts. Naturalist,
discoverer, engineer, architect, sculptor, painter, and writer
were often combined in one person, who passionately affirmed
the age in which he lived and whose fundamental attitude was
summed up in: “What joy it is to be alive!” The second wave
came with the bourgeois—democratic revolt which reached its

proud subjectivity expressed the ideas of the age, for it was

cause of humanity and of the unification of his own country '
and mankind as a whole in a spirit of libetty, equality, and

fraternity that was Fhe banner of the age, the ideological
programme of the rising bourgeoisie.
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True, the inner contradictions of capitalism were already_ at
work. It proclaimed liberty while practising its own peculiar
idea of freedom in the form of wage slavery. It subjected the
promised free play of all humaa capabilities'to the jungle law of
capitalist competition. It forced the many-sided hux'na'n person-
ality into narrow specialization. And these contradictions were
beginning to pose problems even then. The sincere humanist
artist was bound to feel profound disillusionment when faced
with the thoroughly prosaic, thoroughly 'sobering,. yet dis-
quieting results of the bourgeois-democratic revolution. And
after 1848, the year of that revolution’s col]apse_ in Europe, we
may speak of something like a disencha.n:cment in the arts. The
brilliant artistic period of the bourgeoisie was at an end. The
artist and the arts entered the fully developed world of capitalist
commodity production with its total alienat_ion of the human
being, the externalization and materialization of all. human
relationships, the division of labour, the fragmentation, the
rigid specialization, the obscuring of sc.)c%al connexions, the

increasing isolation and denial of the individual.
" The sincere humanist artist could no longer affirm such a
wotld. He could no longer believe with a clear conscience t'hat
the victory of the bourgeoisie meant the triumph of humanity.

Romanticism

Romanticism was 2 movement of protest — of passionate and

contradictory protest against the bourgeois capitalist W?tld,
the wotld of ‘lost illusions’, against the harsh prose of business
and profit. The harsh criticism by Novalis, the German
Romantic, .of Goethe’s Wilbe/w Meister was characteristic _Of
this attitude (although Friedrich Schlegel, another Ro_ma{mc,
was full of praise for the great novel). I'n Wi{b{z]ﬂz Meister,
Goethe presents bourgeois values ina po§itlve. spirit and traces
the path from aestheticism to an active life within the prosaic
bourgeois wotld. Novalis would have none of this.

Adventurers, comedians, courtesans, shopkeepets and philistines
are the ingredients of this novel. Whoever takes it propetly to heart
will never read another.
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From Rousseau’s Disconrses until The Communist Manifesto of
Marx and Engels, Romanticism was the dominant attitude of
European art and literature. Romanticism, in terms of the
petty-bourgeois consciousness, is the most complete reflection
in philosophy, literature, and art of the contradictions of ‘
developing capitalist society. Only with Marx and Engels did ~
it become possible to recognize the nature and origin of those

" contradictions, to understand the dialectic of social develop-

ment, and to realize that the working class was the only force
which could surmount them. The Romantic attitude could not
be other than confused, for the petty bourgeoisie was the very
embodiment of social contradiction, hopeful of sharing in the
general enrichment yet fearful of being crushed to death in the
process, dreaming of new possibilities yet clinging to the old
security of rank and order, its eyes turned towards the new
times yet often also, nostalgically, towards the ¢ good old’ ones.

To begin with, Romanticism was 2 petty-bourgeois revolt
against the Classicism of the nobility, against rules and stan-
dards, against aristocratic form, and against a content from
which all ‘common” issues were excluded. For these Romantic
tebels there were no privileged themes: everything was a fit
subject for art.

The extremes and excrescences [Goethe, the admirer of Stendhal
and Mérimée, said as an old man on 14 March 1830] will gradually
disappear; but at last this great advantage will temain — besides a
fteer form, richer and more diversified subjects will have beer at-
tained, and no object of the broadest world and the most manifold
life will be any longer excluded as unpoetical.*

Opposed though he was to everything that Goethe stood for,
Novalis, too, saw that Romanticism encouraged the poetic
treatment of hitherto forbidden themes. ‘Romanticizing,’ he
wrote, ‘means giving a lofty significance to that which is
common, a mysterious appearance to the ordinary, and the
dignity of the unknown to the familiar.” Shelley wrote in The
Defence of Poetry: ‘Poetry . . . makes familiar objects appear as

* Goethe: Conversations with Eckermann. Bveryman Edition, J. M.
Dent & Sons, London and Toronto, 1930.
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if they were not familiar.” Romanticism led out of the well-
tended park of Classicism into the wilderness of the wide world.
Yet Romanticism opposed not only Classicism but also the
Enlightenment. In many cases it was n0t 2 total opposition but
one directed only against mechanistic ideas and optimistic
simplifications. It is true that Chateaubriand, Butke, Coleridge,
Schlegel, and many others — especially among the German
Romantic school — solemnly dismissed the Enlightenment ; but
Shelley, Byron, Stendhal, and Heine, whose insight into the
contradictions of social development was more profound,
catried on the Enlightenment’s work.
One of the basic experiences of Romanticism was that of the
individual emerging alone and incomplete from the evet-
increasing division of labour and specialization and the conse-
quent fragmentation of life. Under the old order, a man’s rank
had been a kind of intermediary in his relations with other men
and with society at large. In the capitalist world the individual
faced society alone, without an intermediary, as a stranger
among strangers, as a single ‘I’ opposed to the immense
“not-I’. This situation stimulated powerful self-awareness and
proud subjectivism, but also a sense of bewilderment and
abandon. It encouraged the Napoleonic ‘I’ and at the same time
an ‘T’ whimpering at the feet of holy effigies, an ‘I’ ready to
conquer the world yet overcome by the terror of loneliness.
Thewriter’s and artist’s ‘17, isolated and turned back upon itself,

struggling for existence by selling itself in the market-place, yet

challenging the bourgeois world as 2 ‘genius’, dreamed of a
lost unity and yearned for 2 collective imaginatively projected
either into the past ot into the future. The dialectic triad ~
thesis (unity of origin), antithesis (alienation, isolation, fragmen-
tation), and gynzhesis (removal of contradictions, reconciliation
with reality, identity of subject and object, paradise regained) ~
was the very core of Romanticism.

All the contradictions inherent in Romanticism were carried
to their extreme by the revolutiopary upheaval of which the
American War of Independence was the prologue and Waterloo
the final act. The revolution and the attitudes adopted to it as a
whole and to its separate phases are a key-subject of the

- - -
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Romantic movement. Again and again, at each turning-point
- of events, the movement split up into progressive and reaction-
ary trends. Each time the petty boutgeoisie proved itseif to be
as Marx wrote to Schweitzer, °contradiction incarnate’. ’

What all the Romantics had in common was an antipathy to
capitalism (some viewing it from an atistocratic angle, others
from a plebeian), a Faustian or Byronic belief in the insatiability
qf the individual, and the acceptance of ‘passion in its own
right” (Stendhal). In proportion as material production was
‘officially regarded more and more as the quintessence of all that
“was praiseworthy, and as a crust of respectability formed round
the dirty core of business, artists and writers attempted more
and more intensively to reveal the heart of man and to hurl the
dynamite of passion in the face of the apparently well-ordered
Pourgeois wozld. And as the relativity of all values was made
increasingly clear by capitalist production methods,-so passion
~ intensity of experience — became increasingly an absolute
}Talue.,Keats s.aid that he believed in nothing so much as in the
‘heart.s af'fectlon’. In the preface to The Cenvi, Shelley wrote:
Imagination is a5 the immortal God made flesh for the redemp-

tion of 1 mottal passion.” Géricault, ‘extreme in all things® as
]?elacroix said of him, wrote in an essay of the ‘fever of exulta-
tion which overthrows and overwhelms everything’, and of
the ‘fire of a volcano which must itreptessibly break through to
the light of day”.

Romanticism was indeed a gigantic breakthrough. Tt led to
the wild and the exotic, to limitless horizons: but it also led
back to one’s own people, one’s own past, one’s own specific
nature. The greatest of the Romantics all admired Napoleon,
t].:le ‘cosmic self’, the unbounded personality; yet at the same
time the Romantic revolt merged with the national liberation
struggles. Foscolo greeted Napoleon with an ode entitled A
Bonaparte Liberatore. In 1802 he pleaded with Napoleon to
proclaim the independence of the Cisalpine Republic, i.e. of
Italy. In the end he turned, full of loathing, against Napoleon
the conqueror. Leopardi, similarly embittered and disillusioned
by the French liberator’s failure to set his country free
exclaimed in the Cangoni: ’
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«. « Parmi, qua Parmil io solo
Combatterd, procomberé sol io.
Damwi, o ciel, che sia foco
Agli italici pesti il sangue mrio.
Arms, bring arms! I alone shall fight, T alone shall fall. Heaven
ptovide that my blood be an inspitation to Italian hearts.

Andin Bastern Europe, where capitalism had not yet triumphed
and where the people were still labouring under the yoke of a
decaying medievalism, Romanticism meant rel?elhon pure and
simple, a trumpet call to the people to rise against ff)relgn and
home-bred oppressors, an appeal to national consciousness, 2
struggle against feudalism, absolutism, and foreign ru.le. Byron
carried these countries by storm. The Romantic 1defi1hzat10n of
folk lore and folk art became a weapon for stitring up the
people against degrading conditions, Romantic i{ldjviduahsm a
means of freeing thehuman personal‘ityfrom medieval bon('iage.
The bourgeois-democratic revolution, as yet unaccomplished
in the Fast, flashed like distant lightning through the works
of the Romantic artists of Russia, Hungary, and 'Pola.nd. )
But for all these differences in its manifestation in various
countries, Romanticism everywhere had certain fe‘atures' in
common: a sense of spititual discomfort in a world with which

isolation out of which grew the longing for a new social unity, a
preoccupation with the people and their songs a'nd legenc.ls
(‘the people” being endowed with an almost mystical unity in
the artists’ minds), and the celebration of Fhe 1nf11v1f11}a1 s
absolute uniqueness, the unbounded P?yrom‘c subjectivism.
The “free’ writer rejecting all ties, setting hlmsc‘:lf up as an
opponent of the bourgeois wotld, and at the same time, though

the artist could not identify himself, 2 sense of instability and .

himself unaware of this, tecognizing the bourgeois principlf: of
production for the market, made his first appearance at the time
of Romanticism. In their Romantic protest against bourgeois
values and in their emancipation which ultimately forced them
into the role of Bohemians, such writets made of their WO?:kS
precisely what they wanted to denounce: a market F(?mmodlty.
Despite its invocation of the Middle Ages, Romanticism was an
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eminently bourgeois movement, and all the problems regarded
as modern today were alteady implicit in it.

_ Because of Germany’s central position between the capitalist
world of the West and the feudal world of the East and because
of the ‘German wretchedness’, diz deutsche Misere, which was
the result of disastrous historical developments, German
Romanticism was the most contradictory of all the Romantic
movements. The capitalist ‘ disenchantment in the arts” had set
in before the bourgeois—democratic revolution had spread to
_ Germany; illusions were lost before they had been propetly
accepted; and so, in its disgust with the capitalist aftermath of
_ tevolutionary upheavals, German Romanticism turned against
those upheavals themselves and their postulates and ideas.
Heine recognized here the element of anti-capitalist protest.

Pethaps it was distaste with the money cult of today [he wrote] and

-disgust with the ugly face of egoism which they saw lurking every-
where, that first led some poets of the Romantic school in Germany,
whose intentions were honest, to seek refuge from the present in the
past and to call for the return to the Middle Ages.

‘The German Romantics said ‘No” to the developing social
reality of their day. Bate negation can never be a permanent
artistic attitude; to be productive, such an attitude must point
to a “yes” as a shadow points to the object which casts it. But
this “yes’ cannot, in the last analysis, be anything other than
affirmation of a social class in which the future is embodied. In
Western countries, the working class was beginning to rise
. behind the bourgeoisie. In the East, the entire people —
- peasants, workers, boutgeois, and intellectuals — opposed the
tuling system. But the German Romantics, already seeing the
boutrgeois businessman as a tepellent figure, could not yet
 detect in the wretched German working class any force capable
. of building a future, and therefore tried to escape into an
| idealized feudal past. In doing so they were able to set certain
| positive features of that past against corresponding negative
. features of capitalism, e.g. the producer’s, artisan’s, ot artist’s
. close bond with the consumer, the greater directness of social
_ telationships, the stronger collective sense, the greater unity of

R
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the human personality due to a more stable and less narrow ‘naturally ’, becamea reactionaty protest against the outcome of
division of labour. But these elements were taken out of their ; the revolutl?n: thef (,>1d social classes and relatlf)pshlps were
context, idealized, and turned into 2 fetish, beforge t'hey wete 'i regarded as ‘organic’, the: moverrients and. condltlons‘ created
opposed to the justly criticized horrors of capitalism. The ’ by th,e new classes as wickedly mecf_lamca.l’. The “world’s
Romantics, yearning for a ‘totality” of life, Were‘unable to see sleep” must not be disturbed. The ancient night must not be
through the real totality of social processes. ?n this respect thc?y replaced by the new day. In Hymus to the Night Novalis asked:
were true children of the capitalist bourgeois wotld. They did Must the mosning always come again
not understand that precisely by wiping out ?Lll social stability, Dioes the power of cartaly things never cad?
destroying 21l fundamental human zel‘a’aonshlps, and atomizing Usholy industry consurmes
society, capitalism was in fact preparing the way for the p?ssii: | The heavenly mantle of night.
bility of a fresh unity — whilst itself being utterly incapable of
forming a new whole out of the fragments. ' J
Novalis, the most original of the German Romantics and a
man who combined great talent with an outs‘tan‘dmg intellect,
was quite aware of the positive aspects of capitalism and wrote

the following astonishing sentences:
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Friedrich Schlegel argued against the phrase ‘the Dark Ages?’,
- saying that ‘that remarkable period of humanity’ might indeed
be compared to the night,

but what a starry night it was! Today, it seems, we are living in a
confused, clouded interim state of half-light. The stars which
llaminated that night have paled and for the most part vanished, but
day has not yet dawned. More than once, the imminent appearance
of a new sun of universal understanding and bliss has been announced
‘tous. But the reality has in no way confirmed the rash promise, and if
cause there be to hope that it will soon be fulfilled, that cause is only

the appreciable cold which, in the morning air, usually precédes
sunrise.

The spirit of commerce is the .rpz'rz:z‘ of t'be worla". 1t is the magm'ﬁte;ﬁ
spirit, pure and simple. It sets all 'Ehmgs in motion and connect; 1
things. It creates countries and cities, nations a‘nd works of art. It is
the spitit of culture, of the petfection of mankind.

But the brilliance of such thoughts as thi§ was often ovet-
shadowed by his dread of the mechanization of life, of ’Ehe |
machine in all its forms. Novalis attacked the new, commercial;

bourgeois State emerging in Germany: “T}}e moderate form of
govetnment is half State, half nature;-it is an agt1ﬁc1a1, very
fragile machine — and therefore highly rc‘apellent to all great |
minds - but it is the hobbyhorse of our time. If this r}machme .
could be transformed into a living, autonomous being, the |
great problems would be solved.” This is the c?ncept of thf
“organic’, whichall theRomantics oppgsedtothe' mechan}cal :
“The beginning of all life must be anu—m'echa;mgal — a violent
breakthrough — opposition to the mechanism. In the '\WOIkS of
E.T. A. Hoffmann this antithesis was intensified until it became |
a ghostly duel between man and automaton, and the whole of |

Side by side with the motif of ‘lost illusions’ we find that of the
fcold’, the sense of a lonely and inhospitable world — and this
note, struck for the first time by Romanticism, has never since
been stilled; on the contrary, it has become more and mote
pronounced throughout the development of the capitalist
wotld, in the increasing alienation of life. Hand in hand with this
feeling goes the yearning for a return to warmth and security, to
acondition which, in the imagination, resembles the mothet’s
- womb; and also for the voluptuousness of death, that death-
wish peculiar to German Romanticism. Unity, an all-embracing
totality, is identified with death:

&

: One day all will be body,
Hoffmann’s output was, as Heine said, ‘nothing b1.1t a scream of ‘ One body,
fear in twenty volumes’. The Romantic idealization of every- | In heavenly blood

thing ‘organic’, everything that had grown or taken form The happy couple swimming.

e T T T
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O that the ocean ; Th.ls féehng of living ina !Jroken Wo-rlc}, a Wor‘ld‘qf fgggm¢g‘5§?
blushed alteady _ | this ﬂlght from reality into associations without sense of
and the dliff swelled . | connexion as a means of apprehending a mystical reality, all

 “theseideas, proclaimed for the first time by the eatly Romantics,
b of R sicism o Werelatertobecomeacceptedartisticprinciplesinthebourgeois
i i ~wi man '«
The universal sexuality and death-wish of Romanticis | world.
anticipate certain ideas of Siegmund F.reu,d, just as I*Eed.ncP | 'The Romantic protest against bousgeois_capitalist society,
Schlegel, with bis coml:\ch ‘ oi}ZDu‘)?lrlslan ands ﬁ? (:hgslga}i P %:' escape iﬂt% the past, (]ilid also, however, have a positive side.
S S - an 5 : o, however, i
anticipated Friedrich Nietzsche. e org 2 ere was a “day” as well as a “night”. This was expressed in a
wrote Novalis, “are‘ ;hf.: sexqal oiﬁaﬁihzfarsl:gg;i;ieo?siigai Ptr)gfound tonging for unity E.Eii afnoble belief in man’s potential
enitals.” Or again: ‘It is curious tha C abuity to become master of his fate.
?Ieasure, religion, and cruelty has not long since drawn :
attention to their close relationship and their common
tendency.’ ) ) _ ,
For the Romantic mind, social reality was, 1f not ‘abf)h§hed )
then at least extravagantly distorted and dissolved in irony.
Friedrich Schlegel wrote:

to fragrant flesh!

Community {wrote Novalis], pluralisz is our very essence. The
tytanny that oppresses us is our spiritual indolence. By widening and
cultivating our activities we shall become our own fate. . . . If we

establish harmony between out intelligence and our wotld, we ate
equal fo God. '

And a vision is glimpsed: ‘The world judgement — the begin-
ning of a new, cultivated, poetic era.”

- Finally, the negative, backward-looking aspects of German
Romanticism turned many Romantic writers into bigoted
Catholics and reactionaries. Friedrich Schlegel preached an art
of ‘purely Christian beauty of feeling’ and condemned the
*false glamour of daemonic enthusiasm, an abyss towards which
_ Lord Byron’s muse is more and more inclined’. And so it
happened that while Byron died of marsh fever fighting for
 freedom in Gteece, while Stendhal supported the national
_ liberation movement in Italy, while Pushkin sympathized with
the Decembrists, many a German Romantic became an acolyte
of Metternich’s and fully deserved Heine’s contemptuous
verdict: ‘Theirs is the party of lies, and they are the hench-
_ men of the Holy Alliance, the restorers of all the wretchedness,”

the horrors, and the follies of the past.’
. When considering German Romanticism and all later, similar
movements, we must analyse their internal contradictions and
tecognize both their negative and positive toles. There is
always the same conflict: on the one hand, a deeply-felt protest
against bourgeois values and the machinery of capitalism; on L

German poetty is delving more and more deeply info the past; lt]i
toots ate in legends, where the stream of fantasy still flows fres .
from the source; it can only grasp the present of the real wotld
through humout, if at all,

And Novalis wrote:

The wotld must be romanticized. Thus the original meaning is
discovered again . . . by giving a lofty meaning to‘the commonplace,
a mystetious appearance to the ordinaty, the dignity of tl.le unknown
to what is known, the semblance of infinity to tl?e finite. . .. The
fact that we cannot see outselves in a facry world is due only to the
weakness of our physical organs and perceptions.

This ‘faery wortld’ behind the real one cannot be.appr(.)ached by
realistic means but only when the conscious is switched off
and dreams take over. And so Novalis suggests a new theory
of art: . ,

Stoties without connexion but with associations., like dreams;
poems merely melodious and full of beautift.ll—soundlng words, but
also entitely without meaning and connexion, only a few verzfs
comptehensible at most; all these must be fragments of absolutely
different things.
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the other hand, fear of the consequences of revolution and
escape into mystification which inevitably leads to reactios.
German Romanticism was the prototype of all the divided
movements which later flourished among the intelligentsia of
the capitalist world, including, in our own time, Expressionism,
| Futurism, and Surrealism. The conflict in such movements is
2lso reflected in the fact that by no means all the artists con-
| cerned become reactionaries. Of the German Romantics,

Heinrich Heine and Nikclaus Lenau became revolutionaries;

and others such as Uhland and Eichendorff never associated

themselves with the ‘party of les’.

developed into realist criticism of society. Romanticism and
tealism are closely intertwined in the works of many great
writers — Byron and Scott, Kleist and Grillparzer, Hoffmann
and Heine, Stendhal and Balzac, Pushkin and Gogol - with
sometimes the Romantic element predominant and sometimes
the realist. Thomas Mann, the great realist writer of the late
bourgeois wotld, was deeply rooted in the traditions of German
Romanticism, and particulatly in the glittering vatiety of mean-
ing contained in irony — irony which Mann himself desctibed as
“refraction of the fundamental instincts’.

Folk art

Romanticism — not only German Romeanticism but Romanti

Tt must alsc be remembered that part of Romanticism’

The concept of ‘folk lore” and ‘folk art® was developed by |

cism in general — and constitutes one of its most important
clements. In its search for a lost unity, for a synthesis of the |
personality and the collective, in its protest against capitalist |
alienation, Romanticism discovered folk songs, folk art, and |
folk lore, and straightaway proclaimed the gospel of ‘the f’
people’ as an organically developed, homogeneous entity. |
This Romantic concept of #he people seen as a kind of esseace |
# outside and beyond class divisions and possessed of a col- |
lectively creative ‘folk soul’ has gone on causing confusion
right up to the present day, and many of us frequently use the
word ‘the people’ without a clear idea of what we mean. Folk

many cases, the tesult of a retrogressive development — frag-
ments of heroic epics, religious poems, or troubadour lyrics

must not forget that the heroic epic itself had its origins in

‘3‘;
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art was contrasted to all other kinds of art as 2 “natural® pheno-
menon as opposed to ‘manufactured’ ones, and its ‘anonymity’
was taken to be a proof of its spontaneous creation by a
mysterious ‘community’ without individuality or conscious-
ness. The Romantics were led astray by verses like this:

Wer bat das schime 1iedel erdachs?
Exs haben’s drei Gans® éibers Wasser gebrachz,
Zwei graue und eine weisse.

Who made up the pretty song ? Three geese brought it from across
the water, two grey ones and a white.

‘This may be poetic but it is not acceptable as either truth or
symbol. Undoubtedly folk art exptesses something common to
many and so reflects the ideas of a community; but that is true
not only of folk art but of all att. Art originated in a collective
need. But even in the Stone Age, it was the individual — the
sotceter or witch-doctor — who transformed what the collective
needed into words or shapes. Not only the cave paintings and
the epics of the distant past but folk songs, too, ate the products
of individual authers — helped, certainly, by an abundance of
tt.aditional patterns. The Romantic attitude to folk songs was
highly uncritical. Des Knaben Wunderhorn, the collection edited
by Brentano and Arnim, is a ragbag of fine, original poems
side by side with insignificant ones of little value.

Many of these poems might be quoted to support the anti-
Romantic theory that folk art is only a derivative ot by-product
of *high” art (just as many modern scientists do not regard the
virus as transitional from inert to living matter but as the result
of a retrogressive development). I consider this theory to be as
one-sided as the Romaatic one. Folk songs may have been, in

converted into popular form — but to say this is not enough. We

ancient myths and legends, originating in social conditions
where there was not yet a ruling class and therefore no ‘people’
as its antithesis. Art then expressed a relatively homogeneous
collective. Folk songs and folk art must, in many cases, have
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the same kind of origin, without having gone through the
intermediate stage of ‘high’ art, expressing the needs of a
ruling class. Folk songs and folk art are partly (more in some
countries, less in others) produced by the peasantry, among
whom ancient traditions tend to petsist for a long time; very
largely, however, they are a product of the highway with its
journeymen, runaway clerics, wandering students, apprentices,
showmen, and magicians of all kinds.

Neither folk songs not folk plays are ever found in a defini-
tive, ‘authentic’ form. They have always been altered many
times in the process of transmission, sometimes enriched by
these-changes but often cheapened, coarsened ot unbearably
sweetened by them. Béla Bartok made the attempt of purifying
Hungarian folk music, getting rid of additions and deforma-
tions, restoring the freshness and strength of the originals.
Something of the same kind might well be done for folk artasa
whole, bearing in mind, however, that it can very rarely be
stated with certainty that this or that form is the ‘otiginal’ one,
since itis the very nature of folk art to occur in different versions.
What is possible — and that was Bartok’s great achievement — is
to clear away superimposed elements of &isch, of coarseness
and sentimentality, although these elements, one must add,
may also well be ‘popular’.

In folk songs, the tradition of a far distant collective is often
mixed with elements which come from the conflict between
the ‘people’ and the ruling class. A characteristic example of
this mixture of the traditional (in this case, traces of witchcraft
and blood sactifice) and the peasants’ class struggle against the
landowner is quoted by Frazer in The Golden Bough:

In some parts of Pomerania (at barvest time) cvery passet-by is
stopped, his way being barred with a corn-rope. The reapers form a
* citcle round him and sharpen their scythes, while their leader says:

‘The men are ready.
The scythes ate bent,
The cotn is great and small,
The gentleman must be mowed.’”

Then the process of whetting the scythes is repeated. At Ramin, in
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the district of Stettin, the stran. i i
: s ger, standing encircled by the rea;
is thus addressed: | s Y pes

‘We'll stroke the gentleman
With out naked sword,
Wherewith we shear meadows and fields.
We shear princes and lords.
Labouters are often athirst;
If the gentleman will stand beer and Brandy
The joke will soon be over.
But if our prayer he does not like,
The sword has a right to strike.’

Tlflree ‘elements are clearly recognizable here: prehistoric
magic still surviving among a primitive peasantry as yet
untouched by capitalism; the peasant’s anger with the lords
an'd‘prmces who are to be ‘mown down’; and a brokenness of
spitit following the failure of several peasant risings, a readiness
to be bought by beer and brandy, a coatse, sullenly ’threatening
desire for material benefits. In many folk songs, a prehistoric
cote has been overlaid with a riumber of later motifs arising
partly from class struggles and revolts and partly from the
degradations and corruptions inherent in class society. How
much unbroken rebelliousness we find, for instance, in the
ballads of Robin Hood, how much defiance in many E}erman
folk songs such as the song of poor Schwartenhals:

I took my swotd into my hand
and strapped it to my side.
Alas, poor fellow, I had to walk
because I had no mount.

Far and wide I walked,

I took the broad highway.

A rich man’s son then came along
his purse he had to leave me.

Or the song of the obdurate bride:

I don’t like eating batley

I don’t like rising early.
Iam to be a nun

and that’s not my wish at all.
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Whoever wants the poor girl that I am
to be locked in a convent

I wish them as much misfortune

over again.

Yet other songs, included side by side with these i]‘Il'Db’J‘
Knaben Wanderhorn, are full of tame servility, empty mysticism,
crumbs from the lords’ table. What, for instance, of the flat
doggerel of “The Mystic Root”:

O mitacle! In God’s true son
two natures joined in one petson.

Ot, in the ‘Song of Eternity’:
Hear me, O Man: as long as there is God
so long will last the pain of hell
so long will last the joy of heaven.
O lasting pain, o lasting joy!

Or the mannered song about the ‘Dainty Shepherd’s Life’,
s0 obviously detived from aristocratic pastoral themes:

Nothing on earth

can be compared

with the shepherd’s pleasute.
In green meadows

and flowery pastutes

thete ate true joys:

1 know it well.

These profound differences in the funda'mental, attitud‘e and
the quality of folk songs refute the Romantic theory of a single,
unified “folks soul” and prove that these songs are not only
expressions of different classes and social conditions but also
the wotk of individuals of different degrees of talent _and
integrity. The people have absotbed and reprpduced all kinds
of things over the centuries. All kinds of things — good and

Csa R

bad, original and inferior — have become ‘popular’. We cannot |

share the uncritical Romantic admiration for all folk art. We
can only judge it by the same standards as any other form of art:
by its social content and its quality.
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Furthermore, we must realize that increasing industrializa-
tion itrevocably destroys folk art. The possibility of folk art
now renewing itself by drawing upon the content and means of
expression of the peasantry and the wandering artisans has
become extremely remote. The working class represents a new
content and demands new means of expression. New ‘folk
songs’ — the ‘Marseillaise’, the “Internationale’, songs of the
partisans in their struggle for freedom — have grown out of

"tevolutionary movements. Songs composed with a very high

degtee of conscious skill, such as those by Bertolt Brecht and
Hanns Eisler, have become the new ‘folk songs’ of the revolu~
tionary working class. A homogeneous ‘people’ possessed of a
mystetiously creative ‘folk soul’ is a Romantic concept in the
capitalist world, for it is a world of opposing classes, and only in
class struggle against the ruling class will a ‘people’ gradually
tise again from the Medea’s cauldron of our society’s fragments.
The German Romantic idealization of ‘the people’ was not
merely an illusion: it was reactionary in its consequences. It
not only attacked the bourgeoisie but also all manifestations of
class struggle, and eventually petered out in a babble of ‘social
partnership’ and the preaching of a false and hypocritical
‘brotherhood’. ‘

The Romantic protest. against the bourgeois—capitalist
world is, as we have alteady said, a constantly recurring one.
But it is only one of the artist’s possible reactions to. a reality
which he can no longer affitm. With astonishing force and
perseverance, boutrgeois wtiters and artists have developed
the method of Realism, a method whereby a society whose
contradictions have -been recognized as such is represented
critically. England, France, Russia, and Ametica are the coun-
tries where the attempt to represent social reality dialectically
and without mystification has been most strikingly successful.
Just as the Romanticism of Germany and Austria was different
in character from that of other countties, so also their develop-
ment of Realism was more inhibited and its works less rich
than in countries where the breakthrough of capitalism had
come earlier and taken revolutionary forms, or where extreme
economic and social backwardness had united all classes and
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people at all social levels against the ruling system, so that
explosive tensions were created under intolerable pressure and
tevolutionary energies wete irtepressibly built up.

Lart pour Part

Leart pour Part was a movement related to Romantic.ism. It was
born in the post-revolutionary bourgeois wotld, s%de by .51de
with Realism, whose aim is to explore and criticize society.
L’art pour I’art — the attitude adopted by that great and. funda-
mentally realistic poet, Baudelaire — is also a protest against the
vulgar utilitarianism, the dreary business preoccupations of
the boutgeoisie. It arose from the artist’s determ-matlon not to
produce commodities in a wotld where everythmg becomes a
saleable commodity. Walter Benjamin, the outstanding German
essayist who committed suicide in 1940 as a refugee from Hitler
and whose works still await translation, tried to prove the
opposite in an original interpretation of Baudelaire. He wrote:

Baundelaire’s behaviour on the literary market: Baudelaire’s
thorough undetstanding of the nature of commodities enabled ot
obliged him to recognize the market as an objective test. . . . Bande-
laire wanted to find a place for his works and so he had to elbow -
othets out. . .. His poems were full of special devices intended to
put all other poets into the shade.

Against this opinion I should like to reaffirm something I
myself wrote years ago: -

Baudelaire set up the sacted effigy of beauty in opposition to the
smug world of the bourgeoisie. For the valgar hypocrite and the

anaemic aesthete, beauty is an escape from reality, a cloying holy .

pictute, acheapsedative: butthe beauty which rises ont of Baudelaire’s
poetry is a stone colossus, a stern and inexorable goddess of desti.t}y.
It is like the angel of wrath holding the flaming sword. Its eye strips
and condemns a world in which the ugly, the banal, and the inhuman
are triumphant. Dressed-up poverty, hidden disease, and secret vice
lie tevealed before its radiant nakedness. It is as though capitalist
civilization had been brought befote a kind of tevolutionary tribunal:

L
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beauty holds judgement and pronounces its verdict in lines of
tempered steel.

Benjamin, howevet, develops his striking analysis as follows:
the decisive element in the picture we have of Baudelaire is that

he was the first to realize — and this realization had immense conse-
| quences — that the hourgeoisie was in the process of withdrawing its
. commission from the artist. What steady social commission could
| takeitsplace ? No class was likely to supply it; the likeliest place from
. whicha living could be eatned was the investment market. It was not
‘ the obvious, shott-term demand that occupied Baudelaire but the
. latent long-tetm one. . . . But the nature of the matket, where this
demand was to be discoveted, was such that it imposed a mannet of
production, as well as a way of life, very different from those of
eatlier poets. Baudelaire was obliged to claim a poet’s dignity in a
society which had no mote dignity of any kind to give away.

The essential point-hete is that the bourgeois world was
incapable of ‘commissioning’ Baudelaire’s work even in an
indirect sense, and that he produced for a nonexistent, anony-
mous market — hence “art for art’s sake” — but that he did so in
the expectation of some eventual, unknown public ot con-
sumet. Many rematks of Baudelaire’s bear witness to his
ambivalent attitude and so support both Benjamin’s interpreta-
tion and mine. His art would have nothing to do with the bout-
geois world, it arrogantly dismissed and repulsed the bourgeois
reader; yet nevertheless it set out to fascinate him by its startling
shock effects. Baudelaire spoke of his disgust with teality and,
at the same time, of the ‘atistocratic pleasure of displeasing”’.
His disgust with reality meant a withdrawal into Part pour Part,
his aristocratic pleasure meant a desire to terrotize the despised
bourgeois mind by a fearful beauty, by glittering instruments of
torture. He refused to produce for the bourgeois buyer and yet
he believed in and produced for a literary market as the final
“test’. We may recall that Marx quoted the principle established
by capitalist economists — production for production’s sake ~
the counterpart of which is ‘science for science’s sake’ or “art
for art’s sake’. In each case the market is lurking in the back-
ground. And so we recognize in lart pour I’art the illusory
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attempt to break out single-handed from the capitalist bour-
geois world and at the same time a confirmation of its ptinciple
of “production for production’s sake’.

The element of Romantic protest, the sharp edge of accusa-
tion, is unmistakably present in Baudelaire’s wotk, and ideas
which Novalis was the first to formulate recut again and again
in his theories of art. Mallarmé, the most consistent spokesman
of Part pour Part, put into practice in his poems what Novalis
had outlined as a principle of Rothanticism: *. . . only melodious
and full of beautiful wotds . . . a few verses comprehensible, no
more . ... Hugo Friedrich in The Structure of Modern Lyric
Poetry, which contains a subtle analysis of Mallarmé’s poetty,
sums up as follows:

Mallarmé’s lyric poetry is the embodiment of total loneliness. It
wants none of the Christian, the humanist, or the literary tradition. It
denies itself any intervention in the present. It keeps the reader at
arm’s length and will not allow itself to be human.

Mallarmé tried, as Hugo Friedrich says, to escape from the
‘flood of banality’:

In the eyes of others my work is what clouds are in the twilight,and
the stars: useless. ... Expunge reality from your song, for it is
commorn. ... The only thing the poet has to do is to work
mystetiously with his eye turned upon Never.

In this poésie pare, this poetry stripped of all palpable reality,
there is nothing left of Baudelaire’s revolt; protest has turned
to silent retreat; and where in Baudelaire the call for death, the
“old captain’, and the leap into nothingness still carried a sense

of plunging into the new and unknown, in Mallarmé’s work:

we breathe pure nothingness thinly disguised in ghostly veils
and magic arabesques, no longer even the ‘facry world’ in
which Novalis believed he could see himself, but a world so ice-
cold that even faery creatures could not exist in it. Here [art
pour Part leads into a vacuum. The same process is at wotk as
with German Romanticism. The negative element predomi-
nates as time goes on. L’ar? pour lart culminates in Mallarmé’s
expiring melodies, in the tenuous lyricism of Heredia, and
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finally in. the aristocratic contempt of Stefan George, who
retreateq into a narrow circle of disciples and glotified the elect
personality against the common mass.

Impressionism

Imgressionism also was a revolt, an attack by men of genius
against the inflated pomposity of official academic art. Under
the tlt.le of Twenty Years of Great Art, or the Lessons of Foolishness,
Francis Jourdain has published a collection of the paintings
that won official prizes in France in the last quarter of the nine-
teenth century. Appended to the book is a list of French artists
of the same period who won no prizes and enjoyed no official
tecognition. The list includes the names of Degas, Sisley,
Pissarro, Cézanne, Monet, Renoir, Rousseau, Gauguin
Tou'lousc—Lautrec, Bonnard, Matisse, Rouault, and Sufy’
Their art has survived their period. The collection of the
academicians’ works, on the otherhand —works by theapproved
and acclalr.net:l - is a cosy infetno of smug pretentiousness,
pompous insignificance, and well-fed hypoctisy. There ate
stuffy historical canvasses side by side with jolly genre scenes
gallantly saluting soldiers, and naked women whose flesh is as
smoqth and glutinous as gelatine, polite portraits of statesmen
exudlgg the dignity of their office from every pore, bearded
worthies being wooed by muses seconded to Parnassus from
the Moulin Rouge, coy nymphs and crucified saints groomed
for martyrdom at a salon de beants. =
_ This kind of academic art with its empty classicism, its pilfer-
ing of old forms whose content had long been lost, its made-to--
order idealism, and its sentimentality which moistens the eye
with false emotion while artfully revealing a bosom and a leg,
was one of the most repellent products of the bourgeois world |
i process of disintegration. It was made up of lies, empty |
phrases, ar‘lc! hypoctitical invocations of classical and Renais- |
sance traditions in an age where replete respectability went
whorting with naked commerce. It was to-be found not only in |
?,r.t but everywhere: the reactionary politician holding forth on k
liberty, equality, and fraternity” of a Sunday afternoon, the
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tricolour of the Revolution wrapped like a napkin round his
stomach, differs only in the degree of the crudity of his
impudence from the painter who borrows the forms and
intonations of classicism in order to deceive the public about
the nature of the world they live in. Those academic heroes
who degraded Titian and Racine to the status of cliché-makers,
who had the beautiful” and ‘the sublime” forever on their lips
and on their canvasses, who wete always bursting with indigna-
tion at the ‘decadence’ of others, were themselves the embodi-
ment of the worst and most shameful form of decadence. For it
is utterly decadent, in a world gone out of joint, to behave as
though everything were in perfect otder, as though all that
mattered was to repeat, with every kind of polite flourish, what
the classics had once expressed with the full force of their
originality as the true experience of their age.

" It was against this artistic countexfeit, bung with medals and.
disguising its private parts with laurel leaves, that Impression-
ism revolted. When Courbet, who was latet to take part in the
Paris Commune, wrote his proud letter to the Minister of Fine
Arts declining the Cross of the Legion of Honour offered him,
it was as though an opening chord were struck.

At no time, in no case should I have accepted it. Still less should I
accept it today, when treason multiplies itself on all sides and human
conscience cannot but be troubled at so much self-secking and
disloyalty. . . . My conscience as anartist is no less repelled by accept-

‘ing areward which the hand of the Government is pressing upon me.
The State is not competent in artistic matters.

Further on in the letter Courbet says that it is fatal for art if it is
‘forced into official respectability and condemned to sterile
medioctity’. This was a declaration of war on official, academic
art. Courbet, who broke out of ‘official respectability’, who
painted peasants and working men, landscapes, fruits, and

flowers with a vigorous naturalism, handling his brush like a-

trowel, was no Impressionist, but his leap over the museum
wall into nature, into the people’s midst, into the freshness of
light and colour gave an example to the Impressionists.
Cézanne said of him:

|
|
%
|
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A stonemason. A rough-and-ready plasteter. A colour grinder. . ..
Thete is none other who could eclipse him in this century. He may
roll up his sleeves, tilt his hat over one ear, overthrow the Vendéme
column, hisbrushstrokeis that of a classic. . . . Heis profound, serene,
gentle. There are nudes of his, golden as ripe corn: I’m mad abou;:
those nudes. His colours have the fragrance of cotn. . . . Those gitls]

AI?. élan, a breadth, a happy languor, a repose that Manet in his
Déjenner never gave us.

Courl?et was a painter of nature and of the people. The
Impressionists who followed him were also the discoverers of a
new te?llity and were obsessed by the desire to paint the people
and objects of their age. The elegant Manet, friend of Baudelaire
and later of Zola, suggested to the Préfet of Paris that the
walls of meeting-rooms at the Hotel de Ville should not be
covered with academic histotical paintings but with figures and
m(.'Jt]fS of the new age, with markets, railway stations, Seine
bridges, and public parks swarming with people. Like
natura]i-sm in literature, its exact contemporary, Impressionism
turned its eyes upon the present day, contemplating ordinary
things without reticence, even though they might be ugly.
Manet formulated this attitude:

2 The painter today does not say ‘look at faultless works’. He says

look at sincere works’. It is sincerity that bestows on paintings the
character of a protest, although the paintet may only have been con-
cerned to record his impression.

. Manet added that he had not set out with the intention of

protesting, but the violent reaction of the academicians, and of
the public corrupted by them, had forced him to protest against
§uch intolerance. In 1874, Claude Monet exhibited a painting
in the Salon des Refusés, which he entitled Sokil/ Jevant.
Impression. The name ‘Impressionism’ stems from this picture
which provoked screams of foolish rage. The tebel]iou;
character of the new movement was obvious.

’Yet Impressionism, too, was a dual phenomenon, and
Cézanne, whoseintelligence equalled his genius and who carried
the new movement to its peak and, at the same time, to its end,
was aware of thisinner contradiction. He said of the old masters:
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-They ate capable of contemplating detail. All the rest of the picture
will always follow you, will always be present. It is as though you
could hear the whole melody of it in your head, no matter which
detail you happened to be studying. You cannot tear anything out of
the whole. . . . They did not paint patchwork as we do. .. s

And, gazing at Delacroix’s Femmes &’ Alger, he exclaimed: ‘All
of us are there in that man Delacroix! . . . Everything is con-
nected, worked from the whole.” Only patchworlk, no longet all
of a piece: Cézanne recognized that the grand unity had been
lost, not only in art but in social reality. Delacroix, in whom the
flame of the Revolution had not yet been extinguished, whose
Romantic pathos expressed a tremendous feeling for struggling
humanity, was the last painter in whom the conception of man
as a totality, so typical of the Renaissance, manifested itself'm
original form and with the vehemence of a fever. Baudelaire
said of him:

The achievement of Delacroix sometimes seems to me likea kind
of art of recollecting the grandent and natural passion of man. . . . A
good picture, true to the vision which has begotten it, sho‘ulfi be
bronght into being like a world. . . . The principal characteristic of
Delacroix’s genius is precisely the fact that he does not know deca-
dence; he shows only progtess. . . . Eugéne Delacroix never lost the
traces of his tevolutionary origin.

Baudelaire goes on to compare Delacroix with Stendhal, in
whom enlightenment, revolution, and Romanticism were
" closely interwoven, and passion and reason, individual atro-
gance and social consciousness, warmth of feeling and austetity
of form combined into a unity that was full of tension. This
unity was lost with Delacroix, and the ‘patchwork’ art of
which Cézanne speaks reveals a fragmented world. Cézanne
formulated the new Impressionist principle many times:

The artist is merely a recording apparatus for sensory perceptions.
...Notheories! Works . . . Theories corrupt men. . . . We area shim-
mering chaos. I come in front of my theme, I lose myself in it.. ..
Nature speaks to everyone. Alas! Landscape has never been painted.
Man ought not to be present, but completely absorbed into the land-
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, Scape. The great Buddhist invention, Nirvana, solace without

passion, without anecdotes, colours! . . . Impressionism — what does

it mean? It is the optical mixing of colours, do you understand?

Disintegrating the colours on the canvas and reuniting them in the

eye. . . . Nothing is more dangerous for a painter, do you know, than

to get mixed up with literature. [Yet Delacroix had himself been

passionately ‘mixed up’ with literaturel] A painting represents .
nothing, should not, at first, represent anything but colours.

[cf. Mallarmé: ¢ A poem consists not of thoughts but of words. ’]

Impressionism, dissolving the world in light, breaking it up
into colours, recording it as a sequence of sensory perceptions,
became mote and more the expression of a very complex, very
short-term subject-object relationship. Theindividual, reduced
to loneliness, concentrating upon himself, experiences the
wortld as a set of nerve stimuli, impressions, and moods, as a
‘shimmering chaos’, as ‘my’ expetience, ‘my’ sensation.
Impressionism in painting cotresponds to positivism in,
philosophy. This, too, allows the world to beno more than “my”’
experience, ‘my’ sensation, not an objective reality existing
independently from the individual’s senses. The element of
revolt in Impressionism is counteracted by another element,
that of a sceptical, evasive, non-militant individualism, the
attitude of an observer concerned only with his impressions,
who does not intend to change the world and to whom a
bloodstain means no more than a patch of colour and a red flag
no more than a poppy in a wheatfield.

"And so Impressionism was, in a sense, a symptom of decline,
of the fragmentation and dehumanization of the wozrld. But at
the same time it was, in the long ‘close season’ of bourgeois
capitalism between 1871 and 1914, a glorious climax of bour-
geois att, a golden autumn, a late harvest, a tremendous
entichment of the means of expression available to the artist.
And we must see both sides of the conflict, of the inner contra-
diction. In otrder to do justice to Impressionism, we must
recognize its socially conditioned character and honour its
imperishable achievement.
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Naturalism

Literary naturalism was more decisively a movement of protest
and revolt than Impressionism, but it was marked by similar
inner contradictions. Zola coined the term ‘naturalism’ to
describe a special and radical form of realism, in order to mark
off the new movement from all sorts of well-meaning fools who
tried to pass off their literary products as ‘realistic’. Yet the
actual originator of naturalism was Flaubert, whose ‘Madame
Bovary blazed the trail for the new movement. Zola wrote:

Flaubert has helped the true, the right word in literature, the word
that everyone was waiting fot, to break through. Madanse Bovary is of
such clarity and petfection that this novel tepresents a type, a funda-
mental model fot this form of art.

Tt might seem strange at first glance that Flaubett, who loved
beauty as much as Baudelaire and for whom the theme of his
novel was a kind of totture, should have presented the dull,
torpid reality of provincial petty-boutgeois life with such
precision and artistic dedication. But his impassibilité was an
expression of the same loathing of the banality, stupidity, and
meanness of the bourgeois world that moved Baudelaire to
summon them to judgement in poems of supreme beauty.
Flaubert wrote to George Sand that an artist has no right

to express his opinion on anything, no matter what. Has God evet
expressed an opinion? ... I belicve that great att is scientific and

impetsonal. . . . T want neithet love not hatred nor pity noranget. ... -

Tsit not time to introduce justice into art ? The impardality of descrip-
tion would then become equal to the majesty of the law.

In fact, however, this apparent impartiality amounted to a
colossal hatred of bourgeois society as a whole, of the right and
the left, of shopkeepets and working men. The result was total
disillusionment with human beings, with mankind.

The unchangeable barbatity of mankind fillsme with black grief.....
The immense disgust I feel for my contemporaries drives me back
into the past. ...

|
|
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What temains is this:

Foranartist thereis only onething: to sacrifice everything toart. He
must regard life as a means, nothing else, and the first person he
dismisses is himself. . . . The earth has limits, but people’s stupidity
is boundless.

The outcome of this attitude is the hopelessness, the utter
despair of Madame Bovary: she tries to escape to a dream world
of romantic hysteria, but her environment refuses to set her free
and strangles her with cruel thoroughness. This brilliant,
inexorable novel is the prototype of naturalism.

Zola, too, subscribed to the doctrine of the “scientific novel’,
although he added that ‘dispassionate contemplation of the

. wotld is not desirable, indeed it is impossible’. ‘Our century,’

he said, ‘is the centuty of science.” The writer must apply “the
discoveries of Datrwin and Claude Bernard’: ‘the doctrine of
the origin of species, the law of the determining influence of

" environment, the laws of heredity . . .” He did not know Marx

and Engels: and so he did not recognize the class struggle or the
trends of social development, but only the human person as 2
passive, animal creature of heredity and environment, incapable
of escaping a predetermined fate; man was, for him, not so
much the subject as the object of already existing circumstances.
It is an interesting point that Mallarmé, the representative of
‘pute poetry’, admired the novel The Killer and its authot’s
¢depersonalization’, concluding his comments with the words:
‘We are living in an age whete truth is becoming the popular
expression of beauty.” Despite the extreme contrast between
naturalism and /°ar# pour Iart, a sectet relationship can be traced

- between the two."

Zola, who revealed social misery with complete ruthlessness
and laid bare the Second Empite down to its very entrails,
tefused for many years to draw political conclusions.

We have only got as far as analysis, itis a long way yet to synthesis.
v It is the legislator’s business to intervene; let him think about it
and put things right. It hasn’t anything to do with me.

Only much later, after the Dreyfus case and his magnificent
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Jaccnse!, did Zola’s attitude change, so that he was able to say,
anticipating a fundamental doctrine of socialist realism:
“Detailed investigation of the reality of today must be followed
by a glance at the development of tomorjfow.’ Orfly now,
tecognizing at last the need for socialism, did he wtite in his

notebook:

The boutgeoisie is betraying its revolutionary past in ordc?r to pro-
tect its capitalist privileges and maintain itse%f as t.he ruling class.
Having captured powet it is unwilling to abdicate it to the pc.ople.
‘And so the boutgeoisie must gradually become f9§s1h_zcd. It is be-
coming the ally of reaction, cleticalism, and .mlhtansm. I must
emphasize again and again that the bourgg:O}sle is Blayed out; it h.as
gone ovet to the reaction in order to maintain its power ?nd its
wealth. All hope lies in the forces of tomottow, which are with the

people.

All these things — the decay of the bourgeoisie, the wretched-
ness of the common people, the resistance of the wotking class -
Zola depicted in his novels, but without hope of a solution, asa
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Symbolism and mysticism

When naturalism developed into symbolism and mysticism,
this had social causes but was also determined by the method
particular to it. In all intellectual and artistic revolts within the
boutgeois world there always comes a moment of decision
when a revolutionary movement — not merely a movement of
protest — stirs the masses, i.e. when the classes take action. The
French Revolution, the revolution of 1848, and the Paris
Commune were turning-points in literature and art as well as
politics. Each time artists wete forced to take sides, to align
themselves with progressive or reactionary tendencies. The
first proletarian revolution, the first transient grasping of
powet by the working class under the Paris Commune, had a
lasting effect. The panic that seized the bourgeoisie affected
Hippolyte Taine, an old man, at one end of the scale, and the
young Friedrich Nietzsche, to whom the Commune came as an

unforgettable shock, at the other. The more decisively the

nightmare never to be shaken off. In this ‘objective’ portrayal
of appalling social conditions and in this refusal to describe
them as changeable lie both the strength and the weakness of
naturalism. Here is to be found ijts duality. Thete comes a
moment of decision when naturalism must either break through
to socialism or founder in fatalism, symbolism, mysticism,
religiosity, and reaction. Zola chose the formet path; many .Of
his companions took the latter. Taine, hotrified out of his wits
by the Commune, became a champion of respectable religious
art. Huysmans sought an escape, first in the realm of the patho-
logical, and later in the bosom of the Catholic church. Paul
Bourget retreated into the twilight ofa sentimental Christianity.
If we consider also that Ihsen and Gerhard Hauptmann
embraced symbolism and mysticism, and that Strindberg
plunged into neo-Romanticism and wild superstithn, we come
to tecognize the problematic nature of nat_ural}sr? and its
highly ambiguous position. From this position it is equally
possible to go this way or that, forwards ot back.

working class emerged into the foreground, the more difficult |
it became to remain satisfied with revolts wirbin the bourgeoisie |
— always bedevilled as they were by contradictions — and the !
more sharply did the class struggle force intellectual rebels to |
make a choice. Either they had to ally themselves with the |
working class, ot else to join the reaction; the third choice was |
illusory — by opting for the apparent independence of social |
nihilism they wete in fact supporting the stafus quo against the |
forces of the future. “
Naturalism believed that it depicted social conditions with
‘scientific objectivity’. But this ‘objectivity’ was deceptive.
\(Like Impressionism, naturalism failed to see those conditions
as a struggle between the past and the future but saw themasan
unchangeable present, not in their dialectical context but as a
fixed moment in time; When Taine was still a progressive, he
wrote to the young Zola:

- If you shut yourself up in a vacuum and depict for the reader the
hopeless story of a monster, 2 madman ot a diseased wretch, you will
only succeed in putting him off. . . . The true artist must possess wide
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knowledge and a superior attitude, which will help him to see the
overall pattern. The writers of today specialize too rm..lch, s.hut therr.l-
selves off from the wotld and concetn themselves lech microscopic
examinations of individual parts instead of fixing their eye upon the
whole.

The artist had lost ‘the whole’, as Cézanne, too, point.ed out.
" For naturalism there was no otder of priotities in reality; the
incidental and the characteristic detail claimed the same amount
of attention. A decisive conversation ot event, and the buzzing
of 2 bee ot the entrance of 2 woman selling eggs that happened
to interrupt it, were considered eq.ua]ly ‘real” and the.r§fore
equally important, This photo grap}:uc refcordlng of conditions,
thought of statically rather than dla!ectlcally., created a feeling
of meaninglessness, an oppressive, dlsc.ouragm.g-atmosphere of
passivity. In a cerfain sense naturalism ant1c1pated. the de-
humanization, the dull and despairing surrer.lde-r to things m.ade
omnipotent by the inhuman laws of capitalist p{odu.cmon,
which later were to find still more blatant exptession in the
arts. Naturalism revealed the fragmentation, the ugliness,
the sutface filth of the capitalist bourgeois wotld, but it
could not go further and deeper to recognize those forces

which were preparing to destroy that world and establish

- socialism. )
"This is why the naturalistic writer, unable to see beyond the

patchwork shoddiness of the bourgeois world, was boun.d -
unless he moved towards socialism - to ernbrace.symbohsm
and mysticism, to fall victim to his desire to discover the

mysterious whole, the meaning of life, behind and beyond .

social realities.

Alienation

jean—]acques Rousseau was the first to use the concept of

“alienation’. His expetiences in Calvinist-Republican Geneva
led him to tecognize that when a people is ‘repre§ergted’ by
deputies it becomes alienated from its own collective and so
ceases to be a people. The community, he found, could be the

“his work “man makes himself twofold, not only intellectually,

‘product of their work, and create new social conditions so as not

artisan, who is creative, can feel at home in his wotk and can.
have a personal feeling for his product. But with the division of
labour in industrial production this becomes impossible. The
wage-earner can have no sense of unity with his work or with
himself to set against his ‘alienation’. His attitude towards the
product of his work is that ‘towards an alien object having
power over him’. He is alienated from the thing he makes and
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instrument of government but never of the common will, for
then it was bound to become alienated from itself within the
State.

Thepeople. .. isnotand cannot be tepresented by deputies. Sove-
teignty . . . cannot be represented; it lies essentially in the general
will, and does not admit of tepresentation; it is either the same, or
other; there is no intermediate possibility. [Contraz Social] '

Conditions, however, bad become too complex-and States too
large; division of State power and the fiction of ‘popular
representation’ could not, therefore, be abandoned, but from
this followed alienation, concentration of power, and loss of
freedom and democracy.

Hegel and the young Marx develaped the concept of aliena-
tion philosophically. Man’s alienation begins when he parts
company with nature through work and production. Through

as in the conscience, but in reality, through his wotk, and hence
contemplates himself within a world made by himself . . . (Karl
Marx). As man becomes more and mote capable of mastering
and transforming nature and the entire wotld around him, so
does he confront himself more and morte as a stranger in his
own work, and find himself surrounded by objects which ate
the product of his activity yet which have a tendency to grow
beyond his control and to become more and more powetful in
their own right. .

This alienation, necessary for Man’s development, needs to
be continually overcome, so that men can become conscious of
themselves in the process of work, find themselves again in the

to be the slaves of their own production but its masters. The
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from his own self, lost in the act of production. Then, as Marx
puts it,

activity appeats as suffering, strength as powerlessnés_st production
as emasculation, and the worker’s own physical and spititual enetgy,

his petsonal life — for what is life if not activity? — as an activ‘ity
turned against himself, independentfrom himself, and not belonging

to himself.

In primitive social conditions, e.g. 1n the r‘latural economy of
the early Middle Ages, the social relatlpnshlps between peopl'e
(landowner to peasant, customer to artisan, etc.) appear as theit
own personal telationships. In 2 developeq comn}od_tt'y-
producing society they are disguised as :orza'[ relationships
between objects, i.e. between wotk products. An attisan prqduces
a particular object for a particular customer. But for the indus-
trialist it is immaterial what his factory produces and for whom;
any product is, for him, merely the means of profit. Those
engaged in commercial exchange are totally ah.enated from one
another, and the product is likewise totally alienated fr.om t'he
man who puts it on the market. Bertolt Brecht rflakes this point
very strikingly in the ‘Trader’s Song’ from Die Massnabme:

How should I know what tice is?

How should I know who knows what it is?
T’ve no idea what tice is.

1 only know its price.

We speak of price trends; stock-exchange ptices, and by so
doing we acknowledge the inhuman, autonomous movement
of objects, 2 movement that carries human beings along as a
stream catties twigs of wood. In a wotld governed by com-
modity production, the product controls t]'ae producer, and
objects are more powetful than men. Objects bec‘ome‘the’
strange thing that casts long shadows, they become ‘destiny
and the daemon ex mackina. o

Industrial society is distinguished not only by' this {)lge{izﬁm-
sion of social relationships, but also by an increasing division of
labour and specialization. Man as he works becomes frag-
mented. His connexion with the whole is lost; he l_)ecgrl:xe_s a
tool, a small accessory to a huge apparatus. And as this division
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of labour makes a man’s role more partial, so his field of vision
becomes more limited ; the more ingenious the work process,
the less intelligent is the work required and the more acute the
individual’s alienation from the whole. The tag from Tetence —
*Nibil bumanum wibi aliensm est® — is reversed, and the tremen-
dous expansion of production is accompanied by a shrinkage of
the personality. :

Franz Kafka, who felt the alienation of human beings more
intensely than any artist before him, said in a conversation with
Janouch about ‘ Taylorism’ (a system which visualized the total
transformation of the worker into a machine part by conveyor-
belt mass production): ‘It defiles and degrades not only the
work but, above all, the human being who is 2 component of it.
This kind of Taylorized life is a tetrible curse from which only
hunger and misery can grow, instead of the longed-for wealth
and profit. There’s progtess for you. ...” ‘Progress towards
the end of the world,” suggested Janouch. Kafka shook his
head: ‘If that, at least, were certain! It is not certain. . . . The
conveyor-belt of life carries you on, no one knows where. One
is more of an object, a thing, than a living cteature.’

Not only is the human being more and more obliterated by
his own special knowledge and training — by his existence as a
detail — but also the social relationships and conditions around
him become more and more difficult to comprehend.

Men’s living together has become so broad and thick[wtote Robert
Musil in The Man Without Qualities] and theit telationships ate so
endlessly intertwined, thatno eyeand no willcanany longet penetrate
an area of any size, and every man Gutside the natrowest citcle of his
activities must temain dependent on othets like a child; nevet before
was the underling’s mind so limited as it is today, when it tules all.

In 2 note on Rousseau, Musil wrote:

The great undivided life-force must be presetved. . . . The culture
of social and psychological division of labour which smashes this
wnity into innumerable fragments is the greatest petil for the soul.

Ulrich, the ‘man without qualities’, remarks that in the past
¢

one had an easler conscience about being a person than one
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has today’. Responsibility today, he finds, ‘has its centre of
gravity not in the human being but in relationships between
objects . . .’. And elsewhete be says: “The inner drought, the
uncanny mixture of keenness about details and indifference
to the whole, the human being’s immense abandonment in
adesett of detail. . .

A ghostly anonymity envelops everything. The abbreviated
names of large firms and organizations have the effect of
hieroglyphics used by some mystetious power. The individual
is faced by enormous, incomprehensible, impersonal machines
whose strength and size fill him with a sense of his own impo-
tence. Who decides ? Who is in charge ? To whom can one turn
in search of justice and help ? These are the questions that tecur
again and again in Kafka’s great works The Trial and The Castle.
Enigmatic, unidentifiable holders of power summon Josef K.,
try him, sentence and execute him- The bureaucracy of Count
West-West, the owner of the inaccessible castle which K.
vainly tries to approach, passes all understanding. Bureauctacy

are no human relationships fot the bureaucrat, only files, ie.

he is not a petson buta ‘case’.

examined later,

is an essential element of man’s alienation from society. There

objects. Man himself turns into a file. A dead man is identified
by an index number. Even whena man is personally summoned

In The Trial* the Advocate explains to K. that the first pleais
not read in court but is simply filed. It is supposed to be

but unluckily even that was not quite true in most cases, the first plea
was often mislaid or lost altogether and, even if it were kept intact
until the end, was hardly ever read ; that was, the Advocate admitted,
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-A man who has become a ‘case’ only comes into contact
with junior representatives of the system; the senior repre-
sentatives ate remote and wrapped in mystery. A senior official
such as Klamm in The Castle* is virtually invisible. Barnabas
WhQ serves under Klamm, is never sure whether he is really;
tallfm.g to Klamm. ‘He speaks to Klamm, but is it Klamm?
Isn’t it rather someone who is a little like Klamm ?° Barnaba.s
does not dare to ask ‘for fear of offending in ignorance against
some unknown rules and so losing his job’. The junior buteau-
crats, such as the two ‘assistants’ whom the Castle sends to
WatC]:':l the stranger, are present only within the limits of their
fu.nctlon ; otherwise they are without personality, that is to sa
without presence. K. compares their faces: ’ 7

<
. HowamI to know one of you from the other ? The only difference
ctween you is your names, otherwise you’re as like as ...’ He

A Stopped, and then went on ]IlVO].llIltafﬂ.y You re as hke as two
- snal H ? &

They are puse function, shadows of a task, servants of a sectet

power looming in the backgrousid. The ¢ ’i i
in impenetrable darkness. 5 ¢ case’is decided upon

If}ns sense of the powetlessness of the individual who, as he |
:]: ronts the apparatus of power, is from the start the accused,
e culprit, not knowing what is the accusation against him nor

what is the nature of his guilt — this feeling, so characteristic of |

the ordinary man under the Hapsburg monarchy, has since
spread over continents. The great decisions ate temoved from
the elected representatives of the people and placed in the hands
of a small group of rulets. The State is alienated from the

average citizen, who generally thinks of it as ‘the powers that
!ae ot them up there’, never as ‘us’. His alienation is reflected
in his poor opinion of politics and politicians. He is convinced
that .the whole business is a pretty ditty one, yet feels that
~n0th1ng much can be done about it — that he must, in fact
acceptitas it is. ‘Lie low and keep quiet’ is quickly be::omin a
‘ umver§al social motto. The citoyen, the active citizen, is d%s-
appearing fast. Retreat into private life is the order of tl;e day.
* Secker & Watburg, 1953.

metely a rumout. The proceedings wete not only kept secret from
the public, but from the accused as well. ... :

They were also kept secret from the minor officials, so that
these could hatdly ever follow the cases they wotked on
through to the end. “The most important thing was the
“Advocate’s personal connexions; in them lay the chief value

of the Defence.’

* Secker & Warburg, 1945.
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The contradiction between the findings of modetn science
and the backwardness of social understanding also encourages
a sense of alienation. Modern knowledge about the structure of
the atom, the Quantum and Relativity theories, the new science
of cybernetics, have made the world an uneasy place for the
man in the street — far uneasier than the discoveries of Galileo,
Copernicus, and Kepler made the world for medieval matl. .The
palpable becomes impalpable, the visible becomes 11’1V181b.le,
behind the reality perceived by the senses thete is a vast reality
that escapes the imagination and can only be expressed 1'3y
mathematical formulae. Vigorous, forceful reality with all its
shapes and colours — the ‘nature’ Goethe saw as 2 scient%st as
well as a poet — has become an immense abstraction. Ordinary
tmen no longer feel at home in such a wotld. The icy breath of
the incomprehensible chills them. A wotld that. can only be
understood by scientists is a wotld from which they ate
alienated.

There are moments when technical achievements — the flight
into the cosmos, which is the tealization of an ancient, magic
dream — can enchant men. But it is precisely this same power
over the forces of nature that also intensifies a sense of powet-
lessness and arouses apocalyptic fears. And indeed the discre-
pancy between social consciousness and technical achievement
is alarming. A single misreading of a radar_report, a rmsta'ke
by a simple technician may mean wortld disaster. Humanity
tmay be destroyed and no one will have wanted it to happen.

Alienation has had a decisive influence on the atts and
literature of the twentieth century. It has influenced the great
writings of Kafka, the music of Schoenberg, th.e Surrea.]ists’,
many abstract artists, the “anti-novelists” and ‘anti-dramatists’,
Samuel Beckett’s sinister farces; and also the poetry of the
American beatniks, one of which reads: :

Now listen to this
a do-it-yourself laparectomy set
the hydrogen strophe
the best fallout possible. :
Think of the funny embryonic mutations
generous, genial, genocide.

" nized nihilism as one of its essential features. Heannounced the

~ recognize the connexion with outworn capitalism. Nihilism,
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It’s democratic too
ifll take fragmented man
everyone will move upward
in the free world
equally
in that final illumination. . . .
(Carl Forsberg: Lines on a Tijuana Jobn)

The sense of total alienation veets into total despair, veers
into nibilism.

1/,(/,’-~ ot
Nibilism gL

Nietzsche, who undetstood decadence if anyone did, recog-

‘rise of nihilism’: ‘The whole of our European culture has
been moving, for a long time past, with a tortured tension that
incteases from decade to decade, towards something like a
catastrophe: restlessly, violently, precipitously. ..." And this
is how he described the times into which we have been ‘thrown’
(this idea of being ‘thrown’ into one’s time was to become one
of the themes of existentialism):

... a time of great inner decay and disintegration . ... Radical
Nihilism [he declared] means being convinced that existence is
absolutely untenable. . . . Nihilism is an intermediary pathological
state (the colossal generalization, the conclusion that there is 70 sense
at all is purely pathological) : whether it be that the productive forces
are not yet strong enough — whether it be that decadence is still
hesitating and has not yet found its auxiliary means. . . . Nihilism is
notacause but only the logic of decadence.

Here nihilism is clearly diagnosed as a result, an expression of
decadence. But, blind to social dialectics, Nietzsche failed to

already foreshadowed by Flaubert, is a genuine attitude for
many artists and writets in the late bourgeois wotld. But we
must not overlook the fact that it helps many uneasy intellec-
tuals to reconcile themselves to iniquitous conditions — that its
radical nature is often only a form of dramatized opportunism.

The nihilist writer says to us: ‘ The capitalist bourgeois world is
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wtetched. I say so without mercy and I carry my opinion to its
tmost extreme consequences. Thete is no limit to this barbarity.
And whoever believes that there is something in this world
worth living for ot worthy of mankind is a fool or a swindlet.
All human beings are stupid and wicked, the oppressed as much
as the oppressots, those who fight for freedom as much as the
tyrants. To say this needs courage.” Let me continue now with
wotds actually written by Gottfried Benn:

The thought occuts to me that it is pethaps far more radical, far
morte revolutionary, far mote of a challenge to a man who is strong,

hard and fit, to tell mankind: You are like that and you will never be

any different; this is how you live, have lived, and always shall live.
If you have money, you keep your health; if you have power, you
need not petjute youtrself; if you ate strong, you are doing right. That
is history! Eece bistoria! . .. Whoevet cannot bear this thought lies
among the worms that nest in the sand and in the dampness which
the earth lays upon them. Whoever boasts, as he looks into his
children’s eyes, that he still has a hope, is covering the lightning with
his hand, yet cannot save himself from the night that snatches the
nations away from their cities. . . . All these catastrophes botn from
destiny and freedom : useless blossoms, powetless flames, and behind
them the impenetrable with its boundless No. :

All this sounds much more radical than any Communist
Manifesto — and yet the ruling class only occasionally has any
objection to such ‘radicalism’. More than that: in times of
tevolutionary upheaval, nihilism such as this becomes virtually
indispensable to the ruling class, more useful, indeed, than
direct eulogies of the bourgeois world. Direct eulogies provoke
suspicion. But the radical tone of the nihilist’s accusation strikes
‘tevolutionary’ echoes and so can channel revolt into purpose-
lessness and create a passive despair. Only when the ruling
class thinks itself unusually secure, and particularly when it is
prepating a war, does its satisfaction with anti-capitalist
nihilism evaporate: at such times it requites direct apologetics
and references to ‘eternal values’. Nihilistic radicalism then
runs the tisk of being branded as ‘degenerate art’.

The nihilist artist is generally not aware that he is, in effect,

sutrendering into the hands of the capitalist bourgeois wotld;

o
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that in condemning and denying everything he condones that
wotld as a fit setting for universal wretchedness. For many of
these artists, who are subjectively sincere, it is by no means easy
to grasp things that have not yet come fully into being and to
translate these things into art. There are two good reasons why

it is not easy: first, the working class itself has not remained :| |

entirely uncorrupted by imperialistic influences in the capitalist ||
world; secondly, the overcoming of capitalism, not only as an »,
economic and social system but also as a spiritual attitude, is a
long and painful process, and the new world does not come
fOIt]El glotiously perfect but scarred and disfigured by the past.
A. h:lgh degree of social consciousness is needed in order to
d.}stlnguish between the death-throes of the old world and the
blrth—.pangs of the new, between the ruin and the as yet
unfinished edifice. Equally a high degree of social conscious-
ness is needed in order to portray the new in its totality without
ignoring, or worse still idealizing, its ugly features. It is far
easier to notice only the hortible and inhuman, only the ravaged
foreground of the age, and to condemn it, than to penetrate
into thfe very essence of what is about to be — the mote so as
deca!y is more colourful, more striking, more immediately
fascinating than the laborious construction of a new world.

Dehaumanization

Dehuma.nization in all its forms is another element of late
boutgeois art. To desctibe such art as anti-humanist is by no

_means a Marxist prejudice; art theoreticians who ate the very
opposite of Matxist point out the same thing, often applauding

this dehumanization as a quality and a sign of progress. André
Malraux writes:

: Att must not, if it wants to come to life again, impose any cultutal
idea upon us, because everything humanistic must be excluded from
the start. Humanist att was an adornment for the culture which
sup.ported it; with the advent of a non-humanist att . . . artists closed
their rar}ks more and more tightly as their separation from the culture
and society of theit time became more and more pronounced.
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Such a statement implies recognition both of the attist’s
alienation and of his turning away from society and humanism,
not, howevet, with alarm but almost with satisfaction. The
ideas of the Renaissance and of the bourgeois-democratic
revolution — reason and humanism, man as the ‘“measure of all
things’, as the creator of himself and of a developing social
teality — are rejected with repugnance. Malraux speaks of a
‘teturn of the demons’, adding:

The demonic tealm: that is. everything in man that longs for the
annihilation of man. The demons of the Chutch, of Freud, and of
Bikini a1l have the same features. ‘The mote new demons appeat in
Eutope, the more European art must recognize its ancestors in those
cultures that knew about the ancient demons. . .. The prophetic
fetishes squat like the Fates in their museums as these go down in
flames, gazing ata West that is as close to them as a brother.

Inanalienated wozld in which only #bings have value, man has
become an object among objects: indeed he is, apparently, the
most impotent, the most contemptible of all objects. Already
with Impressionism the human being was dissolved into light
and colour and treated as just another natural phenomenon in
no way different from any other. ‘Man should not be present,’
said Cézanne. More and more man dwindles away, becomes a
patch of colour among other patches of colour or is no longer
present at all in the lonely landscapes and deserted city streets.
Or else he is distorted, not ecstatically as in Gothic art (from
which Expressionism in part derives), but as a mechanism that
can be dismantled, a puppet akin to technical constructions, an

absurd and demonic #ing. Man, baving been alienated from

himself, becomes conscious of himself as a fetish, a mask, a
bogey. The “fetish-like character of the commodity’ of which
Marx spoke has transfetred itself to man and has completely
" taken possession of him. '
Dehumanization is also recognizable in the depersonalization
which many literary critics single out as an essential feature of
modern lyric poetry. The subject — the poet’s petsonality —
withdraws from the scene (this withdrawal, we recall, was
elevated into a principle by Flaubert) and the poem assumes an
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impersonal, apparently ‘objective” character. This objectivity,
however, is not that of writing in which a social collective, a
group, or a class finds expression, nor does the poet feel himself
I:o be the instrument of a living community; on the contrary, he
1nvents an ‘I’ removed from the reach of consciousness, an
‘id” as Freud called it, and this ‘id’, rooted in an archaic ot
mythical past, becomes the agent of what the poem reveals.
Rimbaud is reported to have said: ‘My supetiority is that I
have no heart.” And Rimbaud, too, said about the subject of
poetty: ’

‘I’ is another. If tin wakes up as a trumpet, that is not its merit. Tam
present at the flowering of my own thought, I watch it, I listen to it.
-Tmake a stroke with the bow, and already the symphony stirs in the
depths. It is wrong to say I think. One ought to say I am being thoughz.

Depetsonalization builds on the illusion that, by trusting the
‘id’, one can make even speechless objects talk —as for example
Joyce tried to do in the abstruse Fimnegans Wake, whete he
constructed a language meant to be that of wind and water. It
is not the objects that speak, however, it is man treating
as an object, no longer trusting his consciousness but only the
associations of the unconscious. Gottfried Benn tefers to
Levy-Bruhl’s theory that logical thought is far inferior to the
pre-logical mind because the latter is ‘deeper and comes from
farther away’. He goes on to speak of an ‘archaically extended,
hypetaemically discharging I’ as the organ of poetry: ‘Come
down, oh I, to couple with the All; to me, ye hosts of the
enchanted: visions, intoxications, denizens of morning.’ In the

. place of the social collective in which he no longer believes,

the decadent poet invents a mythical, archaic, cosmic collective
supposed to be the true source of all poetty.

. The dehumanization of art and literature can manifest itself
not only in the disappearance or distortion of man, not only in
the debasement of the ‘I°, but also in an anti-humanist attitude
which sometimes assutnes the character of brutally harsh social
citicism. Let me quote a glaring example, namely the American
type of thriller. This is not the place to discuss the function of
the thriller, which is largely a substitute for the heroic epic we -
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no longer have, with its successful ‘positive’ hero emerging
triumphant from all manner of exciting ordeals, with its excess
of action, and its total absence of psychological analysis of any
kind. I mention it only as a typical instance of dehumanization
in literature. Leaving aside the appalling Spillane, let me men-
tion Dashiell Hammett, an otiginal writer who invented a new
type of thriller. At the end of his Maltese Faleon, a by no means
idealized private detective tutns his mistress over to justice and
the electric chair. He explains to her, with icy logic, why he is
doing this: because money, success, and his own life are more
important than any feeling. When she asks him: ‘Don’t you
love me any more?’, he replies: ‘I don’t know what that
amounts to. Does anybody ever ? But suppose I do? What of it ?
Maybe next month I won’t. . . . Then what? Then I'll think I
played the sap. And if T did it and got sent over then I’d be sure
I was the sap. Well, if I send you over I’ll be sorry as hell - 'l
have some rotten nights — but that’ll pass.” In this and other
novels, Dashiell Hammett depicts American capitalism with
merciless truthfulness, indeed with loathing and disgust. But
his attitude — “that’s how things are’ — accepts anti-humanism
as a starting-point and presents the process of dehumanization
nakedly, without any philosophical frills. There are many othet
examples, not only among thtillers but among other genres of
late boutgeois literature. Man is nothing. Success is all.

Fragmentation

The fragmentation of man and his world has found expression
again and again in works of out petiod. There is no unity left,
no wholeness. Discussing American drama of the present day,
Asthur Miller was reported to say something like this: ‘I
believe that we in America have arrived at the end of 2 develop-
ment because we are tepeating ourselves year after year, and
nobody seems to notice it.” He spoke of a “narrowing field of
vision’, a ‘slackening grip’, an ‘inability to put the whole
world on the stage and shake it down to its foundations, which
has always been the aim of great drama’. ‘Though we are at
present incapable of distinguishing between a big subject and
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a small one, a wide and 2 narrow view, we remain absolutely
at the mercy of the emotions involved.” It is an inability “to
see things in their proper size’. This is an important symptom of
decadence. It is the result of an attitude which does not dare
to recognize, in the struggle between an old world and a new,
in the growth of socialism despite all its setbacks, the one
important thing, the thing that will “shake the world to its
foundations’.

But the problem of fragmentation is bigger than this. It is
closely bound up with the tremendous mechanization and
specialization of the modern world, with the overwhelming
power of anonymous machines, and with the fact that most of
us are caught up in jobs which are only a tiny part of a much
bigger process neither the meaning nor the functioning of
which we are in a position to understand. Already the Roman-
tics had become awate of the fragmentariness of life in the
bourgeois world; Heine had written, ‘Too fragmentary are
wotld and life. . . .” This awareness increased as capitalism and
its problems grew, until the whole world seemed to be a chaos
of fragments, human and material, levers and hands, wheels and
nerves, the humdrum daily round and the fleeting sensation:
Theimagination, bombarded by a mass of heterogeneous details,
was no longer capable of absotbing them as any kind of whole.
The first poets of the modern metropolis, Edgar Allan Poe
and Baudelaire, adapted their imagination to the fragmented

- reality surrounding them, smashing the world to pieces in their

own minds in order to fit it together again with sovereign
wilfulness. Baudelaire wrote:  The imagination takes the whole
of creation apart; according to laws which spring from the very
depths of the soul, it gathers and assembles the parts and makes
a new world out of them.” Despite this synthetic method,
Baudelaire’s poetry still retained an apparent classicism. Its
structure was firm, its form homogeneous. Rimbaud was the
first to shatter the traditional form and structure of poetry.
‘A storm,” he wrote, “strikes breaches into walls, smashes the
boundaries of dwellings.” Breaking away from ordinary reality,
the new poetry constructed a new wotld for itself. In Le

. ‘Batean ivre, cataracts of images pursue one another, a stream
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without beginning or end catries everything along, all the
shteds of a destroyed reality, out of sight, out of mind.

. .. Qui courais, taché de lunules électriques,
Planche folle, escorté des hippocampes noirs,
Quand les juillets faisaient cronler & conps de sriques
I es cieuse ultramarins aux ardents entonnosrsy
Moi gui tremblais, sentant geindre & cinguante liewes
L rut des Bébémots et les Maelstroms épais,
Fileur éternel des immobilités bleues,
Je regrette I’ Enrope anx anciens parapets!
JPai vu des archipels sidéraux et des iles
Dont les ciensc délirants sont ouverts au voguenr:
Est-ce — ces nusts sans fonds gue tu dors et £ exiles,
Million d’oiseanx d’or, 6 future Viguenr?

... That raced, dotted with small electtic moons, mad board with
black sea-horses for escort, when Julys bludgeoned the blazing-
funnelled, ultramarine sky; I, trembling as 1 sensed, fifty leagues
away, the groans of behemoths in rut and dense maelstroms, eternal
spinner of blue standstills, I long for Eutope and her ancient'p.ara-
pets! I have seen statry archipelagoes! and islands whose delitious
skies open to the drifter: is it'in those bottomless nights that you
sleep, is it there you banish youtself, a million golden birds, O future
strength?

Poetry such as this had never been written before. Even
Baudelaire’s tremendous Le Toyage, when compared with such
extremism, seems orthodox like a traditional poem in the
tradition of Ronsard or Racine. The method invented by
Rimbaud, whereby the fragments of a dismembered world,
beautiful and ugly, brilliant and vulgar, legendary and real, ate
pressed together, in dreamlike sequences and with a scientist’s
boldness, to make a new ‘substance’, revolutionized what had
pteviously been meant by poetry. Modern poetry, with its
montage of heterogeneousscraps, withits intellectual irrational-
ism which recurs again and again, be it in the late Rilke or in
Gottfried Benn, in BEzra Pound, Eliot, Eluard, Auden, or

pedantry to go on lamenting this shattering of the traditional
poem, this abandonment of form, this unleashing of associative

Alberti, stems entirely from Rimbaud. It would be academic

ART AND CAPITALISM 95

fantasy. The development was undeniably the result of deca-
‘dence, but it is equally true to say that it has led to a great wealth
-of new possibilities and means of expression. Mayakovsky, too,
was a destroyer of old forms — and his poetic method proved
magnificently suited for expressing the reality of revolution.
And Brecht, too, though with greater formal moderation,
applied the method of constructive fantasy — except that his
poeticintellect served the rational, not the irrational. That, how-
evet, is a matter of mental attitude, not of form. Mayakovsky
and Brecht linked the new means of expression with the theme
of revolution and class struggle, and by so doing went beyond
the meaninglessness of fragmentation.

Mystification =7

The literature and arts of the late bourgeois world tend towards
mystification. Mystification means shrouding reality in mystery.
This tendency is above all the result of alienation. The
industrialized, objectified late bourgeois world has become so
alien to its inhabitants, the social reality seems so questionable,
“its triviality has assumed such gigantic proportions, that -
writers and artists are forced to grasp at every apparent means
of piercing the rigid outward ctust of things. Both the desire to
simplify this unbearably complex reality, to reduce it to essen-
tials, and the desire to present human beings as linked by
elementaty human relationships rather than by material ones,
leads to the my#h in art. Classicism’s use of ancient myths was
purely formal. Romanticism, in its rebellion against ‘prosaic’
bourgeois society, resorted to myths as a means of depicting
‘pure passion’ and all that was excessive, original, and exotic.
'The danger of the method —in itself a legitimate one — was that,
from the outset, it opposed an unhistorical “essential man’ to
man as he develops within society; it opposed the ‘eternal’ to

- the time-conditioned.
—Mystification and myth-making in the late bourgeois world
| offer a way of evading social decisions with a reasonably clear
\ conscience. Social conditions and the actual phenomena and
_conflicts of our times are transposed into a timeless unreality,
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into an eternal, mythical, changeless ‘original state of being’.
The specific nature of 2 historical moment is falsified into a
general idea of ‘being’. The socially conditioned world is
presented as 2 cosmically unconditional one. In this way the
‘outsider’ not only divests himself of the duty to take part in
social processes, but also rises above the wotld of the
‘commons’ into that of his ‘peers’, from where he can gaze
down with sarcastic supetiotity upon the clumsy efforts of his
‘committed’ brethren.

In his absurdly grandiloquent book The Outsider, Colin
Wilson calls upon his fellow-artist to refuse to commit himself
to anything, to free himself from the ‘curse’ of all social obliga-

his own existential ‘I’. A ‘new anti-humanist epoch’ must be
ushered in, for our civilization has already embraced too much
of the Marxist attitude. The book ends with a kind of prophecy:
“The individual begins that long effort as an Outsider; he may
finish it as a saint.” Glnther Bloker, a more intelligent wtiter
than Wilson, would doubtless acclaim such a conclusion as
belonging to the ‘true mythical conscience’. In Bloker’s book
The New Realities he chides the ‘immature’ ‘committed”’ artists
who want to change social conditions:

Aslongas a man assumes that theevils of this earth have theit cause
in the specific failures of individual persons and individual institu-
tions, he still remains in the stage of intellectual childhood. The
moment of maturity comes when he becomes conscious of the
innate faultiness of the world, a faultiness that may be mitigated but
never wholly removed.

Hermann Broch has said that all literature tends towards the
myth. But what is myth? Broch never tires of defining it.

Myth is the #aiveté of the beginning, it is the language of the first
wotds, of original symbols, which each epoch must discover for
itself anew, it is the irrational, the direct wotld view, the original
glimpse of the ‘first-time-ever’, it is the whole wozld becoming an
indivisible image.

Today it has become internationally fashionable to write news-
paper features in the ‘language of first words’ and to pretend

tions and try to dedicate himself solely to the redemption of

|
|
|

thereof die in the ground; yet through the scent of water it will bud,
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that a quick look at Heidegger sctves as “the original glimpse
of the first-time-ever”. These elaborately confused pronounce-
ments have an evet-recurring refrain: namely that it is ‘being?,
not “doing?, that matters. ‘Events have lost their interest for
People,’ Gettrude Stein declared in a lecture. ‘People are
interested in existence.” Doing is dynamic, being is static, Those
who opt for ‘being”’ instead of ‘doing’, for the myth instead of
the changeable social reality, do so - often unconsciously — out
of a fear of social upheaval. ‘Because things are as they are,
they will not stay as they are,” said Brecht. ‘Mythical being” is
evoked precisely in order to deny this truth.

Romanticism made 2 cult of “pure passion’. The myth-
making neo-Romantics accept only the totally irrational as the
‘bc.aing’ of man — and by so doing they justify, without always
being aware of their own purpose, the rule of social unreason.
Man’s ‘being’, says Bléker, is like ‘a vast reverberation, an
ancient moan, an elemental stammering in which the human
essence, literally, makes itself heard before it assumes shape’.
This moaning and stammering of the modern mystic — has it
not all been said before, with admirable simplicity ?

A time to be botn, and a time to die; a time to plant, and a time to
pluck up that which is planted . . . to kill and to heal . . . to break
down and to build up . . . to weep and to laugh . . . to mourn and to
dance . .. to cast away stones and to gather stones together . . . to
embrace and to refrain from embracing . . . to get and to lose . . .
to keep and to cast away . .. to rend and to sew .. . to keep silence
and to speak . .. to love and to hate . . . wat and peace.. . . to every-
thing there is a season, and a time to every purpose underthe heaven.

Or in the Book of Job:

Man that is botn of woman is of few days, and full of ttouble. He
cometh forth like aflower, and is cut down: he fleeth also as a shadow,
and continueth not. . . . For there is hope of a tree, if it be cut down,
that it will sprout again, and that the tender branch thereof will not
cease. Though the root thetreof wax old in the earth, and the stock

and bring forth boughs like a plant. But man dieth, and wasteth
away: yea, man giveth up the ghost, and whete ishe?
T-b
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This, in articulate language, is the solema song of birth ar%g
death, killing and curing, finding and losing: w.hat isto ’tze sal
of man’s being’, of the human condition, is said here without
tence.

pt%ut there is more than this to say about the fulness 9f evet-
changing reality. Man is mote than the eternal cycle of .b1rth gnd
death, of reproductive urge and weary ol.d age: man is a being
that is made and is still making bimself, imperfect ?.nd incom-
plete, never to be completed, yet constantly rnoul.dmg hlmselii;
by moulding the wotld around him. The.re exist plf:nty o

- novels, plays, and flms in which man’s social activity 18 ovc':r-1
simplified so that the characters are mere puppets of socia
forces, devoid of inner contradictions, empty of petsonal
dreams and personal sorrows. Every objection to this marm.eji
of presenting human beings as though they were Mbi socia
beings is fully justified. But most of those who preacha returnl
to the myth’ are not concerned with the fu}negs of reality: on
the contrary, they would like to empty reality in another way.

They want to divorce man from society and reduce him to a*

lonely, isolated creature helpless in the power of destiny, 2
being such as has never existed. . e @
The plunge into the ‘wortld’s sleep’, 1nto t1.1e archaic, the
inchoate, and theinarticulate, is mostly an escape1nto1r£esp onsi-
bility. At the same time, howevet, the reaction agalr.lst
naturalism and the search for new forms of expression gave tise
to Kafka’s method of apparently transforming socrf?.l reality into
myth. The wotld owes 2 tremendous debt f’f. gratitude to Max
Brod for saving Kafka’s manuscripts: but itisa fact, too, that
" many have been led astray by Brod’s misintetpretation of
Kafka’s works. Kafka did not write of man’s ang.ulsh in “the
cosmos’ or in the ‘origin of things’, but in a partlcglar s9c1al
situation. He invented a marvellous form of fantastic satire —
dream interwoven with reality — to present the revolt of the
lonely individual hopelessly struggling against obscure powers
in an alien wotld, and longing for some form of community,
even the ambiguous one of The Castle. Brod interpret‘ed these:
images of social conditions as symbols for supposedly eternal
ones. He constructed a mystical whole out of 2 scattered hand-
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ful of mystical elements in Kafka’s wotk, and presented the new
means which Kafka employed to describe life under the
Hapsburg monarchy ~ 2 life both real and ghostly — as a kind of
cabbala, 2 mysterious coded record of religious experience and
lumination. Kafka, thus misinterpreted, has done a great déal
of harm and has encouraged many mystifiers. 3

Brecht’s method of presenting social conflicts in the simpli-
fied form of patrables has much in common with Kafka’s. But
they had very different attitudes, these two great writers.
Kafka’s attitude was one of indecision. He was on the side of
the insulted and injured, and against the power-wielders. But
he did not believe in the ability of the people he championed to
alter the world. At the back of each new hope in his mind there
was a new fear, at the back of every answer a new question.

Brecht had the courage to answer. His parables were didactic
pieces. His conviction that the world could be changed, that it
could become. better and more rational, was unshakable. Of
course he, too, knew that every answer leads to a new question
and that nothing on earth is final. But, unlike Kafka, he was not
oppressed but encouraged by this knowledge. Kafka, des-
perately lonely, did not fundamentally believe in progress but
only in the same things recurting for ever. Brecht believed that
new things must arise against all odds.

Both Kafka and Brecht depicted social reality in their
parables. They ‘alienated’ this reality, and just as ancient myths
tepresented the quintessence of the historical past, so their

“wotks were attempts to distil the essence of the historical

present. But this is not the case with the works of writers,
ranging from Camus to Beckett, who set out to divorce man
from society, to dissolve his identity and to wrap him in
mystery as the agent of “cternal being’ and ‘formless original
forces’. Any man is mote than the mere mask of a social
character. But the tendency to turn him into a hieroglyphicin a
play of cosmic mysteries, to blot out his social as well as his
individual face in 2 mystical archaic fog, leads to nothingness. A
man -who does not belong to any society loses all identity,
becomes a reptile crawling between nothing and nothing. ‘Thus,
teality is made unreal, and man inhuman.
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The flight from society

The de-socialization of art and literature produces the recurring
motif of flight: the motif of deserting a society which is felt to
be catastrophic in order to attain a supposed state of “pure’ ot
‘naked’ being. When Gertrude Stein tepeats “a roseisa roseis a
tose is a rose’ like a monotonous magic incantation, the
intention is precisely this: to persuade us to stand aside from
any form of social reality, to dissolve all connexions, to concen-
trate upon a single object magically transformed intoa “thing-
in-itself’. Ernest Hemingway, Gertrude Stein’s successful
disciple, discloses the technique of this flight from reality
" particularly clearly in his fifteen ealy stories called Iz Ounr Time.
In short paragraphs between the stories, the catastrophic events
of our age ate hinted at — war, murder, torture, blood, fear,

cruelty, all the things that modetn obscurantists try to dismiss

themselves consist of appatently uneventful incidents, empty
of content, taking place beyond and apart from what moves the
world — and this ‘beyond’ and ‘apart’ is regarded as the real
existence, One of the stories, a poetically memotable one,
describes Nick putting up his tent, alone at night:

* He had made his camp. He was settled. Nothing could touch him.
Tt was a goad place to camp. He was there, in the good place. He was
in his home where he had made it. . . . It was quite dark outside. It
was lighter in the tent.

also reflects the philosophy of 2 man fleeing from society. Put
up your tent, far from the world. No other way is worth while.
"The world is dark. Crawl into your tent. It’s lighter inside.
Hemingway’s attitude is typical of a widespread longing in
the late bourgeois world. Millions of people, particulatly young
people, seek to escape from unsatisfying jobs, from daily lives
they feel to be empty, froma boredom prophetically analysed by
Baudelaire, from all social obligations and ideologics, away,
away on roaring motor-cycles, intoxicated by a speed that

under the heading of the ‘senselessness of history”; the stories -

In a sense this is no different from ‘a rose is a tose is a rose’. It
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consumes every feeling and thought, away from their own
s.elves, into 2 Sunday or holiday in which the whole meaning of
!lfe is 'some‘how concentrated. As though driven by approach-
ing d.ls?.ster,' as though sensing an imminent storm, whole
generations in the capitalist wotld flee from themselves, to put
up, somewhere in the midst of the unknown, a flimsy tent
where it will be brighter inside than it is in the outer darkness.
"What makes the problems of the de-socialization and
deh?manization of the arts all the more acute is the fact that
the improving techniques of mechanical reproduction, which
began With photographs and records, have created a colossal
entertainment industry serving vast masses of art consumets.
“The barbaric character, anti-humanist content, and brutal

, sensationalism of many artistic items manufactured for mass
- consumption under capitalism are well known; to analyse such

products and their effects would require a book in itself. I
should like to make only two points. First, writers and artists of
some stature often supply the models that are later imitated, in
f:ruder form and cheaper execution, by the art*manufactﬁring
}ndustries —so that, as it were, the haute cousture of anti-humanism
influences the mass-producing trade. Secondly, an art which
arrogantly ignores the needs of the masses and glories in being
understood only by a select few opens the floodgates for the
tubbish produced by the entertainment industry. In proportion
s artists and writers withdtaw more and more from society,

-more and more barbaric trash is unloaded on to the public. The

‘new brutalism’ extolled as an admirable quality of modern art
by certain aesthetes has in fact a free commercial run in the late
bourgeois world.

Realism

+ 'The feature common to all significant artists and writers in the
. capitalist world is their inability to come to terms with the social
" 1eality that surrounds them. All social systems have had their

great apologists in art (side by side with their rebels and
accusers): only under capitalism has 2/ art above a certain level
of mediocrity always been an att of protest, criticism, and
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tevolt. Man’s alienation from his environment and from him-
self has become so overwhelming under capitalism, the human
personality released from the bonds of the medieval system of
guilds and classes is so violently aware of having been cheated
of the freedom and fulness of life it might have enjoyed, the
transformation of all earthly goods into market commodities,
the all-embracing utilitarianism, the total commercialization of
the world, have provoked such intense repugnance in anyone
possessed of an imagination that the imaginative have inevit-
ably found themselves emphatically rejecting the victotious
capitalist system. -

The process began with the Romantic revolt and Jean-
Jacques Rousseau’s attack on bourgeois civilization. Hegel
spoke of the ‘increasing powet of estrangement’ and added:
“When the unifying force disappears from the lives of men and
when contradictions lose their context and acquire indepen-
dence, then the need for philosophy is born.” Shelley, in The
Defence of Postry, argued the necessity of poetry from the same
premises: “The cultivation of poetry is never mote to be
desited than at periods when, from an excess of the selfish and
calculating principle, the accumulation of the materials of
external life exceeds the quantity of the power of assimilating
them to the internal laws of human nature.” The lonely ‘I’
opposed to the banality of bourgeois life became a central
theme. Thus Byron’s Manfred:

1 said with men, and with the thoughts of men,
I held but small communion; but instead
My joy was in the wildetness — to breathe
The difficult air of the ice mountain tops. . . .
These wete my pastimes, and to be alone . ..

I disdain’d to mingle with
A herd, though to be leader ~ and of wolves.
The lion is alone, and soam L. . ..

Ot Franz Grillparzer’s Libussa:

Der eigne Nutzen wird dir gum Altar,
Und Eigenliche deines Wesens Ansdruck. .. .
Durch unbekannte Meere wirst du schiffen,

ART AND CAPITALISM 103

Abusbeuten, was die Welt an Nutzen trigt,
Und allverschlingend sein, vom All verschlungen. . . .

Self-interest becomes your altar, self-love the expression of your
nature. . . . You will sail unknown seas, exploiting whatever the
wotld has to offer that is useful, and you will be all-consuming and
consumed by everything. ¢

Or Stendhal:

Each man for himself in this desett of self-love that is called life.
Men of substance and coarse pleasutes who have earned a hundr.egd.
thous,and francs 1n the year that precedes their opening this book
[De I’amonr] should shut it again very quickly, especially if they are
banker§, manufacturets, ot respectable industrialists, that is to say
men with eminently positive ideas. . . . ’ ’

Or Heine:

O lasst uns endlich T aten sebn,
Verbrechen, blutig, kolossal,
Nur diese satte Tugend nicht
Und zablungsfibige Moral!

O let us see deeds at last, crimes blood
: - 5 y and colossal, but
of this well-fed virtue and solvent morality. Hnomore

‘Out of the Romantic revolt of the lonely “I°, out of a curious
mixture of the aristocratic and plebeian denials of bourgeois
values, came critical realism. The Romantic protest against
boqrgems society tutned more and more into criticism of that
‘so’cmty - mtl"xo‘ut, however, losing the nature of the Pprotesting

I Romanﬂmsm and realism -are by no means mutually
exclusive opposites; Romanticism is, rather, an eatly phase of
critical realism. The attitude has not fundamentally changed
only the method has become different, colder, mote* objective %
more distant. ]

Byr_on’s most important work, the unfinished Doy Juan
combines 2 Romantic protest with realistic social criticism. Tt i;
no longer the wotk of a poet talking to himself: the protag;)nist
he}s been‘ supplied with an antagonist, and is shown in conflict
with social reality. The I” is no longer unbounded. Cynicism
in the grand manner keeps the Romantic extravagance undet
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control. Don Juan is still the old Romantic hero in his boldness,

his thirst for life, and his anti-morality ; but heis nolonger fight-

ing God and Safan. Heis, inall his adventutes, 2 living cri.ticism

of the world of cant, hypocrisy, and meanness around him, an

embodiment of the longing for sincete, uncontaminated
passion.

Balzac and Stendhal were still less prepated than Byron for
any form of conciliation, whether with the post-revol.utionary
bourgeois world ot with the State controlled by atistoctats,
financiers, and the dlergy. In his late novels, Balzac came to
accept the victory of bourgeois capitalist society, tho.ugh his
distaste for its typical representatives remained undiminished.
~ Againand again, men who retite in resignation from the ‘ great’
wortld or artists obsessed by their work — like Wenceslaus in
1.z Cousine Bette who, in his visions, led, as it were, the life ofa
courtesan who abandons herself to an extravagant imagination’
— are shown as antagonists of the boutgeoisie. Again and again,
realist criticism leads to Romantic protest, to the Romantic

and the bourgeois.

antithesis of noble resignation and tainted success, the genius

The boldest and most consistent of the novels that burst the
confines of Romanticism was Stendhal’s Lacien Lenwen. In its
social insight and in the ruthlessness of its criticism, this
unfinished novel surpasses all Balzac’s works. The bourgeois
tevolution has been accomplished. There is no going back to
the Jacobins or to the young Napoleon. And forward ? Lucien
sympathizes with the republicans and the Saint-Simonists but
their causeseems hopeless tohim;and the boutgeois-democratic
tepublic as the superstructure of capitalism repels him much in
the same way as it did that witty conservative, Alexis de
Tocqueville. ‘In New York, the cart of State has merely fallen
in the gutter ontheoppositeside of thestreet, not outs. Universal
franchise rules like a tyrant, and a tyrant with dirty hands.” In
Lucien Leuwen one finds a merciless maturity bereft of illusion, a
contradictory criticism that is not only moral but also aesthetic.
The novel breaks off with Lucien’s flight from the ‘coldness of
heart® of Paris, first to Lake Geneva, where he visits ‘the spots
made famous by La Nomelle Heloise’, then to Italy, where a
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‘gentle melancholy” opens his soul to att. The final sentences
ate very cutious:

Bologna and Flotence threw him into a state of tenderness and
sensibility to the slightest detail which would have caused him the
keenest remotse three yeats eatliet.

In fact, on reaching his post at Capel, he had to lecture himself in
order to adopt, towatrds the people he was about to see, 2 ptoper
degtree of frigidity.*

An anti-Romantic novel — and such a reversion to Romantic
sensibility? We do not know where Stendhal eventually
intended to take his Lucien. But the fragment suggests that
(to use Marx’s words) the Romantic view would always exist
. side by side with the boutgeois view asa “justifiable contrast’.

The concept of realism in art is, unfortunately, elastic and
vague. Sometimes tealism is defined as an attitude, as the
recognition of an objective reality, sometimes as a style or a
method. Often the dividing line between the two becomes
blurred. Sometimes the term ‘realist’ is applied to Homer,
Phidias, Sophocles, Polycletus, Shakespeare, Michelangelo,
Milton, and El Greco; then again, it is reserved for the method
practised by a specific kind of writer or painter, from Fielding
and Smollet down to Tolstoy and Gorky and from Géricault
and Courbet down to Manet and Cézanne. If we are to regard
the recognition of an objectively given reality as the nature of
realism in art, we must not reduce that reality to a purely
extetior wotld existing independently from our consciousness.
| What exists independently from out consciousness is mazter.

"But reality includes all the immense variety of interactions in
which man, with his capacity for experience and comprehen-
sion, can be involved. An artist painting alandscape obeys the
laws of pature discovered by physicists, chemists, and biolo-
gists. But what he portrays in art is not nature independent
' | from himself. Itis a Jandscape seen through his own sensations,
his own expetience. He is not merely the accessory of a sensoty
otgan apprehending the outside world, he is also a man who

belongs to a particular age, class, and nation, he possesses a

! * John Lehmann, 1951.

o
!
i
|
|
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particular temperament and character, and all these things play
a patt in determining the manner in which he'sees, expetiences,
and depicts the landscape. They all combine to create a reality
far larger than the given assembly of trees, rocks, and clouds, of
things that can be measured and weighed. This reality is
_determined, in part, by the artist’s individual and social point
of view. The whole of reality is the sum of all relationships
between subject and object, not only past but also future, not
only events but also subjective ‘expetiences, dreams, fore-
bodings, emotions, fantasies. A work of art unites reality with
the imagination. The witches in Shakespeare and Goya are
more real than the idealized peasants and attisans in many 2
genre painting. The humdrum round of daily life heightened to
fantastic pitch in Gogol or Kafka reveals more about reality
than many a naturalistic description. Don Quixote and Sancho
Panza ate more real, to this day, than hundreds of neat, prosaic
characters in novels ¢drawn from life’. If we choose to define

realism not as a method but as an attitude —as the depiction of

reality in art — we shall find that almost all art (with the excep-
tion of abstract att, tachism, etc.) is realist art.

Tt seems mote practically useful, therefote, to confine the
concept of realism in att to 2 patticular mezhod, taking good

care — and we should never forget this — not to convert the
definition into a qualitative judgement. The realist novel and

the realist play correspond to a specific social development — to

a no longer ‘closed’, hierarchically ordered society, but to an
‘open’, boutgeois one. As science develops, it attains an ever
greater degree of perfection. Not so the arts.. The contents
multiply and the hotizons broaden out, but Stendhal and
Tolstoy are no mote petfect than Homer, Géricault and
Constable no mote petfect than Giotto and El Greco. Even
within the wotk of a single artist — such as Ibsen — the consis-
tently realistic Doll’s Honse is no mote petfect than the fanciful
Peer Gynt. Likewise, within a single historical period, the
strictly realistic plays of out age are by no means more petfect
_than Brecht’s dramatic parables. Realism (in the narrower
sense) is simply a possible form of expression, not the one |

and only.

but also in Dickens, Flaubett, Tolstoy, Dostoyevsky, Ibsen,

frequently been abused and misapplied to academic historical

propagandist idealizations. For this reason, as well as for certain
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.'I.'here are many different points of view within the scope of
critical realism itself (‘critical’ as an attitude, ‘realism’ as a
method): from the aristoctatic contempt with which Fielding
Yiewed the rising bourgeoisie (an element not lacking, either
in Byro‘n, Stendhal, or Balzac) to a total condemnation of postz
revolutionary society (Stendhal, Flaubert) and the reformist
hopes and schemes of Dickens, Ibsen, and Tolstoy. In all these
there is a critical attitude to society as it is, but the approach
may be contemptuous, satirical, reformist, or nihilist. Nor is
each personal approach necessarily tied to a particular form of
expression. For example, the early novels of Thomas Mann
(who at that time was an arch-consetvative), - especially
Biiddenbrooks, were written in a realistic style modelled on
Tolstoy and Fontane, whereas the late novels, written when
Mann was beginning to be interested in new social ideas and to
overcome the heritage of Schopenhauer and Nietzsche (the
magnificent Doctor Faustus and The Holy Sinner) go far beyond
1':he 1‘imits notmally ascribed to realism. Thomas Mann himself,
in his account of how Docsor Faustus was written, points out its
kn}ship with the novels of James Joyce. The characteristic
attitude of most ‘ctitical realists® is that of an individual,
Romant%c protest against bourgeois society, and this element of
Romanticism is unmistakable not only in Stendhal and Balzac

Sttindberg, and Gethard Hauptmann,

Socialist realism

It was Gorky who coined the term “socialist realism” as opposed
to ‘ctitical realism?, and the antithesis is now accepted by
Marxist scholars and critics.

The concept of ‘socialist realism?, petfectly valid in itself, has

and gente paintings and to novels and plays in fact based on
others, the term ‘socialist art’ seems to me to be better. It

clearly refets to an attitude — not a style — and emphasizes the
socialist outlook, not the realist method. ¢ Critical realism’ and,
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even more widely, bourgeois literature and art as a whole (that
is to say, all great bourgeois literature and art) imply criticism of
the surrounding social reality. ‘Socialist realism’ and, even
more widely, socialist art and literature as a whole imply the
artist’s ot writer’s fundamental agreement with the aims of the
working class and the emerging socialist world. The fact that
the distinction is the result of 2 new attitude, not simply of new
stylistic standards, was often obscured by the methods of
administrative intetference in the arts practised during Stalin’s
lifetime. After the Twentieth Congress, rigid adherence to 2
*monolithic’ Marxist theory of the arts was no longer obliga-
tory, and although the conservative tendencies are still strong,a
variety of different artistic concepts now confront each other
within the fundamental framework of Marxism. |

Here is an example. Ilya Fradkin, a young Soviet theoretician,
wrote in the journal Ar# and Literature (No. 1, Moscow, 1962)
that it would be wtong to believe that

|
any dogmatic formula has attained the status of an unchallengeable ’
truth just because it was often repeated during the years of the
personality cult. . . . How unselectively, with how little justification, \
was the merciless vetdict of “decadence’ pronounced on the most |
widely diffetent phenomena of Western art in those years! The art |
and literature of the period after 1848, and particularly of the twen- 1
tieth century, wete regarded as decadent through and through, and |
all the “isms’® were summarily dismissed. . . . The guestion of the . |
artistic movements of the twentieth century is bound up with the
wider question of the mutual relationship between realism and other
artistic movements and methods. In this field, too, everything was
often reduced, in the years of the personality cult, to the temptingly - !
simple but basically dogmatic and, in a scientific sense, vulgat . |
formula: progressive tealist att on the one side, various anti-realistic, = |
essentially reactionary trends on the other. But in that case, what of
artists of undeniahle greatness such as the Classical playwrights
Molitre and Racine, the Romantics Holderlin and Walter Scott, ot
the Post-Impressionists van Gogh and Gauguin? A simple way out
of the difficulty was usually found: the greatness of such attists was
recognized, but only despite their association with the above-
mentioned movements, only in so far as and to the extent that
elements of realism could be detected in their work. But can such'an

-on such considerations and judgements, upon attistic production,
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approach do full justice to the problem? Did not Classicism,
Romanticism, and Impressionism contain their own, their specific
artistic truths side by side with their specific historic and aesthetic
limitations ? Was not Racine’s greatness at the same time the great-
ness of the classical ideals of morality and humanism embodied in his
tragedies ? Was not Holdetlin’s greatness connected with the magic
of the poetic dreams of revolutionaty Romanticism ?

In the next issue of the journal there was a reply by one of the
leading cultural policy-makers of the German Democratic
Republic, saying that Fradkin’s article made ‘a big citcle’ round
the subject without touching the heart of the matter.

It sets forth a few, to put it mildly, highly subjective ideas of the
authot’s. . . . He looks backwatds in seatch of an allegedly necessary
post facto revision of previous judgements. There is, for example,
thatpoor innocentlittle flower, decadence. . . unless we ate mistaken,
important Russian artists and thinkers such as Saltykov-Shchedrin,
Stassov, Plekhanov, and; not least, Maxim Gotky wotked to expose
and condemn the phenomenon of decadence, partly in their own
time, pattly in the yeats that followed. . . . For vatious reasons, the
decadence of boutgeois art which began in France towards the end
of the last century was able to exercise a terrible and destructive effect
on the development of the arts in Getmany. . . . We should be
grateful if Soviet art historians helped us to atrive at a genuinely
scientific analysis of that decadence. . . . Artistic scholarship should
not ahdicate its right to judge works of art in the light of their ideo-
logical and political content and their aesthetic quality. Neither
should official cultural policy cease to have a ditect influence, based

making individual artists conscious of errors and shortcomings in
their work and, in special cases, intervening administratively, as
bappened in the Soviet Union with Botis Pasternak’s novel. . . .

I have chosen this example because it shows vety clearly the
contrast between the two main schools of thought within the
Marxist world today. Ehtrenburg judges differently from
Gerassimov. Att journals edited by Italian, French, and Polish
Communists differ considerably from those published in the
German Democratic Republic. In the Soviet Union, 2 modern
sculptot like Neizvestny opposes the old academic paintets.
The tendency is becoming more and more pronounced not to
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lay down artistic ideas by dectee but to form them and let them
develop in the process of work, in the free play of movements
and methods, in a diversity of argument and discussion. A
new art does not come out of doctrines but out of works.
Aristotle did not precede the works of Homer, Hesiod,
Aeschylus, and Sophocles: he detived his aesthetic theories
from them.
As a greater wealth of means of expression becomes available
to us, 2 common element will emerge mote clearly. The anti-
thesis ¢ critical realism — socialist realism’ is an over-simplifica-
tion, but it implies an essential truth. Against the definition of
socialist realism as a method ot style, the question immediately
comes to mind: whose style, whose method? Gorky’s or
Brecht’s? Mayakovsky’s or Fluard’s? Makarenko’s or Ara-
gon’s? Sholokhov’s or O’Casey’s? The methods of these
writers are as different as they can be; but a fundamental
attitude is common to them all. ‘This new Socialist attitude is
the result of the writet’s or artist’s adopting the historical view-
point of the wotking class, and accepting socialist society, with
all its contradictory developments, as a matter of principle.
Fven the most uncompromising desire to be objective, to
show society in all its intricacy and reality “as it really is®, can be
only approximately fulfilled, and even then only in a way that
escapes proof. Franz Kafka was aware of this when he wrote:
“Only a patty to a case can really judge, but, being a party, it
cannot judge. Hence there is no possibility of judgement in the
world but only the glimmer of a possibility.” Kafka was right to
see that no one can perceive or judge except from a specific
standpoint, and that adopting a standpoint, whether deliberate
or unintentional, means taking sides. Therefore only one of the
parties to a dispute can really judge. But when Kafka.ac.lc_ls that,
being a party, it cannot judge, he overlooks the possibility .of a
committed view which nevertheless, in broad outline, coincides
with social reality. You can choose a viewpoint from which you
will see nothing but fragments slipping into oblivion, or one
from which you can survey a wide range of reality in the process
of creating new realities. The glimmer of 2 possibility” of
judgement that Kafka speaks of can be the glimmet of a dying
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nightlight — or the first light of dawn. And so the source of light
will determine the value of the judgement, its degree of approxi-
mation to the truth.

~For example, the judgement of Stendhal, the Jacobin, upon
the post-revolutionary social reality of his time was incom-
patably truer than that of the backward-glancing Romantics,
not only because he had mote talent than they, but also because
his chosen viewpoint enabled him to see further and more
clearly. Certainly it is true that even Stendhal, the major pro-

. gressive writer of his time, was incapable of objectively

presenting the total process of reality, and retreated again and
again, quite consciously, into subjectivism. The most that can
be hoped for is that the viewpoint chosen by the artist will
partly coincide with the development of social reality.

In our age a possibility of far-reaching objectivity is offered
by taking sides with the working class and with the national
struggles for independence — by adopting the viewpoint of an
undogmatic Marxist. Certainly, it is only a possibility: in order
to present reality in the process of developing, it is not enough
to be convinced of the victory of socialism or to have a
knowledge of general social principles. It is necessary to present
the forms of transition ~ of change — in all their contradictory
concreteness. Much as a grand vision is needed to cast the
‘glimmer’ of a light required for true judgement, all objectivity

. is jeopardized if the writer’s desire that tomotrow and the

day after tomorrow should fit exactly into a preconceived
pattern obscures his view of today; if a wall of dogma,
supposed to make his viewpoint ‘unassailable’, in fact blinds
him.

Socialist realism — or rather, socialist art — anticipates the

‘future. Not only what has preceded a particular historical

moment, but also what will succeed it, is woven into its fabric.
Facts do not alter, but the reality of a moment does alter
depending on one’s viewpoint. What was once the future
merges in the mind with a past event and, by so doing, not only
influences the memory but also. reveals and, as it were, com-

" pletes the reality which was partially concealed at the time. The

prophetic component, often condemned in the name of
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Johannes R. Becher was right when he wrote:

When we speak of socialist realism and when we struggle to arrive
at a definition, we should not over-complicate and so confuse the
issue. The concept of socialist tealism is contained in very many

socialist—realist perspective in Schiller’s lines:
On wings tise bravely ~
High above your time
And faintly in yout mirror |
May the future dawn.
And Brecht wrote: e

Dreams and the golden “if”

Conjure the promised sea

Of tipe corn growing.

Sowet, say of the harvest

You will reap tomorrow

That it is yout own today.

These two staternents alone might suffice to define the nature of

socialist realism.,

Becher over-simplifies the problem somewhat, because,
while Brecht’s concrete manner reveals a realistic vision of
socialist art, that is not true of Schiller’s universally utopian
view. The age of Romanticism was rich in social utopias and
propheticanticipation, but everything that lay between “today’
and ‘the day after tomorrow’ was vague. Socialist art cannot
content itself with blurred visions. Its task is, rather, to depict
the birth of ‘tomorrow’ out of today, with all the attendant
problems. The transition to socialism in all its complexity of
interactions and its great variety of unexpected situations is by
1o means as straightforwatd as cettain simplifiers would have
us think.

The socialist artist and writer adopts the historical viewpoint
of the working class. But this does not mean that he is in duty
bound to approve every decision or action taken by whatever

sees in the working class the determining, but not the only,
force necessary fot the defeat of capitalism, for the growth of a

realism, has gained new force and dignity in socialist att. -

statements made before its actual theoretical birth. Thus we find a

party ot character represents the working class in his wotk. He -

_classless society and the unlimited development of material

_ malke a fresh start . . .”. True socialist realism is therefore also a

ART AND CAPITALISM I13

and spiritual forces of production to liberate the human
petsonality. In other words, he identifies himself funda-
mentally with socialist society in its process of growth ; whereas
!aourgeois artists and writers, if they are of any importance,
inevitably dissociate themselves from the world of the trium-
phant bourgeoisie. The socialist artist believes man’s potential
for development to be unlimited, without, however, believing
in an ultimate ‘paradise state’ — without, indeed, even wanting
the fmif.jful dialectic of contradiction ever to come to an end:

Golden age! You will never be. Yet across the earth
fly ahead of us! And may the sea return to the spring that was its
soutce.

Deep in the dreams of the wotld’s morning may the future’s face be
mirrored

and may legend become the goal of a mature race.
(E. Fischer: Elegien aus dem Nachlass des Ovid)

'This fundamental acceptance of the new society cannot lack a
ctitical component. What Matx said of proletarian revolutions
is also true of petiods when socialist societies are being con-
structed: ‘they ate . . . ever self-critical; they again and again
stop short in their progress; retrace their steps in order to

critical realism, enriched by the artist’s fundamental acceptance
of society and a positive social perspective. The artist’s
personality is no longer engaged in a romantic protest against
the world that surrounds him, but the equilibrium between the
‘I’ and the community is never static; it must be established
again and again through contradiction and conflict.

Socialist art, different in its attitude from the art of the
capitalist wotld, requires always new means of expression. In
his comments on formalism, Bertolt Brecht wrote:

It would be sheer nonsense to say that no weight should be attached
to form and to the development of form in art. Without introducing
innovations of a formal kind, literature cannot bring new subjects or
new points of view before the new strata of the public. We build out
houses differently from the Elizabethans, and we build our plays

T-&
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differently. If we wanted to persist in Shakespeare’s method of any ast of the past. Do not be discouraged by obstinacy and
building, we should, for instance, have to ascribe the causes of the mistakes, checks and tevetses. Bertolt Brecht’s ‘In Praise of
First Wotld War to the desite of an individual (Kaiset Wilhelm) to Dialectics* applies in this as in every other situation.

assert himself, and that desire itself to one of his atms being shorter s e

than the other. Yet that would be absurd. In fact that would be {‘fyﬁou're stxll.hv.mg;, never say never.

formalism : we should be refusing to adopt a new point of view ina Thiat Is certain st cettain.

changed world merely in order to maintain a patticular manner of ngs will not stay as they are. ..

building. That being so, it is as formalistic to force old forms on a N b ) and

new subjectas new ones. . .. Itis clear thatsputious infiovations must ever becomes Before The Day Is Out.

be resisted at a time when the'most important thing is that humanity
should rub out of its eyes the dust that is being thrown into them. It
is equally clear that we cannot retutn to things of the past but must
advance towards true innovations. What immense innovations are
being wrought all around us now . .. how can attists portray it all
with the old means of art? :

New means of expression ate needed in ordet to depict new
tealities. It is doctrinaire to presctibe that socialist art must
carry on all forms of bourgeois art, and particularly those of the
Renaissance and of nineteenth-century Russian realism. The
Renaissance produced magnificent attists; but why should
socialist art not also learn from Egyptian or Aztec sculpture,
from Fast Asian drawings and paintings, from .Gothic art,

. from the icons, from Manet, Cézanne, Mooze, Picasso? The
tealism of Tolstoy and Dostoyevsky is superb: but why should
not the socialist wtiter also learn from Homer and the Bible,
from Shakespeare and Strindberg, Stendhal and Proust,
Brecht and O’Casey, Rimbaud and Yeats? It is not a question
of imitating any style but of welding the most diverse elements
of form and expression into the body of att, so that it may
become one with an infinitely differentiated reality. All doctrin-
aire clinging to particular artistic methods, whatever they may
be, is at variance with the task of making 2 synthesis of the
tesult of many thousands of years of human development, and
depicting new content in new forms.

In the socialist world, a discussion of thesc matters has
begun which can no longer be halted. Freed by the clash of
opinion, att that is socialist in its content will — of this I am sute
— become richer, bolder, more all-embracing in its themes and
forms, its endeavours, and the variety of its movements, than




CHAPTER FOUR

CONTENT AND FORM

T'aE interaction of content and form is a vital problem in the
arts, and not in the arts only. Since Aristotle, who first posed
the question, and whose answet to it was as mistaken as it was
brilliant, many philosophers and philosopher—artists have
regarded form as the essential, the higher, the spititual com-
ponent of ast, and content as the secondary, imperfect com-
ponent insufficiently purified to attain full reality. Pure form,
such thinkers hold, is the quintessence of reality; all matter is
driven by an urge to dissolve itself in form to the maximum
possible extent, to become form, to achieve petfection of form
and therefore perfection as such. Everything in this wortld is a
compound of form and matter, and the more form predomi-
nates — the less it is encumbered by matter — the greater is
the perfection achieved. Thus mathematics is the most petfect
of the sciences, and music, they claim, the most perfect of the
arts, for in both of them form has become its own content.
Form is seen, rather like Plato’s ‘idea’, as something primary
in which matter strives to become absotbed — a spititual
principle of order that legislates over matter. This view
reflects the experience of the primitive potter: “First I made 2
form, and then I poured the amorphous mass into the pre-
pared form.”

Thhis view was developed in scholasticism and the philosophy
of Thomas Aquinas, which puts forward the idea of a meta-
physical world order. Every being, Aquinas taught, acts for
the sake of a metaphysical ultimate purpose. Otder — diversity
ordered in a unified way — presupposes finality; the idea of
order is a final principle. All beings strive towards their final
goal; all creatutes ate ordered among themselves because God
has created them. All beings except God are imperfect, and
within all beings there is a desire for petfection. This perfection
is given to the things of this world as an intrinsic potentiality,

|
|
|
|
|

‘unscientific observer might be tempted to regard them as the

- beauty-lover’s attention is not centred upon the crystalline
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and itis the nature of a potentiality to strive to become action or
fact. Hence the imperfect must be active in order to attain
per.fectlon. The action of each material whole is form: it is the
action principle. Every activity is accomplished through form
and every activity aims at perfecting the doer’s nature. Every’
creature attains, within the order of things, its own maximum
petfection by action suitable to its nature, i.e. by activity
corresponding to its natural form. The formal cause is identical
with t}‘le final cause; form is striving towards a goal, is fzality, is
the original source of perfection. Thus form is made identical
:w1th the essence of things and matter reduced to a secondary.
inessential place. ,

Many art theoreticians of the late bourgeois world detive
the%r confidence and their justification from such doctrines,
wh‘lch continue to influence the arts, the sciences, and the
p@losophy of out day in a variety of ways. If form is the law-
giver for. the whole of natute, then it must surely be the decisive
element in art, and content an inessential and inferior one. And
so, before we examine the problem of form and content in the
arts, weare bound to consider nature itself and to ask ourselves
what it means precisely to speak of the ‘form’ of natural

organisms and whether it is true that all matter strives towards
its final form.

Crystals

;Crystals. are thought to possess the most petfect form in all
inorganic natute. Looking at those marvellously ordered,
!:ransparenﬂy radiant formations, contemplating their fascinat-
ing regularity, admiring their austere beauty, one might indeed
come to think that in them inotganic matter has, as it wete,
become spititual by attaining a flawless perfection. A naive,

Works- of art of a creative Natute ot of a divine Creative Force.
Th:at is to say, he might well read something intentional or
deliberate into them. This temptation is all the greater as the

structure of all solids, which is often quite undistinguished, but
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* only upon a small élite of particulatly ‘noble’ crystals. And so
we ate told by some modern disciples of scholasticism that
crystals are ‘the embodiment of mathematics’, that the struc-
ture of the atom is ‘immatetial” to the crystal, that symmetry is
not due to the properties of the atoms of which a crystal is
formed but to a non-material, metaphysical crystalline lattice,
that the crystalline lattice is ‘beyond substance’, that it
represents the “formative otder principle’, and that form is
present as.an ‘idea’, 2 “wish for perfection’ in every crystal.
The substance is, they tell us, ‘consumed’ by the crystal; the
petfect crystal represents the ‘ideal’ crystal as purely as this is
possible in reality; it is really completely homogeneous, ‘out-
wardly a clear form, inwardly a differentiated unity’, in which
atoms are contained only asa * potentiality” butnotas a reality.
Does this metaphysical view cotrespond to the truth? Is
inorganic nature really subject to an autocratic “formal
principle’? Does form really make the crystal? Ot is the
crystalline form determined by atoms of matter having their
own specific properties ?

Tt would go far beyond the scope of this book to re-state the
- findings of modetn crystallography with any degtee of com-
pleteness. We must confine ourselves to a few charactetistic
examples: First: the structure of the atoms of which a crystal is
composed, far from being immaterial to the structure of the
crystal, actually determines it. Crystallographers today ate
often able to predict the crystalline structure of a given chemical
compound on the basis of the properties of its atoms. Let us
take the diamond, that radiant apotheosis of catbon which is
the strangest and most versatile of all the elements. The struc-
ture of the diamond, in which each carbon atom is tetrahedrally
surrounded by four adjoining atoms, corresponds exactly to
the structure of carbon with its four valency electrons. In
other cases, too, the molecular grouping of atoms has been
experimentally proved to apply to crystals. The crystal may be
regarded as a molecule which is, in principle, infinite, ot
conversely the molecule may be regarded as a crystal. Further:

that assigns to each atom its place in the crystal in order then to

it is by no means a metaphysically predetermined space lattice
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transform it into pure ‘potentiality’, or unreality. On th
contraty, the regular arrangement of the atoms i; entirele
detgrmped by their properties; what is known as the ‘s :
lattice” is me.rely the term for a specific relationship in SPZEZ
between §pec1ﬁc atoms. Any change in substance is immediftel
reflected in a change in the space lattice. v
Th'e space lattice, or more precisely the ordered complex of
a§spc1ated atoms, is certainly not static. It does not re rlz.sent a
rigid metaphysical ‘ otder principle’. The atoms ina cfystal are
by no means at rest but ate in a state of oscillating movemetit
Each state of movement has a corresponding temperatute.
The higher the temperature, the greater the movement and th(;
greater the average spacing of atoms in the crystal lattice. The

* expansion of thecrystal lattice means an expansion of the whole

crystalline system. This takes place in different directions to a
different extent, depending on the structure of the crystal. Asa
resul't, the crystal changes form. At a particular mome.nt at
meltmg—pom"c or at the point of metamorphosis quantit;r is
transformed into quality, and the crystalline structure changes
or collapses altogether. °
) What sort of a metaphysically predetermined order principle
is it, then, that changes with the properties of matter, with
tempetature, etc., that cannot impose conditions but is itself
governed by material conditions ?

Under cettain circumstances, matter goes from a disordered

into an ordered state and vice versa. Moreover, under certaini

conditions that are by no means spiritual but, on the contraty
highly material, atoms change their state of order. Thesé
changes, prepared by 2 gradual process, occur instantaneously:
particles of matter go suddenly from a chaotic state into zn
o_rdt?red one. Let us, for example, observe the crystallization of
hqmd.s. An indeterminate state between liquid and crystal is
peculiar to all liquids, provided that the smallest particles of
matter are not electrically neutralized. In methyl alcohol and
some other benzene detivatives, ordered groups form inces-
santly and are as incessantly broken up: this is a process of

‘crystallization which produces no permanent crystals. Similarly,

in the case of water, the low density of water suggests that thete
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ate certain energies opposing the maximum density of r'nol_ecu-
lar comptession (which is the characteristic feature of hqu{ds).
X-ray observations have shown that in water thfere. is a
tendency for a tetrahedral arrangement of molecules s1.rmlar. to
that of silica atoms in quartz. But when water changes into ice,
i.e. into a permanent crystal, its atoms are arranged according
to a quite different structural principle. ) .
Hence a crystal is not a “finished” or ‘final’ th.mg, not the

embodiment of 2 rigid ‘idea’ of form, but the transient result of
continuous changes in material conditions. The processes .of
transition from non-crystalline to crystalline matter and vice
vetsa can be observed very cleatly in carbon dioxide. Catbon
dioxide crystallizes at low temperature. But the molecules
forming the crystal lattice remain in a state of rotaty movement
even at low tempetature, that is to say they are, as it wete, at the
teady to abandon their ordered state. Ina compound of carbon
and four hydrogen atoms, the hydrogen atoms adolit certain
positions at temperatutes below 18° centigrade (64.4° Fahren-

heit), but continue to oscillate inces santly. Attemperatures over

22.8° centigrade (73° Fahrenheit) these bydrogen. atoms pet-

form rotary movements which, as they increase, 1ncreas1r.1gly

disturb the order of the crystalline lattice and finally cause it to

collapse. : 1

What then is the propetty of atoms that enables them to take

up ordered positions under cettain circumstances ? Each atom
in a crystal has its radius of action, its space requirement. .Thls is
fot constant under all circumstances, which is to-say it is not a
metaphysical ‘order principle’; it changes when conditions
change, and obeys the dialectic law of interaction. The electric
charge of the atom plays an important part. Furthermore, the
radius of action increases in proportion with the so-called
coordination coefficient. The coordination coefficient expresses
the number of adjacent atoms ot ions equidistant from an
atom. This number may vary from 1 to 12. No case of an atom
being surrounded by more than th.:lve adjacent atoms is
known; hence the cootdination coefficient .of. 12 expresses the
‘highest ‘atom density’, which is characteristic of the metallic
elements. "The higher the coordination coefficient, the greater

“thete ate thirty-two in all. This suggests that the particular

1
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is the radius of action of an atom; in other words, the larger the
number of adjacent atoms, the more energy is required to keep
them off. The cootdination coefficient has a decisive effect on
the crystalline structure. And so we find that the crystal is
formed, not by a disembodied, form-creating crystal lattice,
but by the properties and interactions of its atoms. The atoms
and ions with their space tequirements make the crystal lattice;
matter constructs the lattice, and therefore also the crystal itself.

But what of the symmetry of crystals? Is there any explana-
tion for this other than the mysterious ‘will for form’, the
metaphysical otder principle? Unfortunately for the meta~
physicians, symmetry, too, is not a ‘creation of the crystal
lattice’ but depends on the properties of the particular substance
concerned. Without discussing all the symmetries possible in
the wotld of crystals, it should be pointed out that every
substance crystallizes in a particular symmetry class, of which

symmetry of a crystal is very closely connected with its atomic
structure. It could be argued that even if such a connexion
exists, the very fact of the existence of strict symmetties in the
ctystal world justifies the view that we are dealing here with the
‘embodiment of mathematics’, with a non-material law of
form. Tt is true that regular numerical ratios govern the world -
of crystals, that atoms of the same kind ate always found at the
same intervals, that only certain symmetries are possible, and
that all symmetries can be expressed by simple numerical
formulas. Anyone who finds this mysterious or takes it as an
excuse for believing in “finality’, putposive causes, or artistic
intentions on the part of nature or super-nature, should try to
imagine a world without regular laws or without a definite
system of interactions.-He would find that such a world cannot
exist except perhaps in his imagination. All existence is eo
ipso a specific existence, i.e. a system of specific interactions.
A specific arrangement of atoms can only exist because each
atom requires a certain amount of space or has a certain radius
of action, which is dependent on its energy potential.

The existence of a specific arrangement of atoms implies that
atoms form groups at specific intervals within a specific
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equilibrium of attraction and repulsion, and that these intervals
have the mathematical natute of vectots and can therefore be
expressed in natural numbers. Nature does not su'bordjnate
itself to the laws of mathematical vectors, but vice versa:
vectors are an expression of natural relationships. What we
call symmetries ate precisely this: seties of regulat intervals,
i.e. specific relationships between specific atoms. These
symmetties apply to the wotld of crystals, not because mathe-
imatics would have it so, but because it is the natural property of
atoms to form groups at certain intervals under cettain con-
ditions. Long before mathematics calculated all posAsﬂ?le
symmetries, there was nature which produced those symmetries
out of the propetties of atoms. It is not mathematics but nature
which is primary.

Ornaments

Otnaments are in att what crystals are in nature. They ate 2
form of att in which only vectors — intervals of the same kind —
are used. Ornamental art was first developed by the Egyptians,
who wete also highly creative and original in the field of

all later types of otnamentation can be traced back to 'ancient
Egypt. The British Egyptologist Sit Flinders Petrie points out
that it is extremely difficult, if not impossible, to find any
ornamental pattern that has atisen independently and could
not ultimately be traced back to basic Egyptian fotms. Such

mathematics bas concerned itself with ornamental art as well as
with ctystals, and has calculated the same possible symmetties

mathematics; and this eatly ornamental-art was so petfect that

. fitmet is its equilibtium, i.e. its structure. And so what we call

ornamental art is clearly a kind of graphic mathematics. It
preceded numbers just as mathematics preceded letters. One
might say it was the embodiment of mathematics in att. Group

for both. This, howevet, is not surptising. Surprising is only
the fact that man, without knowledge of the laws of the wotld of
crystals, discovered the sum total of nature’s symmetries and
put them into ornamental art. If we photograph crystalline
structures and supetimpose the pictures on each other by
projecting them on a flat surface, we obtain extremely beautiful
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ornamental patterns such as we know from Egyptian art. In
both cases the regularity is produced by vectors. In natute,
vectors are the expression of natural relationships between
atoms. But what gave human beings the impulse to introduce
vectors into ornamental art? Undoubtedly this impulse came
from land surveying, the mother of geometry; and the pleasure
that order gives to human beings must also have had something
to do with it. Yet this pleasure, this tendency to find ordered
things “beautiful’, has deepet causes. I have alteady pointed out
how rhythm, the repetition of the same sound-pattern, was
helpful to life and to work early in the history of man, and I
bave tried to explain why this was so. Now I should like to raise
the question whether the human mind, which reflects the
‘otrdet’ of human society, does not also reflect the ‘ordetr’ of
nature. Crystals, like ornaments, appeat “beautiful” to us —and
the more symmetry they possess, the more beauty we see in
them. This increase in beauty, proportional to the increase in
symmetry, cotresponds to the natural tendency of ctystals to
realize the highest degree of symmetry.

Such a tendency has been interpreted by metaphysicians as
‘upward sttiving’ and a ‘will towards form’. However, what
we find in crystals (and not only in crystals but also in atoms and
molecules and in matter of every kind) is not an ideal “sttiving’
or mystetious ‘will’, but a tendency towards maximum
equilibtium and consetvation of energy. The greater the
symmetry of a crystal, the more its enetgy is confined and the

symmetry is nothing other thanthe expression of a more or less
stable enetgy condition. The most stable atoms are those of
the noble gases. (such as helium or argon). It is precisely these
atoms which have the highest degree of symmetry in their
electron-shell structure. Similarly, in the world of crystals, the
most stable structures are those of the highest symmetry,
namely cubic and hexagonal.

Thete is no such thing as a “will towatrds form’. It could be
claimed with equal.justification that there is a ‘will towards
formlessness® or a ‘will towards chaos’. Both claims are
deceptive. Wozrds should not be misused.
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Goethe once said:

Theideaof metamorphosis is amost respectworthy, but alsoamost
dangerous gift from on high. It leads to formlessness, destroys
knowledge, dissolves it. It is like the vis centrifuga and would become
~ lost in the infinite were we not provided with its counterweight:

1 mean the urge towards specification, the tough persistence of
what has once become reality, a vis centripeta which cannot, in its
deepest essence, be affected by anything extetnal.

This expresses, in both poetic and philosophical form, the
two mutually contradictory, fundamental tendencies of nature
and reality. What Goethe calls the vis centrifuga and Hegel calls
‘repulsion’ is the tendency of particles of matter to fly out into
the infinite at constant velocity — the tendency towards
evaportation and dissolution. This tendency is counteracted by
the vis centripets, the Hegelian ‘attraction’, the tendency
towards association, unification, the forming of groups, the
agglomeration of energy. Both tendencies operate in all
organized, ordeted matter: the consetvative tendency, the
“tough persistence’, the clinging to a form of organization once
it has been achieved, inertia: and the revolutionary tendency,
perpetual movement, the inability to remain at rest, the con-
tinnous change of state. Without the infinite contradictions of
these two tendencies and without the constant removal of
contradiction by the states of relative equilibrium attained by
mattet and enetgy there would be no reality, since reality is just
that: a state of suspended tension between being and non-being, in which
both being and non-being are unreal and only their incessant interaction,
their becoming, is real.

The dialectic relationship between form and content can be

observed very precisely in crystals, i.e. in the structure of solid,

ordered matter. What we call form is only a specific grouping, a
specific arrangement, a telative state of equilibrium of matter;
it is the expression of the fundamental conserving and conserva-
tive tendency, the temporary stabilization of matetial condi-
tions. But content changes incessantly, at times imperceptibly,

at other times in violent action; it entets into conflict with

the form, explodes the form, and creates new forms in which

- we may generally recognize the conservative tendency in the

CONTENT AND FORM 125

the changed content becomes, for a while, stabilized once
more.

Form is tI.le manifestation of the state of equilibrium
attained at a given time, The inherent characteristics of content
are movement and change. We might, therefore, though it is
certainly a simplification, define form as conservative and
content as revolutionary.

Living organisms

The fundamental tendencies of nature ate most readily
detectable in the relatively simple relationships of inorganic
matter; they become more complex as the substances become
more complex. In the organic world, heredity is the conserva-
tive tendency, and variation the revolutionary one. In human
society, which has risen above nature and evolved its own laws,

telations of production, that is to say in the forms taken by
production, and the revolutionary tendency in the productive
forces, ie. in the developing, forward-thrusting economic
content of all social formations. Always and everywhere, the
form, structure, or organization-that has already been attained -
offers resistance to the new — and everywhere the new content
bursts the confines of old forms and creates new ones.

Living organisms assimilate the conditions of the outside
world in a variety of ways. This assimilatioh of extetnal con-
ditions and their transformation into internal ones, this
absorption and digestion of the outside world (not only of
nourishment but also of an entire system of relationships) is
oneof the essential characteristics of living matter. For example
in the roots of plants the force of gravity has been transformeci
from an external into an internal condition. Like all mass, the
root obeys the law of gravity — it “falls® towards the centre of
the earth — but it does not simply “fall’, it grows towards the
centre of the earth with a force several times greater than
gravity. Gravity has here become a ‘stimulus’ producing a
chain of inner processes and reactions. The ditect effect of
gravity becomes an indirect one.
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The formation of a plantis the sum of a series of form changes.
Fach of these changes comes about through a process of
itregular growth which may often be extremely inconspicuous
and slight. It may, for instance, consist in the local growth ofa

cell wall or in one side of an organ developing more strongly
than the other, etc. These processes can be promoted of
inhibited at will by altering the conditions, e.g. by itradiation or
by special nourishment, and this will substantially affect the
form of the plant. T'o consider just one example of the extent to
which conditions of metabolism can affect the formation not
only of plants but of animals, Hartmann has expetimentally
proved that all the young of the marine worm Opbryotrocha
puerilis are males. If their body grows to mote than fifteen or
twenty segments they become females, their form changing
considerably. If these animals are starved, not only do all the
males remain males but those which were already females
shrink back into males. The same result is achieved by increas-
ing the proportion of potassium ions in the nuttitive liquor.
Thus in this particular case the metabolism conditions deter-
mine not only the form but actually the sex of a biological
organism.

This extraordinary adaptability and changeability of biologi-
cal mattet is counteracted by a conservative, form-retaining
tendency. Ifa biological organism has adapted itself to relatively
stable conditions and has found a form of relative equilibrium
with the outside wosld, that form is then preserved in each cell

stability of form no biological organism could exist. This has
nothing to do with sttiving towards an end. It metely means
that any living organism unable to offer resistance to the
surrounding world must disappear after a very brief period of
existence, in the same way as many chemical compounds
disintegrate almost as soon as they are formed. Only those
organisms that are capable of existence — i.e. those that are
adaptable and resistant at the same time — survive. The cell
nuclei, in which the structure of an organism, the entite
system of its interactions, and its ‘form’, are preserved, show a
considerable capacity for tesistance, and maintain a “stubborn

nucleus and transmitted by heredity. Without such relative -

\ ;
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' 'The problem of form and content in social reality, though it

material and spiritual needs of Homo sapiens. ‘The forms in
V-Vhich this process takes place — social organization, institu-
tions, laws, ideas, prejudices — ate highly varied. For a
certain time they correspond to the state of the forces of
production, then they come into conflict with those forces,.
begome rigid and out of date, and must be renewed again and
again.
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conservatism’ against the outside wotld. And yet this “heredi-
tary mass ? is not unchangeable and exempt from all interaction
with the outside world - any more than the crystal lattice is
‘bfﬁyond substance’ or reptresents an ‘extra-spatial order
principle’.

The ‘form’ of living organisms is notimmutable. If we givea
plant 2 new ‘content’ (by changing its nourishment in the
broadest sense, by cross-breeding, or by grafting, all of which
amounts to no more than establishing a special new kind of
metabolism by imposing new external conditions in a concen-
trated manner), its form will change too. And though the
tendency to revert to the old form is vety strong, new forms
nevertheless become firmly established in their turn and
'fthuired characteristics can under certain conditions be
inherited. Goethe’s words in praise of nature still apply: It is
fo.re‘:7er changing and not for an instant is there any standing
still in it. It has no notion of temaining, and it has put its curse
on everything static. . . .” Form, ‘standing still” in a relatively
stable state of equilibrium, is always liable to be destroyed by
the movement and change of new content. :

Sociezy

occurs on a different level and under much more complex con-
ditions than in organic or inotganic nature, is fundamentally
the same. The content of society is the production and repro-
duction of life, ranging from the simple fact that human beings
must eat, drink, and be housed and clothed, to the vast array of
modern tools, machines, and productive forces: it is the
deliberate adaptation of the outside world to the growing

S T s e e
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Karl Marx pointed out in the preface to The Critique of
Political Economy:

Ata certain stage of their development, the material forces of pro-
ductionin society comeinto conflict with the existing relations of pro-
duction, or — what is but a legal expression fot the same thing — with
the property relations within which they had been at work before.
From forms of development of the fotces of production theserelations
turn into theit fetters. Then comes the period of social revolution.

Marx and FEngels both watned against dogmatic and
mechanistic over-simplifications of their fundamental thesis. In
aletter to Joseph Bloch, Engels wrote: ‘

duction of real life are, i the Jast instanse, the determining factor in
histoty. Neithet Matx nor I have asserted mote than that. If anybody
twists this into a claim that the economic factor is the only determin-
ing one, he transforms out statement into 2 meaningless, abstract,
absurd phrase. The economic situation is the basis, but all the factots
of the superstructute ~ political forms of the class struggle and its
results, constitutions adopted by the victotious class after winning a
battle, forms of law, and, more than that, the reflections of all these
real struggles in the minds of the people involved, political, legal, and
philosophical theoties, religious views both in ‘their early and their
more developed, dogmatic form — all these factors also influence the
course of historical struggles and in many cases play the dominant
role in determining their forzz.

And again, in aletter to Starkenburg:

Political, juridical, philosophical, religious, literary, and artistic
developments, etc., ate based on economic development. But, in
addition, they all react upon one anothert and also on the economic
basis. The economic situation is not an original cause which alone is
_active while all else is merely passive effect. Thete is, rather, mutual
action on the basis of economic necessity, which always proves the
determining factot i the last instance.

crystals tepeated in the human wotld. In principle, however,

According to the materialist view of histoty, production and repto- -

The interactions within society are infinitely more complex
than those in organic ot inorganic nature, and it would ‘be.
foolish to try to find the conditions governing the world of
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the laws- of dialectical contradiction between the conservative .
tendencies of form and the tevolutionary tendencies of content
apply to .human society as well, and new, telatively stable states
of equxl}brium occur again and again when the relations of
producttor.J coincide with the forces of production.

The ba515: content of society (i.e. the forces of production -
human beings with their tools and their ever-increasing
kn.o.wledge of production, but also with their material and
spititual needs) is constantly changing and developing. The
forms of soc.iety show a tendency to remain stable, to be passed
flo?vn as an inheritance from generation to generation. Always
it is the ruling classes with their political and ideological
machinery that cling to the traditional forms and make enot-
mous ePf'orts to invest them with the chatracter of something
etetnal, immutable, and final. And it is always in the oppressed
clas:scs that new forces of production rise in revolt against
antiquated production relations. The opptessed classes see
nothing sacred or morally superior in the traditional forms but
only a handicap to human progress. Of coutse it is not easy even
for the oppressed classes to escape the influence and authority
of traditional forms, which affect the consciousness of all
membets of society alike. To develop a political and economic
class consciousness that runs contraty to predominant views
and conventions is extremely difficult.

Any ruling class which feels threatened tries to hide the
content of its class domination and to present its struggle to save
an outdated for2 of society as a struggle for something ‘ eternal’
unassailable, and common to all human values. Hence the’:
defenders of the bourgeois wotld do not speak today of its
‘capltglis-t content but of its democratic form, though this form
is crac_kmg at every joint. They try to divert attention from the
J:llStO{.‘lC st‘rugglc between capitalism and socialism by trans-
‘ forrnmg it, in people’s .minds, into a struggle between

‘democracy’ and “dictatorship’. The fact that social forms do
influence the content of a society and of the lives of its members
helps them in this. The merely formal character of bourgeois
democracy is obvious; yet people who suffered under Fascist
tule found that even formal democracy, even the fagade of a
T-r
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legal and political system, was important, so that its 1os.s meant
a loss of true content. Further, the difficulty of evolvmg new
forms commensurate with the new social content ach_teve.d
through the victory of the working class — of evolving, tha:c is
to say, a new democracy that is not formal but act.ual and social-

ist — makes it easier for the defenders of capitalism to present
their clinging to an old social content as a struggle to preserve
hallowed forms of existence, forms glorified as though the-y

wete the only content of life worthy of humanity. I point @s
out to emphasize how complex is the interaction between basis
and superstructure — between social content and social forms —
and also to remind the reader of the temporary preponderance
which traditional forms can gain in the minds of innumerable
human beings. )

" In order to save an outdated social content, the ruling c.las_s
adopts protective postures towatds old forms — although it is
always prepared, at a ctitical moment, to abandon th.ese in
exchange for undisguised dictatorship. At the same time it
tries to cast suspicion on new forms — which may not yet have
attained full matutity —and so to damn the new social content.
It is becoming more and more e.rnb.arrass_lng to glorify ot
justify the old social content of capitalism Wlth all its attendant
disasters. And so the champions of capitalism now defend
“only” its social and political forms of expression. This tendency
to overlook the content, this emphasis laid on form as though

" it were the cssential thing, indeed the only thing worthy of
attention, has also affected a large section of t}}e uneasy
intelligentsia in the capitalist wotld and has brought into being

the phenomenon of ‘formalism” in the sphere of the arts, This

is not really a question of the means.of art.istic expression gfqr
there can be objection to experimenting with new r‘neans) ; itis
a question of the deepet, more general problem of f-ormahs.m
as a phenomenon typical of a social form no longer in keeping
with the times, typical of the fact that a ruling class has outlived
itself.
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Subject, content, meaning

Thave tried to show how the problem of content and form is not
merely. confined to the arts, and how the idea that form is
primary and content secondary is a typical reaction of every
ruling class when its position is threatened. Let us now, within
this general framework, go on to examine the question of
content and form as it occurs specifically in the atts, bearing in
mind that the arts have theit own socially conditioned laws
and problems. .

Fitst we must consider the concept of content in literature and
att. I's the term too vague ? Does it refer to the theme or subject
of a work of att, or to its meaning or message ? (But perhaps the
term ‘message’ smacks too much of propaganda, and we
should speak only of the meaning of a work of art, the meaning
which is not revealed in the work’s details but in it as 2 whole.)
Although subject and meaning are often mutually connected,
they are nevertheless not the same thing. T'wo artists or writers
may interpret and treat a subject so differently that their works
will have hardly anything in common. The choice of subject s,
of coutse, very important, and through it, among other things,
we may often recognize the artist’s or writer’s attitude, Goethe
knew exactly what he was doing when he chose the subjects of
Fanst and Gérg. They were subjects directly related to a decisive
period in German history, to Germany breaking away from the
Middle Ages. But the same subjects can be given a totally
different content. (We need only tecall the treatment of the
Faustus theme in Marlowe, Lessing, Lenau, Grabbe, Thomas
Mann, and Hanns Eisler.) The subject alone does not determine
a particular form; but content and form, ot meaning and form,
are closely bound together in dialectical intetaction.

Subject is raised to the status of content only by the artist’s
attitude, for content is not only what is presented but also fow it
is presented, in what context, with what degtee of social and
individual consciousness. A subject like ‘harvest’ can be
treated as a charming idyll, as a conventional genre picture,
as an inhuman ordeal or as the victoty of man over nature:
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everything depends on the artist’s view, on whether he speaks Excreta; he‘ devours himself, for he has no other bread than his
as an apologist of the ruling class, a sentimental Sunday ngerf). Heis dreadfully tired, for there is always a block of stone that
tripper, a disgruntled peasant, or a revolutionary socialist. must be dragged to this building or that, a block of six or ten ells;

always there is a block that must be dra i

! gged, this month or next, all
’ici'xet:vai 'ccC:1 th;:1 top I?f the scaffolding Wher: the bunch of lotus flowets
7 ) ‘ attached when the house is finished. When the work is quit
How the meaning of a Mb/en‘ cbaﬂge_r he goes home if he has bread, and his children have been ?:;riiclleosrslf;

In the arts of ancient Bgypt, men at work wete a constan dy ‘beaten duting his absence.

tecurring subject. Mural paintings represented peasants Some of this spitit of social criticism and discontent d

ploughing and sowing. The labouring peasant was generally the visual arts of Egypt and found expressionina strikipreiz -
presented from the master’s point of view. The master’s eye of realism. It is to the eternal glory of Egyptian art thng' Oéﬁ
rested with satisfaction on the swarms of men working on his ~ notonly create monuments to the ruling :lass butals 'at:lltd d
behalf; the peasant was not the subject of his own activity but among its subjects those who worked, the downtr Odlg . ed
an object for the observer, who knew that the harvest was the humiliated ; that it answered Bertolé Brecht’s ‘Qzestie:nirlof

destined for his own granaries; and this manner of secing
created the apparent “objectivity” of Egyptian art. The ruling
class always thinks that its way of secing is ‘objective’, that is
to say, that it corresponds to the wotld order. For the ruler there
is no such thing as an individual peasant with individual needs;
there are only peasants as social units having no right to self-
expression but only a function, like a beast of burden or a
plough. These Egyptian paintings implied no contempt for

:tahReading Wotker’ thousands of years before Brecht wrote
em: ' '

Who k?uilt Thebes of the seven gates?
TI:le h.}story books give the names of kings.
Did kings carry the lumps of rock ?

The subject of work is a recurrent one in Egyptian art, but
el

I the content, the meaning of the recurrent th
wotk (as Greek wotks did later), only the unshakable con- stylized ‘objectivity” to subjective expressio;nz:;(éhf}fleg :tifzoi

viction that everyone has his predetermined place 4and function mann 2 )
inlife,anda profz)und belief 11113 the® pre—estab]li)shed hatmony’ of rea]isg),. changed too from a measured solemnity to 2 plebeian
a society organized according to ranks and castes. The world is In the art : _—
made like %hat, and behold, it is well made. As the style WOIthWhﬂes Soufb?leacsts.mlarll a;:i%tgj “rigﬂlfa?ésezloéﬁeg;rdefi asa
developed, a new element (or 2 very old one temporarily Grimani, the wotk of the Master of Nuremb & Breviarium
suppressed by the ruling class) began to appear: 2 kind of Renaissance art (Diiter, Griinewald, Riemensc};\ezg')d and-in
‘paturalism’ that disturbed the exptessionless, ‘objective’ others) the theme of work, and partic oot the m eider, and
tepresentation of the work being done. In paintings and friezes agricultural work, began Iy creep back int?; e IanY aspects of
labouters began to acquire features of individual suffering and longer based on serfdom, the workin classes'bn a soclety no
exhaustion. Social doubts began to spring up, and the stylized themselves felt in the arts. The peasaﬁtz:%s and artise a%f,n to rrliiake
manner began to give way to a critical one. We read in 2 processes began to demand artistic representation Sisdzllca)r sir:l%
papyrus: With this there was a tendency to idealize country.]jfe, to }rinake
Shall I tell you of the mason, how he suffers his wretchedness? it appear idyllic in contrast to the sophistications and vices of

He is exposed to all weathers when he builds, his body bared to the 1‘:he great wotld. This tendency, which was predominant
waist. His arms are weary from the work; his food lies between his in Baroque art, can be traced from Giorgione’s sleeping
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peasants. His shepherd-woman bears no resemblance whatso-
evet to the coy shepherdesses of Rococo and Baroque. §he
stands thete, dressed in a coarse, shapeless garment, leaning
exhausted on her staff, brooding dully, the wretched ghost of 2
human creature. Or take the corn gleaners: no faces are to be
seen, only bowed backs, heads almost touching the ground,
hands grubbing in the dust, degraded figures emptied of all
anity.

hu'rII‘]he szyme bowed backs, the same heads, but still more.drfaad—
fully, more hopelessly bent earthwards, recur in the paintings
of van Gogh, who began by copying Mﬂl.et and who in the
loneliness of his genius went far beyond him. ‘I can tell you
that I sketched the ten pages Travans des champs by Millet, and
that I have quite finished one. . . . Besides I have madea dr’alw—
ing of the Angelus, after the etching which you sent me,’ he
wrote to his brother in 1880. Later, in a letter which describes
his purpose in his own painting:

When you come again to the studio, I think you will see pretty soon
that, though I do not speak so much any longer abO'l}t :chat .plan of
making wotkmen’s types for lithography, I still keep it in mind. ...
1 have a sower —a mowet —a woman at the washtub —a seamstress —2
digger — 2 woman with a spade — the almshouse men —a %)enedxcrc.e
- a fellow with a wheelbarrow full of manute. Thete are stﬂl- more, if
necessaty. . . . The secret of Lhermitte must be fro other.:, 1 think, than
that he thoroughly knows the figure in general, that Is, the sturdy,
serious workman’s figute, and that he takes his subjects from the

about that — one must work, and try to come as far as possible.

And finally:

This one thing is still there ~ this faith —youfeel inst}'nctively thatan
enormous amount is changing and everything is going to change -
we ate living in the last quarter of a centuty that will again end witha
tremendous trevolution. But even supposing that at the end of our
lives we may see the beginning of it — we certainly shall not see those
better times of clear air, the whole of society refreshed, after that
great storm.

This then is how van Gogh worked. He took his motifs

very heart of the people. To attain his height - one must not speak !

“strength — and then the earth will drag him down, a thing

- ‘life” of inanimate objects with ever-increasing intensity, to

-the American oil bandits and dollar kings, the bankers parading
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from the ‘heart of the people’, sensing enormous social
changes ahead; he lived before the great storm, filled with the
bitter knowledge that he would not live to see ‘those better
times of clear air ... after the great storm’. In those days
before the great storm, working people were oppressed and
ill-treated (van Gogh was immensely moved by Zola’s
Germinal and Ear#h), and only the little time they could spend
away from their work allowed them to be human beings at all.
Van Gogh’s Reaper is even further removed from Brueghel’s
than Millet’s is. The young peasant, his body wrenched and
twisted by his work, is completely alone: the motif of loneliness
declares itself, the abandonment of the lonely individual
struggling to scrape a living, always threatened, never assured.
His face beneath the coarse mop of hair that is as yellow as the
corn itself expresses both effort and exhaustion; another
moment, and this reaper may become too heavy for his own

among inanimate things. These #bings are more powerful than
man; it is as though they had awakened to a demonic life of
their own. This is no longer the static mass of corn that Brueghel
had painted; it is a field gripped by a fever, a field aroused and
shaken by a strange tremor. Van Gogh was to discover this

catch them red-handed as it were — the chair that no one is
sitting in now (once Gauguin had sat in it), the landscape with-
out any people in it, a world deserted and charged with dyna-
mite — and behind it the immense sun that may, one day, shine
upon men as well as things. A great revolution would come;
but the painter of this volcanic age would not — of this van
Gogh was sure —live to see those “better times”.

Bowed backs, bent heads, humiliation and degradation of
workers and peasants — these, too, wete the subjects of the
great Mexican painter Diego Rivera. But he also painted those
who humiliated and degraded them, with 2 punishing hatred
like that which had inspired Daumiet’s merciless drawings;
he painted the Spanish oppressors and the ‘rich man’s meal?,

their Bibles and the high-class whores flaunting their bosoms.

s
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,lsubjectivity. The wotld in which El Greco lived and what we

< know of his own attitude tend to support the second view. I
' have omitted argument and proof so as not to overload the
. example. But it seems appropriate at this point to mefltion the
- difficulty of arriving at accurate interpretations at any time. One
must always ask what the artist himself wanted to say. But even
if the answer can be supplied (which is seldom the case), the
~ second question must inevitably be: “Why did he want to say
this?’ What external forces, what influences peculiar to his
time was he obeying, consciously ot unconsciously? Was he
not ‘overpowered by his own unconscious? Does not the
meaning he wanted to put into the work conceal a deeper one,
a meaning that is, in the last analysis, social — and tha.t may
contradict the artist’s intention? What objective ctiteria can
the observer refer to? A wotk of art is steeped in the atmos-
phere of a period and a personality. But does that atmosphere
remain unchanged after centuties? Does not the wotk itself
become different in a different wotld ? Is not the judgement of
postetity often truer than that of contemporaties? Cannot
something that was no more, at the time, than a faint presenti-
ment of the future, have suddenly and startlingly become
"today’s present? The artistic quality of a painting can be
discussed objectively, but its meaning allows of many different
readings. Thete was an ‘El Greco’ of the sixteenth centurys
‘then, for a long time, there was none; today there is an ‘El
Greco’ of the twentieth, Always we reach out for what we
need, and a work of art is never a thing in itself. It always
tequires an interaction with a spectator. We discover the
meaning of a wotk: but we also invest it with one.

. But whatevet the meaning of the picture;(and many works of
art allow of different interpretations as times change), it is
always more than the mere subject matter (e.g. © storm clouds
gathering over a city’). A naturalistic painter might treat ‘the
same subject in sucha way that his painting would mean nothing
mote than a real, ‘natural’ storm over a real, ‘natural’ city.
The observet would then have no more to do than to
acknowledge the accuracy with which the artist had recorded a
storm. This reduces the content or meaning of the picture to a

..own ‘surprise and annoyance’ that real beetles surpass painted

_teproduce nature, and its meaning and content cannot metely

*worth considering, for the choice of subject reflects prevailing
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minimum, namely the degree of likeness achieved. The work of.

artbecomes a mere copy of reality, seen from the outside, devoid
of content or ideas, without itself amounting to a new and
important reality. It can still be a well-painted picture, and
therein may lie its 7aison d’étre — but what is the deepetr meaning
of a work of art if it does nothing mote than copy ot record the
phenomena of nature, if it does not discover, reveal, ‘catch
objects red-handed’? In his study on Truth and Verisimilitude
of Works of Art Goethe wrote, using as his point of departure
the classical anecdote told about a painting by Zeuxis:

You surely remember the birds that flew down to pick the great
master’s cherries. — Well, does that not prove that the cherties were
excellently painted ? — Not in the least; it proves to me, rather, that
those amateurs of chetries were teal spatrows. — But need that
prevent me from considering the painting excellent? — Shall I tell
you a newer story? — I would generally rather hear a story than a
piece of reasoning. — A great scholar of nature possessed among his
domestic animals a monkey, which he once missed and later found
again, after a Iong search, in his library. The brute was sitting on the
floor and had scattered atound itself the coppet-plate prints of an
unbound wotk on natural science. Astonished at such zealous
scholarship on the part of his pet, the mastet approached and found
to his surprise and annoyance that the greedy monkey had eaten all
the beetles it had seen depicted hete and there. . . .

The greedy monkey will doubtless have discovered to his

ones in taste and nutritive value — in othetr words, that natuteds
always more ‘natural’ than art, and that art cannot hope to
achieve, in this respect, what nature so stalwartly performs.
And so it clearly cannot be the goal and purpose of art to

be a matter of likeness. :

But important as it is to recognize that the meaning and
content of a work of art go beyond its subject matter, it is
no less essential to grant the subject its due share of import-
ance. The evolution of subjects in literature and the arts is well

social conditions and social consciousness. The change from
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- difficulty of arriving at accurate interpretations at any time. One
must always ask what the artist himself wanted to say. But even
if the answer can be supplied (which is seldom the case), the
second question must inevitably be: “Why did he want to say
this?’> What external forces, what influences peculiar to his
time was he obeying, consciously or unconsciously? Was he
not ‘overpowered by his own unconscious? Does not the
meaning he wanted to put into the work conceal a deepet one,
a meaning that is, in the last analysis, social — and that may
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something that was no mote, at the time, than a faint presenti-
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then, for a long time, there was none; today there is an ‘El
Greco’ of the twentieth. Always we reach out for what we
need, and a work of art is never a thing in itself. It always
tequires an interaction with a spectator. We discover the
meaning of a work: but we also invest it with one.
. But whatever the meaning of the picture:(and many works of
art allow of different interpretations as times change), it is
always more than the mete subject matter (e.g. “storm clouds
gatherting over a city’). A naturalistic painter might treat the
same subject in sucha way that his painting would mean nothing
mote than a real, ‘natural’ storm over a real, ‘natural’ city.
The observer would then have no mote to do than to
acknowledge the accuracy with which the artist bad recorded a
storm. This reduces the content or meaning of the picture to a
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minimum, namely the degtee of likeness achieved. The work of,
attbecomes a mere copy of reality, seen from the outside, devoid
of content or ideas, without itself amounting to a new and
important reality. It can still be a well-painted picture, and
therein may lie its raison d°¢re - but what is the deeper meaning
of a work of art if it does nothing more than copy or record the
phenomena of nature, if it does not discover, reveal, “catch
objects red-handed’? In his study on Truzh and Verisimilitude
of Works of Art Goethe wrote, using as his point of departure
the classical anecdote told about a painting by Zeuxis:

You surely remember the birds that flew down to pick the great
master’s cherries. — Well, does that not prove that the chetries wete
excellently painted ? — Not in the least; it proves to me, rather, that
those amateurs of chetries were real sparrows. — But need that
ptevent me from considering the painting excellent? — Shall I tell
you a newer story? — I would generally rather heat a story than a
piece of reasoning. — A gteat scholar of nature possessed among his
domestic animals 2 monkey, which he once missed and later found
again, after a long search, in his libraty. The brute was sitting on the
floor and had scattered around itself the copper-plate prints of an
unbound work on natutal science. Astonished at such zealous
scholarship on the patt of his pet, the master approached and found
to his surprise and annoyance that the greedy monkey had eaten all
the beetles it had seen depicted here and there. . . . .

The greedy monkey will doubtless have discovered to his
own ‘surprise and annoyance’ that teal beetles surpass painted
ones in taste and nutritive value — in other words, that nature:s
always mote ‘patural” than art, and that art cannot hope to
achieve, in this respect, what nature so stalwartly performs.
And so it clearly cannot be the goal and purpose of art to -
reproduce nature, and its meaning and content cannot merely
be a matter of likeness. .

But important as it is to recognize that the meaning and
content of a work of art go beyond its subject matter, it is
no less essential to grant the subject its due share of import-
ance. The evolution of subjects in literature and the arts is well
‘worth considering, for the choice of subject reflects prevailing
social conditions and social consciousness. The change from




142 THE NECESSITY OF ART
mythical to ‘profane’ subjects, the penetration of the world of
kings and noblemen by the common people, the secularization
of sacred subjects by the depiction of daily life in town and
country, the discovery of human beings at work as a fit theme
for the arts, the replacement of ‘noble drama’ by ‘bourgeois
tragedy” — all these new social subjects indicate a new content
and demand new forms, such as that of the novel. This kind of
development is not governed by any rigid formula and does not
follow a regular sequence of events: first 2 new subject, then a
new content, finally a new form. Rathér it is a matter of com-
plex and multiple mutual influences, and artists of genius such
as Giotto or Cetvantes may advance the process suddenly,
leaving out several stages. The staying power of traditional
subjects (especially 1eh010us ones), the continuing influence of
an old style, a variety of social, technical, and 1deo]o gical con-
ditions which may assist each othet or temporarily cancel each
other out, the lucky accident of a great artistic personality, all
are factors that may retard or accelerate development, so that
new meanings and new forms may emerge either gradually,
painfully, and with many contradictions, ot easily and all at
once. When we analyse any specific work of art, any artistic
movement or period in the arts, we must beware of pre-
conceived opinions. But when we survey the general features
of the history of art as a whole, we cannot fail to observe that
changes in the content and form of the arts are, in the last
instance, the outcome of social and economic changes.
Ultimately it is the new content that determines new forms.
Not infrequently a new content may find expression in old
forms; but it may also destroy the old forms with an almost
explosive violence and bring new ones into existence. The
Swiss critic Konrad Farner quotes Christian art during the
“petiod of late antiquity as an example of a new content
temporarily borrowing old forms. This art, he writes,

made use of old pagan forms to express a new, no longer pagan
content. Christian artists had to use old forms in order to present the
new content in the most direct way possible, since these forms cot-
responded to familiatr ways of seeing — and the prime concern of the
early Christians was to make the Chtistian message widely known,

o et SR RS

_especially in its Alexandrian version, was extremely anxious to

- the cold brilliance, the measured gestures of atistocratic supet- -
“men, all this gave way to the ecstatic realism of eatly Gothic and
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in order to create 2 new world. Generations of artists had to come
and go before a new form cortesponding to the new content was
found, for new fotms ate not suddenly created, nor are they intro-
duced by dectee — which, incidentally, is also true of new contents.
But let us be clear about it: the content, not the form, is always the
first to be renewed;.it is content that generates form, not vice versa;
content comes first, not only in order of importance but also in
time, and this applies to natute, to society, and therefore also to the
atts. Whetever formis more important than content, it will be found
that the content is out of date. At the end of the Middle Ages it was
scurrilous Gothic, at the time of dying absolutism it was mannered
Rococo, and at the time of the decaying bourgeoisie it is empty
absttactlon :

No one can deny that Chr1st1an1ty brought new ideas into the
world. But we should not overlook the fact that, in the eatly
centuries of our era, it belonged to antiquity even so far as its
content was concerned. It competed with similar religions,
such as the cults of Mithras, Isis, and Serapis ~ religions which
also went far outside local boundaties and attempted to satisfy
the Roman Empire’s thirst for religious unity. And Christianity,

establish itself as a movement wizhin antiquity and to associate
itself both with the arts and the philosophy of antiquity. But
none of this is directly relevant to our argument. Farner’s main
point, with which we must agree, is that new ideas may use old
forms in order to exptess themselves in works of art.

Early Gothic saw a tremendous wealth of new forms and ™
means of expression resulting from a new social content and
the rise of new social classes. The process had begun even
eatlier, in the late Romanesque period. The formal Romanesque
world of feudal order was revolutionized. The rigid hierarchy
in which there were no human beings but only ranks and castes
collapsed. The unapproachable solemnity of feudal lords upon
their thrones with vassals at their feet, the gold, red, and blue,

late Romanesque art. Christ suffering and tormented, Christ
akin to the common people in his poverty and ugliness, dis-
placed the feudal ruler of the heavenly hosts. Maty the Maid,
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defender of the insulted and the injured, took the place of the
Queen of Heaven seated in splendour. And in late Romanesque
sculpture, Lazarus was already a central figure, an indictment
of the atrogance of the rich and powerful, of the gluttons and
the voluptuaries, of the flesh with its pride and its vices. Dogs
lick the festering wounds of Lazarus, but the angel is approach-
ing who will lead him into paradise, and death and the devil are
preparing a grisly end for Dives, the rich man. The death of
Dives is depicted with a fury of avenging fantasy: a demon
snatches his soul out of his mouth, another taunts him with his
moneybag, an infernal swarm of monsters, birds, dragons,
serpents falls upon him to carry his lacerated body down to
hell. Friedrich Heer wrote in The Rise of Europe:

ment of rich men and othet sinners in hell. Thete is the miser writhing
on the ground and crouching on his hands and feetlikea quadruped;
his back is twisted towards the ground, his moneybag is at his side,
whilst a satan made up of both human and animal limbs and attended
by two devils sinks a claw deep into his body. . .. The femme anx
serpents, naked, with snakes and toads sucking at her breasts, is a
frequent motif in the propaganda of this popular art as the embodi-
ment of the vice of lechery. .. .

Friedrich Heet, a Catholic writer, fully understood how the

Romanesque traditions was conditioned by the social changes

folk’, runaway monks, pilgrims, students, and vagabonds.
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Other carvings close by[onthe pottal of Moissac] depictthe punish-

new art that swept away both the content and the form of feudal

and upheavals of the age. Many thousands of landless peasants
wete on the move, and with them all kinds of other ‘ wandering

The growing power of money was undermining the very
structure of feudal society. A new, self-confident class of
townspeople, forerunners of the bourgeoisie, was growing up;
a new stratum of society, that of the minor gentry, was begin-
ning to develop; large numbers of working men ‘wete con-
centrated for the first time in the workshops of the early
medieval textile industry ; the social movement of townspeople
and minor gentry, peasants and proletatians turned the Bible
into a weapon against the rulers of the wotld and created a
militant heretical body; Abelard and others invoked the Holy

mild, sturdy, kindly Christ is already a true ‘people’s Christ’. . . .

gives way to a social situation in which the boutrgeoisie can
make advance after advance, a new social content fills the arts
and produces new forms and means of expression, the new art
being partly realistic and partly ecstatic. The long process of
the secularization of the arts has begun — with the songs of the
troubadouts, with the introduction of popular realism into the
visual arts, with the humanization of the Chsist figure, with
 the dawn of reason and of individual protest within the frame-

_ work of Christian philosophy. The style which had idealizedand
_ glotified the feudal world, recognizing only rank and order but
not human relationships, became incompatible with the new
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Ghost in their struggle against feudal conformism and appealed
to the traditions of antiquity against dogmatism and the powet
of the hierarchy; the influence of Arabic culture further added
to the ferment of minds; the embryo of the bourgeois revolu-
tion began to stir in the womb of Christian Europe.

The creation of urban building fraternities was one of the
symptoms of the new age, and the fraternities themselves
!aecame the transmitters of a new style. Heer may be exaggerat-
ing when he claims that ‘in the crusading enthusiasm of the
building movement, the old wotld of the feudal Middle Ages
was melted down and recast’. But the significance of this
movement as an element in a broader social trend is self-
evident. Heer points out that ‘the great turning-point can be
seen in individual works and also in the range of subjects’.

At St Julien-en-Brioude, two stone-masons confront us: sturdily
r§alistic faces with rough-hewn features. . . . For the first time in the
history of Europe, new strata of society demand to be heard, or
tathet, at first, to be seen. . . . The dynamism of 4 new ‘people’, of
hew masses, struggles for expression. And now we begin to find
tepresentations of real crowd scenes — as for instance in the crypt
of the cathedtal at Clermont-Fetrand. Common people of all kinds,
big and small, ctowd round Christ who is petforming the miracle
of the loaves and fishes. Their hands ate outstretched for the bread
ke is giving them. These figures ate drawn with a deastic realism,
their gestutes and faces outlined with latge, firm strokes. Here the

-And so, 2s Romanesque changes to Gothic, as pure feudalism

T-ag
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social movements and upheavals. The new classes’ need for
expression demanded new means. If we observe the spread of
Gothic we see that realistic ot even naturalistic methods were
used wherever the common people began to play a part in the
visual arts. The findings of modern research seem to 11.1d1.c.ate
that the art of primitive classless society started with a primitive
naturalism; ‘stylization® and abstraction gained the uppet
hand only in the later Stone Age and were prornine.nt thereafter
in all aristocratic systems of government, while contrary
movements always originated among the plebeian strata. In
Gothic — the first “bourgeois’ movement in art Withig the still-
existing feudal system — the result was highly contradictory: on
the one hand a violent, extremely daring realism, on the othera
fervent longing for a spiritual, non-materijal life, for escape
from the ‘valley of tears’ into the beyond. The towers of the
Gothic cathedral pointing towards infinity are in themselves
ambivalent — an expression of heaven-storming defiance and,
at the same time, of an ecstatic yearning for redemption. The
social strata dreaming of deliverance were still bound to the
feudal system and its traditions. This is what gave rise to
the profoundly contradictory nature of Gothic art, so much
admired for its boldness, so much abused for its ‘barbatian’
absurdities. But above all Gothic meant the humanization of
sacred themes, although this essential element is partly obscgred
by grim devilish monsters and a passionate transcendentalism.

Giotto

Giotto was the first master of the new humanism. In Giotto,
Christ is truly the son of man. Sacred events have become

eatthly, the beyond has become a human world. Even the soft

gold of the saints” haloes is no longer an echo of the emblazoned
supetnatural backgrounds of older paintings, but has been
transformed into an aura of pure humanity. These frescoes do

not proclaim a rigid, immutable world. Everything is shown in
movement, as encounter of men with other men. No longet
does a revelation beyond and outside history demand un-
conditional obedience. The story of Christ is told as some-
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thing so tangible and near that the spectator seems invited to
take part in it. Dramatic situations, not changeless images, are
depicted; the figures, related to one another, are no longer
confined within the two-dimensional plane of the painting but
stand out from it, reach forward into space as though they
wanted to cast off evety bond and to unite themselves with
everyone living here and now. A new social reality, 2 new,
undogmatic consciousness makes itself felt in these secularized
and humanized images.

Yet when we admite the impressive ‘realism’ of Giotto’s
works we should not fall into the etror of thinking that
Byzantine and early Romanesque art was ‘unreal’ or that it
atbitrarily distorted reality. The arrogant loneliness of the
Byzantine emperors and empresses, of the angels and saints in
their rigid gold settings, the enormous, majestic Heavenly
King surrounded by dwatf-sized vassals, all these were true
tepresentations of social reality in Romanesque art. The stiff,

.inhuman immobility of the figures, the ‘unnaturalness’ of the

proportions were by no means the result of the artists’ inability
to draw. These artists, servants of the ruling class, intended to
represent an “eternal” world order, to portray masks of a lofty
social character, not people engaged in changeable relation-
ships. The attributes of power were more important than the
men in whom they were vested. The artist’s function was not
to praise nature but to praise the ‘super-nature’ of the social
order. Whit mattered was not natural proportion but the rigid
social scale of ranks and classes.

Society and style

I have tried, very briefly, to illustrate by means of an example

how a new set of subjects, new forms of expression, a new style,
ate evolved as a result of changes in social content. But I am

fully aware that I have had to over-simplify. A new social

content never expresses itself directly but only obliquely, and

any attempt at a sociology of art must, unless it is trivial and
frivolous, take this obliqueness into account. Here I can only

hint at an analysis, and many questions have to remain
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unanswered: why did Gothic take the particular forms it did —
the pointed arch, the flying buttress, ctoss-vaulting ? Wpy did
thetwo-dimensionalimagebegin to become three-dimensional ?
How did social, technical, and ideological elements combine to
create a new style?

Atnold Hauser, in his stimulating book The Philosophy of
Arz History,* puts a2 number of such questions:

What was it that first set in motion the change to the Gothic ...?
Which came first, cross-vaulting or the idea of vertical composition?
Did the buildets of the Gothic cathedtals get theit ‘vertical” con-
ception from the means that had become available for its realizatif)n,
or did a new vision of height, the Gothic sense of exaltation, wring
from the craftsmen the means needed for the translation of this

vision into stone and glass?

We must look to specialist studies such as Hauser’s for the
answers — and even the finest scholars will sometimes be hard
putto it to supply absolutely precise answets, for the causes are
many and closely interwoven, and it is difficult to ]uc.ige‘ at
what point quantitative changes developed into qual.ltatlve
ones. We may therefore agree with Hauser when he writes:

Objections tosocialhistoty of artasa method of interprei.:ation result
mostly from attributing to it aims that it neithet can nor willjcarry out.
Only the vety crudest type of social histoty would sec?k to represent
a particular type of art as the homogeneous, conclusive, a}nd c}lrect
expression of a patticular form of society. The art of a hlstorlc?tlly
complex age can never be homogeneous, if only because the society

stylistic tendencies as thete ate diffetent cultural levels within the
relevant society. :

* Routledge & Kegan Paul, 1958.

of such an epoch is not homogeneous; it can never be motre than the
expression of a social stratum, of a group of persons with some com-
mon interests; it will exhibit simultaneously just as many different

But since social classes ate the most enduring and most
effective ‘ groups of persons with some common interests’, the

needs and means of expression in att are class cond:itioned
(though we must allow for the fact that a social clas§ is nota
windowless fortress, that even antagonistic classes influence

-and tendencies has been accepted by artists of different kinds
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each other, that the forms and conventions developed by an old
ruling class can influence the rising new classes, and that changes
and developments take place even within a single class).
Hauser is therefote right when he says:

Social history of art merely assetts — and this is the only sott of
assertion which it can seek to substantiate — that art-forms ate not
only forms of individual consciousness, optically ot orally con-
ditioned, but also expressions of a socially conditioned world-view.

We should add that even “optically ot orally conditioned’
forms of individual experience are not evolved independently
from social development. New ways of seeing or hearing are
not simply the result of improved or refined sensory percep- -
tions, but also of new social realities. For example, the thythm,
noise, and tempo of great cities stimulate new kinds of seeing
and heating, 2 peasant sees 2 landscape differently from a city
dweller, and so forth. The point is, however, that social condi-
tions rarely find direct teflection in the atts, and new artistic
forms and ideas do not completely coincide with 2 new social
content.

Yet is not what we call “style’ the uniform expression of an
age, a social era, inart? Is not the same style’ recognizable in a
general attitude extending to clothes and politics, morals and
manners, music and poetry ? Is not ‘ style” the most unequivocal
expression of a society ? First of all, if we examine the pheno-
menon of style, we find that a system of forms, conventions, -

and different temperaments as a law by which they freely
choose to be governed. Thus a collective element enters the
output of an individual, and though individual works may
differ greatly depending on the talent or originality of the artist,
the common factor (often difficult to define) is unmistakable.
Theorists with a liking for the metaphysical conclude from this
that art is a mysterious ‘organism’, a ‘living body” indepen-
dent from social conditions and developing according to its
own laws, either progressing from simple to increasingly com-
plex forms (regardless of whether this contradicts the social
developments), or else that art has a life that is subject to a
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constant cycle of youth and old age, birth and death, so that
cach “cultural cycle’ produces an entirely new art peculiar to
itself, but which nevertheless goes through all the same stages
as the art of past ‘cultural cycles’. According to such hypo-
theses, development in artis solely 2 question of form and of the
internal problems of art itself, and style is not the result of
social changes and individual achievements but an autonomous
power which governs all. Hence the artist, his patron, and the
public which is the consumer of his products are, as it were, the
executive organs of art; art is created with their help but italso
imposes its own laws upon them. If this view were right, every
historical age would have had a completely uniform style, style
being a divine substance of which individual wotks of art are
the attributes. But if we survey the separate petiods of art
history, we find that although the development of theartsinany
given petiod tended towatds a uniform style, this tendency was
invariably opposed by counter-trends. Some branches of the
arts developed while others were left behind; there were
artists of extreme individuality who opposed the prevailing
general style; different movements clashed and intermingled,

heterogeneous elements fought or interpenetrated one another

(e.g- realism and transcendentalism in Gothic). The picture in
fact is much mote complex and contradictory than the principle

of absolute unity of style can allow. :

No one can deny the staying power of old forms and con-~
ventions. Artists have a legitimate wish not always to have to

start at the beginning but to carry on from a point already -

attained, to transform an existing style into something new. If
we want to understand the style of a period, we must not

consider it in isolation but in the context of the history of artasa

whole, as 2 moment in historical development — but this is true
not only of the arts but of all social phenomena. The sudden
appearance of a new range of subjects and of new artistic
methods resulting from it (e.g. the appearance of the working
man in att), ot the original achievements of artists such as
Giotto, Bl Greco, Brueghel, Goya, or Daumier, cannot be
explained by an ‘organic’ or autonomous development of art.

And furthermore the theory collapses when it tries to explain

tions of world-outlook, of the conduct of life, of faith and knowledge.

‘progressive’ or ‘reactionary’ (for the two may intermingle,
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the temporary appearances and eclipses of realism in art —
becax?se it petsistently ignores the fact that stylized art is bound
up with atistocratic systems and realist art with plebeian move-
ments, that the epic declined with the age of chivalry and the
n9vel grew up with the bourgeoisie, that polyphonic music
died together with the feudal system and homophonic music
developed together with the boutgeois age, and so forth. It
would be a complete misundetstanding of the nature of art to
assert that formal problems do not exist in ast, that all problems
are directly connected with social situations. But Hauser is
right when he writes:

The greatest danget for art history, and one to which it has been
cor.lstantly exposed ever since Riegl’s historicism laid the foundation
of its modern methodology, is that it should become a mere history
of forms and problems. . ..

T]:.1ese problems and tasks ate real enough; they are neither in-
ventions nor methodological fictions, and any scientific art histoty
must trace them and work them out. . . . The works of art, however
are not brought into being in order to solve these problems; thé
problems turn up in the course of creating works to answer ques;ions
having little connexion with formal and technical problems — ques-

And so, if we analyse the artistic achievements of a particular
age, we must take account of stylistic and formal problems and
of the dominant style, but we must also consider the deviations
from that style; in surveying the history of art, we must not
regard artas an anonymous whele but as the work of individual
artists with their own specific gifts and aspirations. Above all,
we must study the social conditions, movements, and conflicts
of the period, the class relationships and struggles and the
resulting ideas — religious, philosophical, and pelitical — in
order to see the art of that period in a real, not an imaginary,
context. We must beware of reading into every work of art, ot
element of style, a direct and unambiguous expression of a class
or a social situation. We must take care not to judge a writet’s,
artist’s, or musician’s work solely according to whether it is

as Lenin pointed out in his analysis of Tolstoy — and besides,
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the question of quality must enter into every judgemen.t). But
unless we apply sociology to the arts — unless we examine the
social causes for its changing subjects, forms, and content — we
are bound to end up in a cloud-cuckoo-land of abstract specula-
tion and aestheticism, miles from reality. An analysi§ o.f s'gyle,
however intelligent it may be and however bnlhant its 1n51ghft
into specific problems and details, is bound to fail unless it
recognizes that content — that is to say, in the last instance, the
- socizal element - is the decisive style-forming factor in att.

Forme and social experience

Nevertheless it would be foolish to concentrate all our attention
on content and relegate form to the status of a secondary is§ue.
Art is the giving of form, and form alone makes a prosiuct into
a work of art. Form is not something accidental, arbitrary, or
inessential (no mote than the form of a crystal is any of _those
things). The laws and conventions of form are t.he ernbod.tfnent
of man’s mastery over matter; in them, transmitted experience
is preserved and all achievement is kept safe; they are the order
necessary to art and life.

To understand natural or social phenomena we must find out
how they came into being. The form of a s.o‘cia:l object.—- a
product of work — is directly connected with its function.
Primitive man formed a stone, a piece of wood or a bone to
make it serve his ends: in other words, form is the expression
of social purpose. Countless experiments and attempts at
imitation eventually produced certain permanent forms
embodying the sum total of past experience in a particular field,
Thousands of yeats before a standard shape for a pot was
evolved, pots were made for an ad hoc purpose, for the sake ch
function, not form. Ultimately a particularly useful and practi-
cal form was tetained, both as a model and as a pattern for more
rational production. Fora is social experience solidified. .

Form is also, to some extent, conditioned by materials.

This does not mean, as some mystics would have us believe,.

that a certain form is ‘latent’ in a particular material, nor
.that all materials strive towards their own perfection or
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“de-materialization’, nor that man’s desire to form materials is
a metaphysical ‘will towards form’. But every material has its
specific properties which allow it to be formed in specific
though possibly varied ways. Thus the forms of human
dwellings are largely affected by the material used — by whethet
the dwelling is made out of plaited grass or rushes or built out
of wood, stone, or clay; i.e. the material most readily available
partly determines the form of the dwelling. Likewise the
proportions and symmetry of a house (or any other product of
wotk) ate not the result of an aesthetic “will towards form? but
are determined by the structure of the material and by the past
expetience of the maker. A jetry-built, lop-sided house will
last less well than one that follows certain laws of symimetty.
Just as symmetry in crystals is the expression of an equilibrium
of energy and hence of a saving of energy, so the symmetry of a
house or other man-made object is also an expression of
equilibrium. Primitive man did not, it is true, know the
theotetical laws that govern matter, but he learned them in
practice and came to know the value of measure and order from
direct experience. If we bear in mind that his experience in
other fields of collective activity also confitmed the value of
thythm and rhythmic tepetition, we shall find that the mystical
element often read into primitive man’s respect for order
disappears altogether. ;
Forms which evolve from collective work processes — forms
which are social experience solidified — tend to be extremely
conservative. If we study the development of production,
building, etc., we find that there is a tendency to preserve old
forms even when a new material has been adopted. Sometimes
indeed the new material is, as it weze, violated by the old form.
Elements of the primitive ‘style’ of grass, mud, or wooden
~ huts are recognizable in the stone buildings of a later age. The
forms of stone tools still persist in the tools of the Bronze and
Iron Ages, although the new materials lend themselves to more
practical shapes. There is nothing surprising about this
consetvative tendency of form: it is an extension of the
tendency of all collectives to hold on to theit hard-won social
experience, to pass it down from generation to generation as a
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treasured inheritance. A form evolved by the collective was
considered a sacred thing and carried an obligation: ¢ shall be
thus and not otherwise. 'To make any change in such forms was
sinful and could have dangerous consequences. This conserva-
tism of form was opposed by material production with its
constant enrichment of expetience, the tendency to make wotk
easier and more efficient by the use of mote appropriate tools
and materials based on closer observation of nature and
increased working skills, . .
When we speak of efficiency, of which form is the expression,

recognize today as efficient, butalso the whole enormous range
of magic things which, for primitive man, represented the
highest form of efficiency. We have already pointed out !;hat
man, the productive, nature-changing being, was a magician;
that, as he discovered the vast importance of similarity, of
‘making alike’, of mastering nature through work, through
tools and the human will, he tended to ovetestimate the
immediate possibilities of his conquest of nature and so was
led to make a bold attempt at influencing reality by magical
means. George Thomson remarks in Aeschylus and Athens that
primitive magic is based on the idea that reality can be con-
trolled by creating an illusion of controlling it. But at the same
time, because magic leads to action, it embodies the valuable

better hunters than they were before.

. . \
we do not mean only those material structures which we

realization that the outside wozld can actually be changed by
men’s subjective attitude towards it. Hunters whose strength
has been revived and otganized by ritual mime are in fact

Discussing the otigins and development of totemism,
Thomson points out that the totem animal was originally the.
animal on which the tribe fed. This is made obvious by such
facts as that the chief of the Wallaby clan in Australia has to eat
some of the totem animal’s flesh at his initiation ceremony,
i.e. he must ‘absorb’ the animal. When primitive man fed ona
plant ot on the flesh of an animal, he felt a regeneration, a surge
of vitality. Since the processes of metabolism were unknown to
him, he naturally supposed that the life force’ of the plant ot
animal was transmitted to him, that his life metged with that of
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his prey, that a union of their two lives came about. He
‘identified” himself through physical metabolism, which he
could explain only magically, with the living organisms he ate.
But when, as a result of improved hunting techniques, the
animal which was the tribe’s prefetred food became too rare or
almost extinct, it was protected by a taboo, a set of strict
prohibitive rules. The horde divided itself up into tribes, each
with its own hunting ground; the foodstuffs, hunted animals,
etc., were in a sense shared out; each tribe was no longet
allowed to eat one of the animals or plants that had hitherto
been part of its diet, and the nourishment of all the tribes was

 thereby reasonably assured. Thus a certain animal ot plant was

‘taboo” for each tribe, and if the tribe violated the taboo it
imperilled the very life of the collective, fot the existence of
buman beings was identified with that of their food. As
productive forces developed and new sources of noutishment
were discovered, the totem and the taboo lost their original
economic meaning, but the forms were by then so deeply
tooted that they were tetained and, in part, invested with a
new content. They now became magic rules for safeguarding
the traditional structure of society, protecting the tribes and
their social property and therefore also regulating sexual
relationships. :

This hypothesis is attractive, although I am inclined to

believe that totem and taboo had a sexual as well as an econiomic

significance from the start. It seems to me characteristic of the
ptimitive collective to tegard sexuality, food, and work as an

indivisible whole identical with life itself, 2 life not yet

differentiated by the division of labour. Countless rites suggest

that in the mind of primitive man, ‘metabolism’ with the out-
side world, ‘metabolism’ between the sexes, and physical
metabolism assured by work merged into a single vital process.
In almost all initiation rites by which youths are assimilated
into the collective — the great collective ‘body’ — sexual
expetience is transmitted to the youths together with the
. principal experiences of wotk.

-'We have been speaking of the development of the totem and

taboo because a great number of forms evolved from these
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magic beliefs and because we see them as one of the prime
sources of art. Only by realizing that primitive man largely
identified himself with the animals and plants he fed on, that is
to say with nature itself, and only by becoming aware of the
importance that form and similarity of form had for primitive
man, can we hope to understand much that would otherwise be
incomprehensible. Scholats have pointed this out again and
again. I should like to quote a passage from Father Winthuis,
although I am by no means in agreement with this anthro-
pologist’s conclusions:

Because of his manner of thinking — a concrete manner addressing

itself to the whole, never abstract nor abstracting, never analysing
the detail nor giving it its due — the decisive element for primitive
man is not the inner nature of things but their exterior, their form,
what the eye sees. Everything that has the same form has also, to
him, the same significance. :

Winthuis obviously underestimates the power of abstraction in

working human beings whose wotk itresistibly leads them
towards abstraction. But he is right in saying that form was of

decisive importance for primitive man.

The magic cave

At this point let us consider a question that is often asked,
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‘on which there exists an extensive literature. No one can deny

that the buffaloes in this dark cave in the rock are superbly
drawn, nor that the sotceter enthroned over them, disguised
as an elk, is extremely impressive. But side by side with these

_ works based on a precise and profound observation of animals,

there exist much weaker, infetior rock paintings, and neither
their venerable age nor any desire we may have to admire all
that is primitive can wholly disguise their feeble execution.
This point must be made because some scholats tend to see a
demonic quality of genius’ in all primitive races: a © genius’®
which, they claim, civilized man has lost. In reality, however,

-Middle Stone Age man produced some very medioctre works as

well as some outstandingly fine ones.
A comparison with children’s drawings may be helpful. Here,
too, side by side with clumsy scrawls and glaring inadequacies

' wesometimes come across instances of astonishing insight into

the forms and shapes of the outside world, a marvellous
assurance in depicting animals and objects, reminiscent of pre-
histotic art. This may have something to do with the freshness
of a child’s brain and with the fact that each individual impres-

sion is as yet undisturbed by any awateness of social com-

plexities and conventions. A child sees only a small section of
the wotld, but it sees it with great intensity. But such compati-
sons should be made with care, for prehistoric man lived in a
wotld very different from that of a civilized child. Even at its

namely: if the form of human products represents concentrated
social experience, how can we explain the magnificent cave
paintings of the Middle Stone Age, admirable works of art
produced by an extremely undeveloped society? We may’
regard usefulness as the essence of the form of tools ot pots of
dwellings, but when faced with the Stone Age rock paintings of
Africa, Scandinavia, and Southern Europe are we not bound to
think that a mysterious, metaphysical, creative power, a divine
inspiration, intuition, ot idea, compelled and enabled the
ptimitive men of that time to produce such wotks of art?

I should like to take as my example the Trois Fréres cave
discovered by Count Bégouen, with its famous animal paintings
and the famous figure of the ‘sorceret’ with the animal mask,

most direct and naive, a twentieth-century child is greatly
influenced by the structure of a complex society. An animal,
say, means something quite different to a child today from what
itmeantto a Middle Stone Age hunter. ‘

Befote we consider the range of experience reflected in cave
paintings we must realize that these works were already the
culmination, the result of 2 long process of artistic develop-
ment. They were preceded by works of art of a much more
ptimitive kind, clumsy blocks of clay over which the hide of an
animal was stretched to counterfeit a living animal and so to
avert the vengeance of other creatures of that species. Leo
Frobenius, an excellent observer although a theoretician of
questionable merit, wrote:
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Count Bégouen together with N. Casteret discovered a cave neat
Montespan in the Haunte-Garonne. At the end of 2 passage he found
himself inside a hall in the middle of which there was a figure of an
animal made of clay. This was crudely executed, no attention being
paid to detail, but showed the animal in a crouching position with
the front legs outstretched, and was particulatly distinguished by the
fact that the head was missing. The whole work was clumsily fashi-
oned rather like the snowmen that children make in winter. Never-
theless, the crudeness of the work could not explain the missing
head. . . . The whole figure in its general contouts, with the special
formation of the legs and the strong, high, rounded rump suggests
a bear; and, indeed, a bear’s skull was found between the front feet.

Frobenius also writes, this time of the African Kuluballi
tribe: ‘

Whenever a lion or leopard devours a man, a bush sacrifice is held
and the beast is killed. A special place, called ‘Mulikotre Nyama’, is
then set aside in the bush. This consists of a circular thorn hedge,
in the centre of which is placed a headless clay figure representing a
beast of prey. The killed lion or leopatd is then stripped of its hide
but the head, with skull intact, is left on. The hide, with the head, is
pulled over the clay figure. Then all the wasriors surround the thorn
hedge, the animal image being inside but the hunters, dancing, out-
side. In the meantime the animal’s body is buried.

Theselumps of clay over which ananimal’s hide was stretched
were evidently the first plastic works in human history. They
had little in common with what we call art today; their sole
purpose was to propitiate the animal world - i.e. to acquire
mastery over reality by means of an image. But once men had
begun to reproduce animals for such a purpose, this kind of
production like any other was bound to develop and undergoa
process of refinement. For magic reasons it was important to
achieve the greatest possible likeness, indeed a degree of
identification between the image and the model. This identifica-
tion was first brought about by the hide of the killed animal, but
when images began to be made without the hide and head of the
real animal (perhaps in the intetests of mass production),
maximum resemblance became a magic requirement. We may
assume that the hide and the head were replaced by the

made; that the artist working in the cave did not work in com-
plete freedom but was expected to use the most effective
available forms, i.e. those having the greatest resemblance to
the original. What we call style is, after all, nothing other than
the use of accepted, conventional forms. Furthermore, Stone
Age man was not only a good obsetrver of his prey; if his
hunting was to be successful, he also had to go a long way
towards identifying himself with it. And what we call artistic
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animal’s blood. In his conception of magic, primitive man not
only accepted the law of pars pro foto (a patt for the whole), i.e.
that you gain mastery of a creature by seizing some part of it,
but also regarded blood as the true substance of life. This
assumption is supported by many facts, of which we need only
quote two. The African hunting ttibe of the Kordofans
believes that it has gained complete mastery over its prey if the
hunter pours the blood of the killed animals into a magic horn.
Frobenius reports of the initiation ceremonies of such tribes:

Either at the beginning of the cetemony ot during or after it, an
antelope or gazelle is killed and one of its hotns broken off; this
will in future be filled with the blood of the killed game. A buffalo
horn may setve as well as an antelope horn. Caveé pictures are painted
with the blood of the killed antelope.

Through the blood and through their resemblance to the
otiginal, the pictures become ‘identical’ with their models; and
if, in addition, a speathead is painted at the point where one
wishes to strike the animal, then the animal is thought to be
virtually doomed to death and the success of the hunt to be
assured. And indeed, such speatheads can be seen in the
buffalo paintings in the Trois Fréres cave. Yet how to ex-
plain the astonishing resemblance of the itnage to the animal
itself?

This resemblance was a magical obligation. The Stone Age
hunter, observing his prey with close attention, was petfectly
capable of judging a greater ot lesser degtree of similarity —and
the greater the similarity the more effective he believed the
image would be. We are therefore justified in assuming that,
just as in the production of tools, patterns gradually came to be

e e e
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insight is only a by-product of this highly practical ‘self-
identification’. The hunter imitated the animal; in his hunting
dances, he wrapped himself in the animal’s hide and reproduced
- its every step and every movement, identifying himself with it
to an extent we can scarcely imagine today. And lastly: the
dividing-line between the human and the animal world was not
at all sharply defined in the mind of prehistoric man; in many
ways he still formed part of the animal world and was but
slowly detaching himself from it. The anthropologists
Klaatsch and Heilborn write:

The suckling of young animals by women is a widesptead custom
among primitive peoples. It is as though these savages had not yet
acquired a sense of human dignity but felt themselves to be animals
among animals. . . . Just as an Australian aboriginal woman gives
her breast to the dingo — and Jung points out in this connexion that
cases have been recorded where a father has murdered his new-botn
child in ordet to give the mother a couple of young dogs to suckle
- Polynesian women frequently suckle dogs. The same was teported
by Theodat of the Indian women of Canada. In Hawaii, according to
Remy, the mothers used to give the breast not only to their children

but also to young dogs and pigs. Pigs also feed from the women of

the Papuans of New Mecklenburgh and of the Maotis of New Zea-
land. Mot€ovet, the women of several South American Indian tribes
also suckle monkeys, opossums, deer, etc. :

When man became a hunter, an abyss filled with blood
suddenly opened between the human and animal wotlds: man

was now the murderer of animals, although he still saw them as

being his ancestors or his kin. He had destroyed the unity of life,

befote their consecration. Fot the purpose of the ceremonies of
maturity they ate brought into the bush. There, dances are organ-

CONTENT AND FORM 161

the immense significance of animal images for Stone Age man
and the powetful compulsion under which the sorcerets strove
to gain power over nature by making their images resemble the
originals as much as possible. There was no question here of
aesthetic creative pleasure — the thing was deeper, mote
serious, altogether more terrifying than that, a matter of life
and death or of the existence or non-existence of the collective.
The sorceret, as we have already said, is enthroned above the
buffalo images; he weats an animal mask and stares at all who
enter with a huge and frightening eye. Unless all indications are
deceptive, the Trois Fréres cave was a place where initiation
ceremonies were held, where the young members of the tribe
wete assimilated into the collective. In these ceremonies, the
experiences of production (i.e. of the hunt) and of sexuality,
and all the rules and obligations evolved by the collective, were
passed on to the youths with ctuel thotoughness, accompanied
by tortures meant to be remembered for life. Thus the young
members of the tribe were united with the immortal collective,
with the First Ancestor that lived on from generation to
generation and was in many cases believed to be bisexual.
ilg]:enius reports of such ceremonies among the Mahalbi of
ica: )

The youths may neither enjoy sexual pleasures not hunt large game

ized and confusing noises are made until the boys get into a state of
exaltation. At the climax of theit ecstasy, a leopatd (ot a leopard-like
creature) appears. Its appearance is terrifying. The boys are fright-
ened almost to death. This creature throws itself upon the boys and

and though he tried again and again to deceive himself about
the nature of his crime by pretending that to eat the killed
animal was merely to ‘assimilate’ it, and that the animal there-
fore went on living within the human organism, he evidently
still feared the vengeance of the animals who were his ancestors
and brothers. The woman suckles the animal, the man kills it;
thus many hunting tribes came to believe in a mysterious bond
between their woman and their prey, with all the contradictions
and feats that this implied. ;
We must take all this into account if we want to understand

wounds them, sometimes in the genitals, so that they bear the traces
fot the rest of their lives. . . . Days of an otglastic natutre follow. This
is the time when cettain buffalo hotns ate prepared that will hence-
forth have significance fot the hunters as magic implements of the
utmost impottance, until the day of their death. Into these horns
they pout the blood of the animals they kill. Women are never
allowed to touch these hotns: otherwise the killed beasts will turn
into very beautiful women to whom the hunter will unknowingly

iliaandon himself, wherepon they will take blood vengeance upon
m. '
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In other tribes, the youths are shut in a cave in the mountains
where they must paint pictures on the walls. These pictures are
smeared with the blood of a killed antelope. Apparently each
youth then has one of his testicles crushed. o
The close link between hunting magic and sexual magic is
seen again and again in hundreds of similar examples. The prey
and the woman merge into one another. The first taboo seems
to have been the ban on sexual intercourse during menstruation
and pregnancy. A woman in either of these conditions is
regarded as both unclean and sacred, a creature from which
one retreats in revulsion although she is also considered
“blessed’. George Thomson points out that menstruating ot
pregnant women in all parts of the wotld used to smear their
bodies with red ochre in order to warn men off and to increase
their fertility. In many marriage ceremonies the woman’s fore-
head is marked with red. In Ancient Greece, women who had
just given birth were thought to be as unclean as someone who
has shed another’s blood or touched a corpse. Birth and death
became intertwined, a bleeding woman meant death, a pregnant
one regeneration. .
Among hunting tribes there exists a custom according to

the dances of Negro tribes:

* otdinaty pit but the living personification of the membrum mulicbre.

.- and the bleeding animal, merged in the imagination of primitive

which, before the men set out for the hunt, the women must
dance and create an atmosphere of sexual excitement; the
hunters, however, may not have intercourse with the women
at this time but must satisfy their sexual excitement by killing
animals. Frazer repotts that the Nutka Sound Indians wete
compelled to refrain from all sexual intercourse during the
week of the great whale hunt. A chief who failed to catch a
whale was ¢alled to account by his tribesmen for having broken
the chastity rule. The identification of women with the prey is
partly connected with the beginnings of the sex struggle, which
may be described as the first class struggle of history; partly,
howevet, its cause goes back to the ancient way of seeing all
similar things as identical. Bachofen points out that when pre-
historic hunters bad sexual intercoutse with their women, they
would stick a spear into the ground outside their hut ot cave,
this spear being the symbol of the phallus. Winthuis writes of

" The eye of a living creature, otgan of light and mirror of
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In each man’s system of thinking, by which he identifies himself
with the collective, the speat he holds in his hand is no ordinary
spear but the living membrum virile itself, and the pit before him no

Each man confirms the other in this conviction by exhibiting. his
sexual excitement. i

The sexual act and the pietcing of the prey, the bleeding woman

man into similar or identical elements of the vital process, and
this climate of sexuality no doubt affected also the sorcerer who
painted animal pictutes on the walls of the cave of initiations.
All this leads up to the belief, encountered again and again
among primitive hunting tribes, that a dying animal’s glance is
something to guard against, and that this glance particularly
affects the genitals and destroys virility. Frobenius writes:

Taking possession of a part gives mastety over the whole. It need
not take the form of actual grasping with the hands — it may also
be petformed by a call or cty, and especially by a look. The look is
the most sinister. The eye breaking in death is greatly feared.

reality, is where life manifests itself with the greatest intensity.
The far-secing eye of man radiates will-power, and a man pits
his will against another’s by trying to outstare him. In the eye
of a dying animal the hunter senses nature’s reproach to the
murderer, the destroyer of unity. And this unity of nature
lingers on in woman the birth-giver, the source of nourish-
ment: the dying animal and the woman merge into one and the
departing life takes vengeance on the sexual organs, which are
the organs of life itself. We must bear in mind these interlinking
ideas in their entirety in order to understand the image of the
sorcerer in the cave and the significant and terrifying look he
directs upon those who enter.

- Tosumup: the T'rois Fréres cave was, unless all appearances
deceive us, a magic place where initiation rites were performed.
We may assume that it was the duty of the tribe’s sorcetet and
his assistants to look after this cave: they wete the ‘artists” who
produced the magic images. It was their duty to makeé the
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images resemble reality: the greatet the likeness, the greater the
efficacy of the image was believed to be. These artists had
already inherited a seties of traditional forms, patterns’
retained because of their likeness, i.e. a traditional “style’, and
were therefore not forced to depend on any mysterious
‘intuition’.

A passage from Herbert Kithn’s The Rise of Humanity
supports this conclusion.

Thete can be no doubt that the Scandinavian paintings too wete
made for magic putposes. The sorceters produced them. To this
day, Lapp sorcerers still make quite similat pictures in the same style.
also in the islands of the Kodiak Group, Frederika de Laguna found
stage of the Scandinavian group. They show stylized men, seals,

to tell the exploter who it was that had painted the pictures —adding

work in different places.

In the south-west of Alaska, in an area known as Coop Inlet, and
Eskimo pictutes which greatly resemble the engravings of the later .
fish, and elks. Eskimos were still living near by, and they were able

that the painter was the tribe’s sorcetet. She went on to ask why the
sorcerers painted such pictures, and was told that these formed patt
of secret hunting rites and served to put 2 spell on the animals.
Through the pictures, the sotcerer and the hunters acquired powet
ovet the prey. . . . It is evident that the sotceters formed “schools’,
just as in the Ice Age. Sometimes one recognizes the same hand at

The sorcerers wete also considerably helped by the fact that
their ‘identification” with the original — the collective mertging
of subjectand object — was extremely intense. An atmosphere of
collective sexual excitement increased this ‘identification” still
further, and a state of collective sexual ecstasy may have pre-
ceded the actual work. Finally, if we beat in mind that the
primitive huntet’s attention was totally concentrated upon the
prey — not upon the specific or individual features of any
particular animal but upon the essential features of the species
he set out to hunt; that, in other words, what mattered to him
were the contours of the animal and not the manifold details of
its appearance — we shall, I believe, have found an adequate
explanation for the works of art of the Stone Age. I am fully
aware that I am trying to reconstruct conditions and processes

?dvanced, highly developed societies, and the magic-social law
Is only very gradually diluted to make an aesthetic one. A new

de§troy, partly to modify old forms and bring new ones into
bemg.. Ouly in a relatively developed class society, such as
Athe.man society at the time of the Persian wars, did it become
_ possible for the individual to emetge more powetfully from

poetry which introduced human and subjective elements into
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concerning which little material is available. It is

possible ‘that I may be ovetlooking important fal;:;fzcg
interpreting facts wrongly. But the point I wanted to make is
that no mysuc?,l ot metaphysical suppositions are needed for
an understanding of the origins of early (and consequently
also of later) att forms. That is why I have devoted 2 telatively
large amount of space to examining a single example,

Nostalgia for the * sonrce’

Art for.ms, once they have been established, put to the test.
transmitted, and “sanctioned’ in the full sense of the word havé
an e_,xtraordi'narily conservative character. Fven when the
original magic meaning has been largely forgotten, people still
cling to the old forms with awe-struck teverence: all the word
forn}s, dancs: fotms, pictorial forms, etc., which once had a
specific magic and social significance, are preserved in the art of

social content has always been needed in order partly to

the chotus of the ancient collective with its strictly prescribed
dance movements and magically ordered forms of speech and
song; the sacrificial rite was then transformed into the
representation of new social events, until finally the religious
and collective element was completely dissolved in the freer
more human, and individual one. Without the conflict betweer’l
the personality (developing out of commodity production and
trade) and the privileged land-owning class (whether secular of
ecclesiastic), the visual arts would never have been emboldened
to l?osen the archaic forms otiginally designed to serve a
magic purpose, or to shift their attention upon man as an
individual. And the same conflict gave rise to the new lyric

the magic chant, the collective prayer, the incantation to the
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gods or to the dead. New wine was poured into old skins, and it
took a long time for the new content to find new forms of
expression.

The forms of att, then, are generally found to be conserva-
tive, offering resistance to all change. Certain forms in existence
today still show traces of the old collective ties and obligations.
This is not true of the ‘open’ form of the novel, and scarcely of
modern drama, but to some extent of the visual atts and most
certainly of music and lyric poetry. The magic function of att
vanished long ago, and its forms, after many struggles, have
adapted themselves to new social situations and demands. Yet
a ghost of the ancient magic of prehistoric times still haunts
modern poetty and music.

The deliberate return to the archaic, the mythical, the
“ptimitive’ in many wotks and movements of modern art has
also something to do with this. The fetish-like character, not
only of the commodity but also of 2 whole world of technical,
cconomic, and social machinery from which the artist is totally
alienated, the infinite specialization and differentiation of the
late-boutgeois wotld, all this creates a nostalgia for the ‘source’,
for 2 unity complete unto itself. The artist’s distrust of every-
thing that is easy, slick, and self-complacent leads him into
austerity and harshness, into an archaicism that refuses to
flatter the senses. The sensuous art of the Impressionists who

through its subject as through its form.

dissolved the world in light, colout, and atmosphere was
followed by a countet-movement, the denial of the shimmeting
surface, the desite to get at the structure of things, to capture
their permanence, not the passing moment. Fotmal concentta-
tion became the aim; the artist’s or novelist’s wotk set out to
move people ‘directly’, like music or poetry, not so much

Many factors in this way combined to givea fresh impulse to
the romantic longing for the ‘source’. In modetn lytic poetry"
there are two opposing tendencies. One sets out to construct
the poem in a fully conscious way, free from any ‘magic’. The
other represents the desire to return to the ‘source’, to throw
off the conventional meanings of words and combinations of
words, to restore to them the freshness of youth and a long-

- still implicit in poetry. Many wotds in 2 poem spring as it wete

CONTENT AND FORM 167

forgotten magic meaning. Aragon expresses this in one of his
finest poems:

Je dis avec les mots des choses machinales

Plus machinalement que la neige neigeant
 Mots démonétisés g’ on lis dans le jonrnal

Ez# je parle avec ensc Je langage des gens

Sondain ¢est comme un son tombant sur le bitune
Qi fait nous retonrner au milien de nos pas,
Inconscient écho d’un malbenr que nous times
Un mot chy par hasard, un mot qui ne va pas. . ..

QOue je dise d’oisean et de métamorphoses

D mois &’ aofit qui se fane au fond des mélilots
One je dise dn vent, gue je dise des roses

Ma musique se brise e se mue en sanglots

I use wotds to say mechanical things, mote mechanically than
snow as it falls ; words uncoined that you read in the papet, and with
them I talk as people talk. Suddenly it’s like a penny falling on the
asphalt, that makes us turn back and retrace out steps — unconscious
echo of a disaster we’ve hushed up, a wotd that falls by chance, a
word that will not do. . . . And if I speak of bitds, of slow changes,
of August fading amidst the hollyhocks, and if T speak of wind, of
toses, my music breaks and changes into sobs. )

The poet abhors the word that passes from hand to hand like
2 coppet coin — yet suddenly it falls ringing on the ground, no
longer a coin but pure metal, and its resonance rouses associa-
tions long butied undet the dross of everyday language. A
word in a poem has not only objective meaning but also a
deeper, in a sense a magic one. The emotion of primitive man
who re-created an object by naming it and so made it his ownis

ditectly from the ‘source” — and their effect is that of having
been spoken for the first time here and now, in this particular
context, with this particular meaning. A word in a poem is
young, clean, untouched, as though a piece of hidden reality
_has only just crystallized in it. There are carnest people occupied
‘with nseful things who regard lytic poetry as childish and
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useless for this very reason: because it does not confine itself
to plain statements but deals in magic, because it traffics with
woids, because it speaks a language remote from the matter-of-
fact idiom of our times. Indeed the suspicion persists that the
poet’s language is not 2 ‘normal’ language at all, as used for
ordinary communication between people: and the suspicion is
entirely justified. Every poet has felt the desire either to create a
completely new language capable of direct expression, ot to
seturn to the ‘source’, to the depths of a language that is
ancient, unworn, magically powerful. Most great lytic poets
have added new, hitherto unheard-of words to language,
discovered forgotten ones, or trestored an otiginal, fresh mean-
ing to words in common use. The attempts of many modetn
poets to absorb slang terms and technical jargon into their
poems is closely connected with this desire. This is true of
Brecht, who distilled his language from his native Augsburg
dialect, from the German of Luther’s Bible, from the language
of fairground ballads, and other sources.

To express subjective experience in language so subjective
that all conventions are destroyed and all communication with
others is rendeted impossible runs counter to the function of
poetry. Even the virtually inexpressible experience of one man
is still 2 human experience and therefore, even at the highest
degree of subjectivity, a social one. (Indeed even the extreme
isolation typical of artists today isa social experience common to
many.) The poet is the discaverer of experience, and through
him othets are given the powet to recognize it— discovered and
expressed at last — as their own and so to assimilate it. The
discovery of the loneliness of modern cities in Baudelaire’s
poetry not merely ‘brought a new tremor into the wortld’ but
also struck a note that reverberated in millions of minds already
unconsciously attuned to it. In order to produce this resonance

content but also, as it were, is a content in itself, an autonomous

the poet makes use of the existing means of language, but in
such a way that every word gains new meaning. The novelty
consists in the dialectic, the interaction of the words within the

poem and in the fact that each word not only communicates a

teality. Each word in a poem, like an atom in a crystal, has its

place: this makes the poem’s form and structure. By seemingly

“Or the succinct rhetoric of Racine’s morning hymn:

those dispossessed by the early accamulation of capital. In 1765
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small, unimportant changes of the position of some words, a
poem may be rendered ineffective, its structure and form may be
destroyed, and the crystallized body may dissolve into an
amorphous mass. :

The world and language of poetry

In the age of classicism a poem was a vehicle for expressing a
thought or an emotion in the most elegant and attractive way.
Poetry.was a kind of watehouse, a tailot’s shop of language,
§upp1y1ng garments made to measure for any given feeling or
idea. Consider the confident grace of Alexander Pope:

But whete’s the man, who counsel can bestow,

Still pleas’d to teach, and yet not proud to know? ...
Blest with a taste exact, yet unconfin’d; :

A knowledge both of books and human kind;
Gen’rous converse, a soul exempt from pride;

And love to praise, with teason on his side?

Chantons I’ Autenr de la lumiére,

Jusqe au jour o3 son ordre a marqué nostre fin:
Et gi’en le bénissant nostre anrore derniére

Se perde en un midy sans soir et sans matin. . . .

Let us praise the Authot of light, until the day when his comman -
marks our end; and may our last dawn, blessing him, lose itself in
2 noon without evening or morn.

Then, suddenly, in the midst of this classical scene there
appeared the dark and wayward popular ballad. It was a kind of
latter-day peasants’ rising in a lyrical form, originating from

Bishop Petcy compiled the first collection of such ballads.
Even earlier, Gray and Macpherson had evoked the old songs
of the bards and skalds. Gray admired the precision and clarity
of that rhetoric of which Pope was the master; yet at the same

e
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useless for this very reason: because it does not confine itself
to plain statements but deals in magic, because it traffics with
words, because it speaks a language remote from the matter-of-
fact idiom of our times. Indeed the suspicion persists that the
poet’s language is not 2 ‘normal’ language at all, as used for
ordinary communication between people: and the suspicion is
entirely justified. Every poet has felt the desire either to create a
completely new language capable of direct expression, ot to
return to the ‘source’, to the depths of 2 language that is
ancient, unwotn, magically powerful. Most great lyric poets
have added new, hitherto unheard-of words to language,
discovered forgotten ones, ot restored an original, fresh mean-
ing to words in common use. The attempts of many modetn
poets to absorb slang terms and technical jargon into their
poems is closely connected with this desire. This is true of
Brecht, who distilled his language from his native Augsburg
dialect, from the German of Luther’s Bible, from the language
of fairground ballads, and other sources.

To express subjective experience in language so subjective
that all conventions are destroyed and all communication with
others is rendered impossible runs counter to the function of
poetry. Even the virtually inexpressible experience of one man
is still 2 human experience and therefore, even at the highest
degtee of subjectivity, a social one. (Indeed even the extreme
isolation typical of artists today isa social expetience common to
many.) The poet is the discaverer of experience, and through
him others are given the power to recognize it — discovered and
expressed at last — as their own and so to assimilate it. The
discovery of the loneliness of modern cities in Baudelaire’s
poetry not mezely “brought a new tremor into the wotld’ but
also struck a note that reverberated in millions of minds already
unconsciously attuned to it. In order to produce this tesonance
the poet makes use of the existing means of language, but in
such a way that every word gains new meaning. The novelty
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consists in the dialectic, the interaction of the words within the

poem and in the fact that each wortd not only communicates a
content but also, as it were, is a content in itself, an autonomous
reality. Each word in a poem, like an atom in a crystal, has its
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place: this makes the poem’s form and structure. By seemingly
small, unimportant changes of the position of some words, 2
poem may be rendered ineffective, its structure and form may be
destroyed, and the crystallized body may dissolve into an
amorphous mass. :

The world and language of poetry

In the age of classicism a poem was a vehicle for expressing a
thought or an emotion in the most elegant and attractive way.
Poetry was a kind of warehouse, 2 tailot’s shop of language,
§upply1ng garments made to measure for any given feeling or
idea. Consider the confident grace of Alexander Pope:

But where’s the man, who counsel can bestow,

Still pleas’d to teach, and yet not proud to know? ...
Blest with a taste exact, yet unconfin’d;

A knowledge both of books and human kind;
Gen’rous convetse, a soul exempt from pride;

And love to praise, with reason on his side?

Ot the succinct rhetoric of Racine’s morning hymn:

Chantons I’ Antenr de la lumiére,

Jusqi’ an jour os: son ordre a marqué nostre fin:
E# qit’en le bénissant nostre anrore derniére

Se perde en un midy sans soir et sans matin. . . .

Let us praise the Author of light, until the day when his comman_.

‘marks our end; and may our last dawn, blessing him, lose itself in

2 noon without evening or motn.

Then, suddenly, in the midst of this classical scene thete
appeared the dark and wayward popular ballad. It was a kind of
latter-day peasants’ rising in a lyrical form, originating from
those dispossessed by the early accumulation of capital. In 1765
Bishop Percy compiled the first collection of such ballads.
Even eatlier, Gray and Macpherson had evoked the old songs
of the bards and skalds. Gray admired the precision and clatity
of that rhetoric of which Pope was the master; yet at the same
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time he believed that the one-sided development of the intelli- that the ‘imagination and sensibility” of the people should be
gence and the critical faculty, the ‘vivacity and spoilt explored so that ‘ the magic wand of the natural epos’ might put
impatience’ of his over-refined age wete the first signs of decay everything into ‘tumult and confusion’, Nature, he said
of the ‘glorious arts that tise from the imagination’. He spoke ‘allots the sphere of fantasy and sensibility to poetry, that of
of a ‘Gothic Elysium’, of a ‘magic, wild enthusiasm’, of a witand reason toa very different lady: the art of verse-making”’,
“‘barbaric fancy’, of a ‘striking and profound harmony of Language destroyed the laws of classicism and tutned to the
words and thythms’, all arising from imaginations that were | unconscious and barbatic to satisfy 2 new, uneasy awareness.
at home in the cold bleak hills of Scotland some hundreds of No longer were thoughts clothed in verse; no longer were
yeats ago” and waiting to be brought back to life. elegance and wit the admired qualities of poetry; image now

The village invaded the cities, not only in the shape of followed image in dreamlike, itrational, frightening sequence.
wretched and de-classed peasants who had degenerated into a The “tumult and confusion’ of the imagination wrought havoc
‘mob’, but also as fantastic songs and ballads filled with black with the rules of classicism. Lyrical poetry was never again to
superstition and ignorance. When Rétif de la Bretonne, the lose the “magic wand’ of romanticism.

son of a peasant about whose novel Mousienr Nicolas Wilhelm No contemporary responded more fully to this new birth
von Humboldt said that it was ‘the truest book that ever of poetry than the young Goethe encountering Gothic art
existed’, came to Paris, he brought with him not only a and folk song for the first time as a student in Strasburg. In
plebeian’s defiance of the ruling classes but also the robust this eatly poem the images flash exuberantly by, punctuated by
sensuality, the superstition, the mysticism, and the dark anger the rhythm of riding: '

of his native countryside. Goya, another peasant’s son, carried

as his baggage a sack full of witches and demons which he Es sching mein Herz; goschwind xu Pferde!

Es war getan fast eb’ gedacht;

suddenly emptied, with a fury of hatred, over the heads of the Der Abend wisgte schon diz Eirde
duchesses and grandees who were his flatterers. : Und an den Bergen hing di
C N A gen hing die Nacht.
The Romantic revolt against the rule of the aristocracy and Schon stand im Nebelklsid diec Biche
the Church spread to language itself. The thythm of rebellion Ein anfgetsirmter Riese da,
thudded benecath the evocations of witches’ rides, devils’ - Wo Finsternis ans dem Gestréuche
weddings, and church bells ringing at midnight. The defence Mit hundert schwarzen Augen sab. . . .

of superstition‘against enlightenment masked a defiance of the
cultivated nobility. Old graves were torn open at this beginning
of a new age. Gottfried August Biirger’s ballad Lenore combines
all the elements of blood, moonlight, and the cetie breath of
the churchyard:

My heart was beating; quickly to horse! It was done almost
b.efore it was thought; evening was already cradling the earth, and
night hung on the mountains. Already the oak, a towering g,ia.nt
stood clad in mist where darkness, with a hundred eyes, was peerin .
out of the scrub. | ®

Die Fliigel flogen klirrend anf
Und nber Griber ging der Layf,
Es bleichten Leichensteine
Rund um im Mondenscheine. . . .
The wings opened with a clash, over the gtraves they raced;
tombstones gleamed pale in the moonlight. ...

In a “heart’s effusion’ on popular poetry, Biirger demanded

. The poet’s ‘I’ is merged with nature in dream-like associa-
tions, in a poetic pantheism; and nature is felt to be instinct with
a demonic life whose voice reverberates in poetic language.
‘The same new unity of man and nature expressed itself in a
new unity of feeling and language, magically captured by
Wordsworth:

D T e TR TGN AP
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As a huge stone is sometimes seen to lie

Couched on the bald top of an eminence,

Wonder to all who do the same espy,

By what means it could thither come, and whence,
So that it seems a thing endued with sense:

Like a sea-beast crawled forth, that on a shelf

Of rock and sand reposes, there to sun itself;

Such seemed this man, not all alive ot dead,

Not all asleep — in his extreme old age. . ..

Unity with nature was frequently identified with erotic union,
union mystica: that is to say, a union of urban man, no longer
capable of naive religious feeling, with an enchanting but at the
same time terrifying being. The abandonment to ‘pure passion’
— which Stendhal considered to be the essential feature of the
Romantic age — thus found expression in a feeling of unity with
natute, in sexuality, and in the poet’s lonely ‘I’. The language of
passion, not of serene contemplation —a restless, nervous, often
violent, always individual language — fitted the new, individual-
istic bourgeois age.

Nature seen as a vampire, dangerous yet seductive, as in
Goethe’s bailads “The Elm King’ and “The Fisherman’; the
voluptuous death dreams of German Romantics such as
Novalis and Kleist; the startling images and associations of
Blake’s poetry — all these elements of Romanticism are com-
bined in Keats’s magical ‘La Belle Dame Sans Merci’. Aftet the
fall of classicism, lyric poetry became a synthesis of nostalgia
for the ‘source’, a longing for the “pure’ intuition of the bards
and skalds, extreme subjectivism, egotism, and a refinement of
language that aimed at achieving perfect harmony between
the theme and the technique of a poem. Keats’s poem is a
petfect example of this synthesis. In the popular ballad it was
the theme that mattered; here the theme is only a symbol for
subjective experience, the motivation for the Romantic poet’s

sense of being consumed, devoured by his destiny.

‘O what can ail thee, knight-at-arms,
Alone and palely loitering;

The sedge is wither’d from the lake,

And no bitds sing.

- enchantment with society. La belle Dame sans Metci states
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‘O what can ail thee, knight-at-arms,
So haggard and so woe-begone P
B The squittel’s granary is full
. And the hatvest’s done. ...’

These two verses, both beginning with a cty of anguish and
then freezing into stillness as though the poet had no breath
left for lamentation, anticipate the ending of the ballad. The
lines, passionate at first, the last desperate efforts of a doomed
man, begin to stumble, falter, lose themselves in ‘loitering’
and the withered sedge, lead finally to the grim breathlessness,
the hopeless finality of the three short words, their broken
rl}ythm like three blocks of ice piled on one anothet: “ . . no
birds sing.” Then again the vehement cry of the second vetse,
§trangled once more by the past, by cold and bleakness, by an
tlnescapable doom and the dry melancholy of “. . . the harvest’s

one’,

Now the magic evocation begins. At first there are only
‘'vague recollections of fragments, eerily disconnected details: a
lily on thy brow, the fading rose of the cheek, dreamy confused
associations with the withered sedge. Then suddenly a new .
kfay is struck; tortured subjectivity staring at nothingness
yields to the apparently objective natrative of an epic popular
ballad. But melodious, flowing lines such as ‘ Her hair was long,
her foot was light” ate interrupted by the harsh, threatening
‘And her eyes were wild’, a line that thrusts the whole poem
back to the beginning, breaks the flow, and anticipates disaster.
'The wild sad eyes of La belle Dame sans Merci stare out of the
appatent gentleness of brook and meadow, honey wild and
manna dew.

The Romantic attitude to nature was contradictory. After
the disappointments of the political and industrial revolutions,
the destructive, devouring, vampire-like quality of nature —
Venus as a she-devil, Diana the huntress seeking blood -
became predominant as a teflection of the Romantics’ dis-
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at. tl{e poet with 2 Medusa’s eyes; her mouth, which sucks out
his life’s blood, is the mouth of death. At the same time Shelley
wrote of the head of the Medusa:
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Its horror and its beauty are divine.

Upon its lips and eyelids seems to lie
Loveliness like a shadow, from which shine,
Fiery and lurid, struggling underneath,

The agonies of anguish and of death. . ..

Thete is a similar feeling in Epipsyehidion, that quintessential
song of romanticlove:

Thou Moon beyond the clouds! Thou living Form
Among the Dead! Thou Star above the Storm!
Thou Wonder, and thou Beauty, and thou Terror!

Nature itself merges into the dream mistress, the Helen con-
juted up by black magic. Rousseau put such images in the midst
of nature. Goethe’s Faust called up the phantom of Helen from
the underwotld. Heine heard the ghostly answer:

Du hast mich beschworen ans dem Grab
Durch deinen Zanberwillen,

Belebtest mich mit Wollustglut -

Jetzt kannst du die Glut nicht stillen.

Press deinen Mund auf meinen Mund,
Der Menschen Odem ist gottlich!

Ich trinke deine Seele aus,

Die Toten sind nnersértlich.

You conjuted me up from the grave by your magic will, you
treanimated me with the glow of your desire, now you cannot quench
the glow. Press your mouth upon my mouth, the breath of human
beings is divine. I will drain your soul, for the dead are insatiable.

A dream within a dream precedes the fatal awakening in
Keats’s ballad:
‘And there she lulled me asleep,
And there I dream’d — Ah! woe betide,
The latest dream I ever dream’d
On the cold hill’s side. . . .

The pain-stricken cry ‘Ah! woe betide’ shatters the mitror
from which the dream woman had stepped, and ghosts that
hitherto had remained hidden come rushing out of the datk-
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ness. The dreamer learns from them that-he is one of many, one
of a host of sensual yet etetnal lovers, one of the illusttious,
obsessed line that includes Geoffroy Rudel, Tannhiuser,
Tristan, Lancelot, and Henty I1:

‘I saw pale kings and princes too,
Pale warriors, death-pale were they all:
They cried — “La belle Dame sans Merci
Thee hath in thralll” ...

Only in a language so fundamentally suited to poetty as
English can you find a verse so charged with poetic meaning.
The first two lines of soundless imagery are followed by a
mysterious cry out of the datkness. Then again two lines of
silent, dreamlike vision:

‘1 saw their starved lips in the gloam
With hottid warning gapeéd wide. .. .>

The lyrical terror, the sheer intensity of ‘ La belle Dame sans
Merci hath thee in thrall!’ cannot be surpassed. Then comes
the awakening. The end of the poem reverts to the beginning.
We are left with the subjective reality to which the narrated,
objective events were no more than the pages of a picture book,
turned in a dream. In The Life of Henri Brulard Stendhal
repeats half a dozen times that memory is like a crumbling
fresco —an arm here, a head there, another fragment somewhere
else — so that he does not desctibe #bings but only their effect
upon him in a sequence of shining images the connexion:
between which is lost in darkness. This association of images
and sounds, this absorption of the objective by the subjective,
is the method of Romantic poetry. Not until the twentieth
century was a new lyrical method developed as a conscious
antithesis to Romanticism.

Baudelaire’s great poem Le 1/oyage obeys the same Romantic
principle of associated images. In Keats’s ballad, La belle
Dame takes shape out of a ‘lily ... with anguish moist and
fever dew’ and a ‘fading rose’. In Baudelaire, the whole wotld
is evoked through a patchwork of maps and stamps. But whata
difference between the folksong lilt of Keats and the antithetical
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rhetoric of Baudelaire, the Englishman’s spontaneity and the
Frenchman’s logic! Classicism in France had been far more
powetful than in England; there had been no country squires
ot stubborn nonconformists to set a limit on the absolutism of
the court and the Academy, no glimpse of nature, no wayward
English park, to loosen the geometry of the formal yew hedges.
Compared with English or German, French was almost a dead
language, incapable of change or fancy; and Romanticism in
France was introduced, not by the freshness of a Wordsworth,
but by the grandiloquence of a Chateaubriand. Recoiling from
this pomposity, Stendhal steeped himself in the language of
the Civil Code; and Baudelaire, Victor Hugo’s disciple, had to
fight hard to rid himself of his mastet’s high-flown style.

More than that: Keats’s poem is rooted in the ballads of
batrds and skalds, in the magic refrains of old chants and
ballads, wheteas Baudelaire’s is like a speech delivered in a
forum before an invisible audience. The correspondence of
Keats’s first and last verse is that of a refrain in a folk song;
that of the first and last two vetses in Baudelaire suggests the
preambleand peroration of a speech. The ‘Ah!” at the beginning
of Keats’s fitst and last verse is a cry from the heart: the ‘Ahl”in
Baudelaire’s third verse is a rhetorical transition from concrete

description to antithetic generalization:

Abl gue le monde est grand & Ja clarté des lampes!
Auwxc yeuse du sonvenir que Je monde est petit]

Ah! how large the world is by lamplight! in the eyes of memory,
how small the world!

Baudelaire’s poem does not break with the tradition of
Ronsard or Hugo: but the classical pathos is made to break
down upon itself, as the new theme demands that it should, and
this breakdown, achieved with immense artistic skill, this
sudden halt, this alternation of austetity and vehement shock,
of measure and violence, was the ‘new tremor’ that convulsed
the language of French lyric poetry. One of the chief features
of Romanticism was that it smashed the ordered structure

of classical language and introduced new and startling ways of
combining words and groups of words. But purely in terms of -

|
«%
.
.
|
|

CONTENT AND FORM 177

language it was not until Rimbaud that French poetry attained
the wild originality that Blake in England and Hélderlin and
Kleistin Germany had already achieved towards the beginning
of the nineteenth century.

The second verse of Le oyage is so cleatly and austetely
constructed that it might have been the work of a classical
author: yet within that construction, what a riot of subjectivity,
what 2'1 tumult of antitheses, what a triumph of thythm over
metre!

Un meatin nous partons, le cervean plein de flamme,
L canr gros de rancune et de désirs amers,

E# nous allons, suivant le rythme de la lame,
Bergant notre infini sur Je fini des mers. . . .

One morning we depatt, out minds full of passion, our hearts
heavy with resentment and bittet desires, and we sail fortl, swinging
with the rhythm of the waves, cradling our infinity in the finiteness
of the seas.

The last line, like a rainbow over the oceans, arches towards
the final verses — that great elegy of longing and disenchant-
ment, the flight into the unknown and the return to a wotld
that never changes, of ennui swallowing up all passion with
death looming at the end of everything as the only hope. The
longing for infinity ~ that greatest longing of Romanticism —
temains unsatisfied, the finite world is condemned and dis-
missed as wue oasis d’horrenr dans an disert dennui. Le Voyage
resembles a lyrical summing-up of the whole of Romanticism,
from Goethe’s Foust and Byron’s Childe Harold to the vol-
uptuous death dreams of Nowalis, Kleist, Nerval, Coleridge,
and Shelley. But the death-wish in Baudelaire acquires a new
tone of reckless defiance. It is no longer a passive return to
the womb, as in Novalis’s Hymnus o the Night:

Hindiber wall’ ich
Und jede Pein

Wird einst ein Stachel
Der Wollust sein.
Noch wenig Zeiten

So bin ich Jos

.
1
-
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Und liege trunken
Der Lieb im Schoss. . . .

Ich fithle des Todes
Veerjiingende Flut. . . .
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I wander across, and one day all pain will be a sting of voluptuous-
ness. A little time more and I am free, and lie drunken in the lap of
love. . . . I fecl the rejuvenating tide of death. . .«

The longing for nothingness which is such a feature of
death-drunk Romanticism is transformed by Baudelaire into a
longing for something new, not for eternal peace but for
endless unrest; and the work of this ‘decadent’ poet is
permeated with a Lucifer-like joy in invention, discovery, and
the conquest of new horizons and new realities. Death assumes
the figure of the ‘old captain’: but this Ahasuerus of the seas,
this Ancient Marinet, this Flying Dutchman is no longer yearn-
ing for release and redemption — on the contraty, he is' a
symbol of departure into the unknown. The old captain,
awaited with so much impatience (one senses the atmosphere
of the quayside, the jostling mass of men, masts, and sails,

then suddenly the stillness and the blue distance from which -

the old man approaches), is passionately welcomed like a
familiar friend:

O Mort, vienx: capitaine, il est temps! levons Pancrel
Ce pays nous ennuie, O Morz! Appareillons!

O Death, old captain, it is time! let us weigh anchor! This country
bores us, Death! Let us get under way!

Rarely has the desire to escape from the hete-and-now, from
the unspeakable emptiness and boredom of the present, been
more tellingly expressed. Death seems to hesitate: he is not the
seducer, as in so many Romantic works; it is the poet, eager to
be gone, who is anxious to coutt death:

87 le ciel et la mer sont noirs comme de Pencre
Nos seurs que tu connais sont remplis de rayons!
Verse-nous ton poison pour qu’il nous réconforte!

Let the sky and the sea be black as ink, our hearts, which you

know, are radiant. Pour us out your poison so that it may comfortus!
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And then comes the climax of pleading, the Romantic ‘I°,
the featless brain that feels itself to be indestructible, more
powetrfil than the universe outside, anticipating immortality
because it is insatiable, more ardent even than the heart:

Nous voulons, tant ce fen nous briile le cervean,
Plonger an_fond du gonffre, Enfer on Ciel, g’ importe?
A fond de I’ Inconnn pour trouver du nouwvean!

This fite butns so fietcely in our brains that we want to plunge
to the bottom of the abyss, heaven or hell, what matter? to the
bottom of the Unknown to find the New! '

Many poetms by Romantic poets, imbued with a spirit of
resignation, end with a melodious cadence. Thus Coleridge’s
Dejection: /

O simple spirit, guided from above,
Dear Lady! friend devoutest of my choice,
Thus mayest thou ever, evermore rejoice.

Or Motike’s Orplid:

Vor deiner Gottheit beugen
Sich Kénige, die deine Wirter sind.

Kings, who ate thy gaolers, bow before thy divinity.

Baudelaire’s way of making the last line a shattering climax
is more than mete rhetoric. Few lines in world literature equal
the vehement powet of this .4 fond de I”Inconnu pour tromver du
nouvean!’ The *nomvean’ comes thrusting out of the abyss of the
unknown like a vast, steep rock, like the tremendous capital of
a solitary column soaring out of a bottomless waste, shouldet-
ing the firmament at sunrise. The ‘pure passion’ of Romanti-
cism, recognizing neither law nor morality — ‘Enfer ou Ciel,
gu’importe?’ — speaks in these lines.

Baudelaire’s state of flux between passion and boredom,
adventure and decay, reflects the very contradiction of the
boutgeois era.

Constant revolutionizing of production [we read in The Communist
Manifesto*], uninterrupted disturbance of all social conditions, ever-
lasting uncertainty and agitation distinguish the bourgeois epoch

* Centenary Edition, Lawrence & Wishart, 1948.
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from eatlier ones. All fixed, fast-frozen relations, with their train of
ancient and venetable prejudices and opinions, ate swept away, all
niew-formed ones become antiquated before they can ossify.
that is privileged and established melts into air, all that is holy is
profaned. . .. -

“Enfer on Ciel, qu’importe!” The voyage into the New has begun,
and may Death be the captain]

In content, form, and language, Le Voyage is the poem of a
social turning-point. A breath of decay blows through the
bourgeois world. Emptiness gapes through wealth, boredom
through passion. What to do? Remain where one is, or depart
for the unknown? Stand still, or falter forwards ? Baudelaire,
the Romantic, calls for death. Baudelaire, the Rebel, orders the
victory of the New over nothingness. Through the theme, the
form, and the language of his poetry, Baudelaire reacts
subjectively to an actual social situation.

Music

The problem of form and content in music — the most abstract
and formal of all the arts — presents many difficulties. The
content of music is conveyed in so many ways and the dividing
line between content and form is so blurred that resistance
against sociological interpretation has always been strongest in
this sphere. The late bourgeois wotld has a profound distaste
for any application of sociology to the arts: but where music is

powetful arguments.

Stravinsky’s on Beethoven:

It is the instrument that inspires him and determines the manner of
his musical thought. ... But is it really Beethoven’s music with
which the numerous works devoted to him by philosophers, moral-

whether the Third Symphony was attived at by way of the Republic-
an Bonaparte ot of the Emperor Napoleon! Only the music mat-
ters. . . . Men of lettets have made a monopoly of their explanations
of Beethoven. This monopoly must be taken away from them. It

T e e

concerned this distaste is reinforced by what are thought to be

I should like to quote as typical some remarks of Igot -

ists, and even sociologists are concerned? How immaterial it is:

" more absurd to claim that his music had its soutce solely in his
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doesnot belong to them but to those who are used to heating nothing
but music in music. . .. In his piano works Beethoven’s point of
departure is the piano, in his symphonies, his overtures, and his
chamber music it is the instrumental score. . . . I do not think I am
mistaken when I say that the monumental creations to which he
owes his fame are the logical outcome of the way in which he
exploits the sound of instruments.

Being a mere ‘man of letters’, I should never set myself up to
explain Beethoven. Stravinsky is surely right when he says that
Beethoven’s works should not be examined from a putely
sociological viewpoint but must be understood as mausic. But
what is music ? Is it only a system of sounds ~ or something else
besides ? Beethoven’s point of departure is the musical instru~
ment, not the French Revolution. What a curious antithesis!
Does a musician know only about pianos and not revolutions ?
Does one exclude the other ? Foolish as it would be to explain
Beethoven’s music by his sympathy for the Jacobins (for one
may be a good Jacobin and a useless musician), it would be still

knowledge of musical instruments and not in the events and
ideas of his age. »

T'o say that music consists of tones arranged in a vast variety
of combinations ~ that it is an abstract and formal art — is
thought to be incontrovertibly true. But is it no more than that ?
Is music devoid of contentbecause it is non-objective ? Hegel in
his Philosophy of Art* provides a significant answer:

This ideality of content and mode of expression in the sense that it
is devoid of all external object defines the purely formal aspect of
music. It has no doubt a content, but it is not a content such as we
mean when referring either to the plastic atts or poetty. What it
lacks is just this configuration of an objective othet-to-itself,
whether we mean by such actual external phenomena, ot the object-
ivity of intellectual ideas and images.

And Hegel points out further:

It is only when that which is of spiritual import is adequately ex-
pressed in the sensuous medium of tones and their varied con-
figuration that music attains entitely to its position as a true att, and
* Routledge, 1892.
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irrespective of the fact whethet this content receives an independent
and more direct definition by means of wotds, or is petforce emotion-~
ally realized from the tone music itself and its hatmonic relations
and melodic animation.

The continual changes in the forms and manner of expression
of music through the centuties, the development of music
throughout history, cannot be explained solely by the appeat-
ance of new instruments and the increasing subtlety and tech-
nical skill of musicians. Unless we also take into account the
changing course of history, we are faced with an inexplicable
phenomenon. (Even the use or rejection of cettain instruments
is in part connected with social circumstances and ‘ideological’

considerations: for example, Sparta’s refusal to accept the -

more richly stringed Athenian lyre, ot the rejection of Oriental
percussion instruments by Alexandrine Christianity, which
only allowed the use of classical string instruments in the third
and fourth centuries.) Beethoven certainly ‘exploited the sound
of instruments’ in order to achieve musical effects. But to what
purpose ? It is the nature of music, says Hegel, ‘to put soul . . .
into sounds arranged in particular tone relations and, to that
extent, to elevate expression into an element made only by art
and for art alone”. This element ‘elevated’ into organized
sound, that is to say the ‘content’ of music, is the expetience
which the composer wants to communicate: and a composet’s
experience is not purely musical but also personal and social,
conditioned by the historical petiod in which he lives and
which affects him in many ways. We should not oversimplify
this effect of historical envitonment on the composer and his
works; on the contrary, we should try to discover, con-
scientiously and without pedantry, the manifold ways in which
the content and the musical form of a particular work corres-
pond to a social situation. But to hear ‘nothing but music in
music’, to dismiss what the composer has ‘elevated” into music
as unimportant, is of a banality even more crass than to analyse
a wotk in putely sociological terms without regard for its
quality ot form.

What is the meaning of Stravinsky’s rhetorical declaration
that it does not matter whether Beethoven, in composing

S

o

CONTENT AND FORM 183

the Eroica, was inspired by the Republican Bonapatte or the
Emperor Napoleon? If Stravinsky means to say that the
Emperor Napoleon (or any other phenomenon or event acting
against the Revolution) could equally well have inspired a great
composer to produce a great work, the statement is obvious
and no one would dteam of contradicting it. No one claims
that revolution alone can be a source of inspiration for great
works. But the fact that the decisive experience for Beethoven
was the French Revolution — not the Empire nor, say,
Metternich’s system — certainly does matter to an understand-
ing of Beethoven’s work and personality. However great the
content, it will not help a bad musician to compose great music.
But what we admire in Beethoven is not only his mastery of
form but also the tremendous content of a revolutionary
age. '

The content of music is not so clear-cut as that of literature
ot the visual arts: that is why music lends itself so freely to
abuse as a means of blunting the edge of consciousness. And
yet the content of great music is not so uttetly indefinite that it
does not matter whether — to keep to Stravinsky’s example -
that content is determined by the Revolution ot by its betrayal.
We find a similar view — the view that music expresses only
general and unmotivated emotions —in Schopenhauer:*

Music does not, therefore, express this ot that particularand definite
joy, this or that sorrow, or pain, ot hotror, or delight, ot merriment,
ot peace of mind ; but joy, sortow, pain, horror, delight, mertiment,
peace of mind zhemselves, to a certain extent in the abstract, their
essential nature, without accessoties, and therefore without their
motives.

Accordingly it should be immaterial whether the ‘joy” implicit
in a piece of music arises out of a speculator’s delight at having
made some money on the stock exchange, a child’s pleasure at
seeing a Christmas tree, the satisfaction that a fresh bottle of
champagne gives to a drinker, or the joy of the fighter when his
cause has triumphed. The motive and the specific nature of
‘joy’ are supposed to be irrelevant; only joy in the abstract can
* The World as Will and 1dea, Routledge, 1883.
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be expressed in music — so that, presumably, t.:he difference
between the joy of Beethoven and that of Lehar is on_}y one of
quality, not of fundamental principle. Hegel judges differently
when he writes:

The putely emotional grasp by the soul of its intrinsic nature, and
the play in musical sound of this apprehension is regarded as the
mere attunement of mood, ... too general and abstract .. . [and
runs the risk of] becoming generally empty and trivial. ... If, for
example, a song arouses the emotion of mourning, the lament at a
loss, we inevitably ask ourselves, what is the nature of thatloss?. ..
Music, in'shott, is not ptimarily concerned with the bare form of the
inward soul, but with #hat innermost life as replenished, the specific
content of which is most closely related to the particular character
of the emotion roused, so that the mode of the expression will, or
should, inevitably assert itself with essential differences, according
to the varied nature of the content.

Stravinsky would have us judge Beethoven’s music only by
its form, by the totality of its effect as sound. Schopenhauet’s
attitude is similat, if rather more profound:

If we now cast a glance at purely instrumental music, 2 symphony
of Beethoven’s presents to us the greatest confusion, which yet
has the most perfect order as its foundation, the most vehement
conflict, which is transformed the next moment into the most
beautiful concord. ... In this symphony all human passions and
emotions also find utterance; joy, sorrow, love, hatred, tetror, hope,
etc., in innumerable degrees, yet all, as it were, only i abstracto, and
without any particulatization; it is their mere form without the
substance, like a spitit world without matter.

Here, too, the ‘innermost life as replenished’ is turned into a
cold and bleak abstraction. Yet this innermost life is not a
matter of pure form or pure spirit: it arises out of the very
definite and specific manner in which Beethoven reacted to his
times; it belongs to the 724/ world in which there is no joy or
sorrow i abstracto but only motivated sotrow and motivated
oy | -

The faneral march in the Eroéca is not mouvrning i absiracto,
devoid of any specific meaning: it is heroic mourning charged
with revolutionaty emotion. That is not the way a man mourns

|
!
|
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for a dead beloved, nor would such passion befit a Christian
sorrowing for Jesus crucified: the mourning that is expressed
in Beethoven’s symphony is revolutionary and Jacobin.
Hegel’'s question: ‘What is the nature of that loss?’ is
unambiguously answered by Beethoven’s music. And similarly,
in the Ninth Symphony, the joy that bursts out in the choral
movement is not azy joy, not joy in abstracts, but a joy born of
immense contradictions, despite and in defiance of dejection
and despair, a negation of that despair given infinitely conscious
form: and a’joy, moreover, that presupposes the urban masses,
that has nothing to do with rustic gaiety, harvests, and peasant
dances. Or again, if we examine the ‘content’.of Beethoven’s
late chamber music, we are bound to find that it expresses a
ghastly loneliness — but not loneliness 7 abstracto, and very
different from the loneliness of a pious hermit or of a peasant
snowed up in his mountain hut; it is the new, urban loneliness
that came into being together with the masses of the modern
bourgeois—capitalist age and found its first musical expression
in Beethoven. In other words, if we give Beethoven’s work
more than one cursory glance, we do not discover in it all the
human passions and emotions ‘i abstracto and without any
patticularization’: instead, we find certain highly specific
passions and -emotions unknowan, in that particular form of
expression, to earlier times. -

To turn now to a modern example: let us consider Hanns
Bisler’s Cantata on the Thirteenth Anniversary of Lenin’s Death.
The new and original manner in which mourning is expressed
here illustrates again the importance of concrete, socially
determined elements in music despite its abstract, formal
character. True, Eisler had a text to work on — a text by Brecht,
which rejects any trace of traditional pathos. Nevertheless the
composer’s task was difficult.-How do we mourn Lenin? To
answer this question in musical form required not only talent
but also a high degree of political consciousness and vast
artistic experience. As a first step, the composet had to be clear
in his own mind about the elements to be eschewed. Moutning
for Lenin must have nothing to do with sacramental emotion;
it must recall neither a religious requiem nor a Batoque
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oratorio. But neither is the pathos of the Eroica ~ that of the
bourgeois-democratic tevolution — suitable to the nature of
the proletarian-socialist revolution and its dead leader; and
romantic extravagance or emotional fulsomeness of any kind
wete still more to be excluded. The composer had to find a
completely new style: simplicity, precision, economy, austetity
of musical gesture pointing far into the futute — not into a
mysterious beyond but into a brighter material wotld; not
‘Death and Transfiguration’, not resurrection and ascension,
but the effect of Lenin living on within the working class
whose teacher he had been. This problem of content led on to
that of form: the interaction of the slender solo voices and theit
tremendous and overpoweting echo takes place within the
strict order of the twelve-tone system. In its formal construc-
tion, the Lenin Cantata is entirely new: but this is not form for
form’s sake, but form determined by a new content.

T am trying to illustrate the problem of content and form in
music, but I do not wish to gloss over its difficulty. In music
intended as an accompaniment to words, the ‘content’ is
more ot less given by the text — although even music of this
kind may divorce itself from the text or may dominate it, and
indeed it may achieve a specially powetful effect by contradict-
ing the text rather than underwriting it. But how to define the
‘content’ of instrumental music? The metaphysicians have a
relatively easy time of it: for Schopenhauer, music is ‘entirely
independent of the phenomenal wotld’; it is the ‘copy of the
will itself’; and that is precisely why ‘the effect of music is so
much more powetful and penetrating than that of the other
arts®, for these speak only of the shadow, but music speaks of
the essence. For Hegel, music has “the innermost subjective
free life of the soul for content” - although Hegel, the master of
- dialectic, has much more than Schopenhauer to say about the
conctete and specific elements in music. A dialectical materialist
cannot easily say what is to be regarded as the ‘content’ of
music; above all he cannot define it with a general formula; heis
* forced to examine each wotk in many concrete ways and to
concern himself in detail with the historical development of
music, the changing functions of musicas a whole, and those of

THE NECESSITY OF ART

CONTENT AND FORM 187

individual musical forms. This work still remains to be done. I
am not a musical theotetician, and can only throw out a few
hints. Any cotrection will be welcome.

It was the purpose of music from the start to evoke collective
emotions, to act as a stimulus for work, otgiastic gratification,
ot wat. Music was 2 means of stunning or exciting the senses, of
spell-binding or spurring to action; it served to put human
beings into a different state, not to reflect the phenomena of the
outward wotld. We cannot therefore ask what was the ¢ content’

‘of early music. False questions breed senseless answets. The

thud of the drum, the rattle of pieces of wood, the jangle of
metal is without content: the effect of organized sound upon

buman beings is its sole meaning. The social function of music
. ‘Was to exercise this effect, not to represent a reality. As Hanns

Eisler points out, ‘automatic associations’ arose out of certain
definite rhythms, tone sequences, and sound images. To this
day much of the effect of music is achieved through “automatic
associations’ of this kind (militaty marches, funeral marches,
dance rhythms, etc.), which givea possibility of direct participa-
tion even to an unschooled listener. This power of music to
produce collective emotions, to make people emotionally equal
for a certain time, has been particulatly useful to military and
religious organizations. Of all the arts, music is the most apt to
cloud theintelligence, to intoxicate, to create ecstatic obedience,
or,indeed, a willingness to die.

All religious institutions — and the Roman Catholic Church
more than any other — have systematically exploited this
peculiar power of music. The Catholic Church in the eatly
Middle Ages did not demand of music that it should be
‘beautiful”, but rather the contrary. The function of music at

-that time was to transport the believers into a state of abject

conttition and utter humility, to crush every trace of
individuality and weld them into a submissive collective. True,
each man was teminded of his individual sins, but music
allowed him to sink back into 2 sense of universal sinfulness and
a universal desire for redemption. The ‘content’ of such music
was always the same: you are a worthless, helpless, sinful -
creature; identify yourself with the sufferings of Christ, and
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you will be saved. Hegel wrote of this function of old church
music:
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In old church music, take the moment of the erucifixus est for ex~
ample, we find that the profound meanings unfolded in the central
idea of the Passion regarded as Christ’s suffeting, death, and burial
are severally so conceived that it is not simply one’s metely personal
feeling of sympathy ot individual pain over these facts that is
expressed, but along with this the very facts themselves, or in othet
words the depth of their significance is motived by the harmony of
the music and its melodic progression. It is, of course, true that even
here the impression is one which acts upon the emotion of those who
heat it. We do not actually perceive the pain of the crucified, we do
not merely receive a general idea of it: the aim is throughout that
we expetience in the depths of out being the ideal substance of this
death and this divine suffering, that we absotb with heatt and soul
itsreality, so that it becomes as it were a patt of ourselves, permeating
out entite conscious life to the exclusion of everything else.

In other wozrds, this powetful church music does not atouse
an indefinite feeling that allows of many different associations
within the individual mind (as for instance modern symphony
music): on the contraty, it forces upon the listener a definize
reaction that tolerates no subjectivity. _
The “content’ of church music of this kind is, then, detet-
mined by the liturgical text and the associations produced by it
- divine suffering, human sinfulness, and so forth. But there is
another important element: the congregation themselves, who
are by no means a mere ‘audience’ but a genuine community.
Thie sensibility of these listeners is ‘acted upon’, as Hegel says,
not to produce an indefinite subjective feeling but a uniform,
collective emotion. The purpose of such music is to create a
definite and intended state of mind, to work consistently
towards that state of mind; its function is not so much to
‘express’ a feeling as to produce it. It might be said (with some
caution) that the ‘content’ of such music is not only within it
but also outside it; it is the sum of expression and effect, of
moving sounds and moved listeners. The same is true of profane
dance and march music. Dance music in itself is without
content; its function is to stimulate the desite to dance, and it
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acquires 2 content through the movement and excitement of
the dancers. The specific nature of the dance, be it ritual dance
ot minuet, Viennese waltz or rock-"n’-roll, is socially deter-
mined, the cutious fact being that the social element finds
f:xpression in the musical form alone - i.e. that social “ content?
Is conveyed purely through form — whilst any other kind of
content is only rarely present. The same applies to military
marches, whose form is socially determined but whose
‘content” is contributed by the marching soldiers. But when
musical forms of this kind are absorbed into a symphony or
concett piece, they appear ~ because of their ‘automatic
associations’ — to have ‘content’ in themselves, to have
acquired a life of their own. And so we find that in music, that
most perplexing of the arts, content is always transforming
itself into form and form into content. Social content may
manifest itself in the musical structure alone, or again, new
content may make use of old forms by bestowing new functions
upon them.

It is essential to distinguish between music the sole purpose
of which is to produce a uniform and deliberate effect, thus
stimulating an assembly of people to collective action of an
intended kind, and music whose meaning is, in itself, expressing
feelings, ideas, sensations, or experiences, and which, far
from welding people into 2 homogeneous mass with identical
reactions, allows free play to individual, subjective associa-
tions. Sacred music in the early Middle Ages fell into the first
category, so that we may say it had an ‘objective”’ character, in
contrast to the ‘subjective’, expressive character of secular
music whose rise coincided with that of the bourgeoisie. If we
examine the long and contradictory process of the seculariza-
tion of music we are bound to admit that music is an eminently
social phenomenon: that, although it consists of organized
sounds, the very organization of those sounds cortesponds to
the organization of society at a particular time. The seculatiza-
tion of music, starting with the troubadours and the great
heretical movements —i.e., with the incipient opposition of the
knights and burghets - spread gradually to sacred music itself,
so that even religious music eventually became wotldly. Old
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church music bad been inseparably tied to the church; it
received its content’ from the liturgy and served, with sevete
and impetsonal magnificence, not the listenet’s pleasure but his
subjugation, forcing him to identify himself, kneeling, with the
divine cause. But consider the Stabaz Mater of Pergolesi: its
graceful, pleasurable worldliness is 2ll the more striking by
contrast to earlier church music; this work is no longer tied to
the church; it can be performed in any hall and has almost
assumed the character of an opera. The ‘content’ is still given
by the religious text, but now the music begins to play with the
text, to transpose its meaning into the human and subjective, to
stimulate many varied associations. Still later, the great
oratorios of Bach and Handel — emigrants, and not by chance,
from the church to the concert hall — represent a tremendous
humanization of religious content, and, instead of swamping
the hearer’s subjectivity, strengthen and confirm it. What a
difference between the worldly amiability of a Haydn mass
and the crushing, inexorable power of the old church music!
The secularization of sacred music is finally completed in
Beethoven’s Missa Solemnis, too vastfor any church. To petform
this work in a church would be against teason; its expressive
subjectivity makes nonsense of the rigid framework of any
religious rite. There is not the merest breath of incense in this
wotk, not the faintest cloud of the beyond; in defiance of the
very text it uses, it does not speak of God, of sinfulness, or
contrition, of genuflection or humility, but only of man
standing upright and proclaiming his pain and joy, his greatness
and his triumph. The ‘content’ of this mass is not God but
man in a revolutionary age.

The progressive secularization of music can also be seen in
changing musical forms. Broadly speaking, polyphony may
be defined as the music of a feudal age, of an order in which
every voice has its apportioned place, one following the other
without competition, in strict contrapuntal regulatity; while
homophony is the music of the rising bourgeoisie, of an age of
social change in which first the principle of competition (the
Mannheim School) and later that of the class struggle demanded
that music should express a growing antagonism between

peats to obey the law of polyphony, whereas in fact he was the
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themes. The character of music was now no longer shaped by a
single theme polyphonically treated, but by a struggle between
themes, by hitherto unknown tensions and contrasts, by ex-
pressiveness and sensibility. Music was no longer addressed to
a homogeneous community but to a heterogeneous ‘audience.’
This did not happen all at once but tipened in the lap of the
old music, just as the bourgeoisie had ripened in the lap of the
old feudal system. The principle of harmony crept into the
still existing polyphony, so that — for instance — Bach still ap-

first great exponent of harmony. Indeed it might be said that
wherever harmony and expressiveness make an appearance in
music, the bourgeoisie is knocking at the gate, sublimating
mercantile competition in the competition of musical themes.

The seculatization of music meant domination by the bour-
geoisie; it was as though the merchant had displaced the priest.
Music was no longer the exptession of a stable religious order
but of secular conflicts. The symphony developed out of
monothematic Baroque music as a new form of contradiction;
the unity of eatlier epochs gave place to competition, to
struggle between contrasts. A revolutionary element had
penetrated music.

The new content was very cleatly present in some works, but
remained ambiguous and indistinct in many othets, expressing
itself rather as a general attitude, as one or another of the
tendencies of its time, as an underlying mood, sometimes
social, at other times individual (confident humanism, heroic
optimism, disillusionment, loneliness, melancholy, etc.), as
wilful subjectivity in the mastering of a formal task. One of the
distinguishing features of this secularized music was that it
addressed itself more and more to the connoisseutr, in contrast
to sacred music which presupposed, not the educated music-
lover, but a multitude of believers eager for religious rather
than aesthetic satisfaction. At first glance this would seem
inconsistent with the nature of a music rooted in the real wotld .
of men, often incorporating popular dances and folk songs.
This popular element (which we ate sometimes apt to
ovet-estimate) and the wealth of automatic associations that

T
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come to the listener’s aid, together with the expressiveness and
sensibility of the new music, madeit possibleevenforworks with
aformal structure too complex to be grasped by an untrained ear
to exercise a direct effect on large audiences. For example, the
last movement of the Eroica, with its ditect appeal to the
plebeian masses, is one of Beethoven’s formally most difficult
works. The way in which the baroque form of the passacaglia
is here incorporated into a symphony that bursts the confines of
Baroque tradition must inevitably escape the understanding of
an average audience; only the connoisseur can appreciate it.
Hegel was the first to note this peculiarity of the instrumental
music of his times.

The ordinaty petson [he wrote] likes best in music an expression of
emotion and ideas that is at once intelligible, that whereof the
content is obvious; his predilection is consequently fot music under
the mode of an accompaniment. The connoisseut, on the conttaty,
who is able to follow the relation of musical sounds and instruments
as composition, enjoys the artistic result of harmonious modulation,
and its interwoven melodies and transitions, on its own merits. . . .
The composet is able, it is true, on his patt to associate with his wotk
a definite significance, a content of specific ideas and emotions, which
are expressed articulately in movement that excludes all else; con-
versely he can, in complete indifference to such a scheme, devote
himself to musical structute simply. . . . Mote penettation of char-
acter may be assumed where the composer even in instrumental
music is equally attentive to both aspects of composition: in other
words, the expression of a content, if necessarily less defined than
in our previous mode, no less than its musical structure, by which
means it will be in his power at one time to emphasize the melody,
at another the depth and colour of the harmony, or finally to fuse
each with the other.

The abstract and formal character of music that was no
longer sacred, no longer bound up with religion, demanded
virtuosity, originality, and subtle invention. There were
dangers inhetent in this. Much instrumental music has become
exclusive, capable of enjoyment by the connoisseur only. As a
tesult, two kinds of music have developed: ‘highbrow’ music
alienated from the people and ‘lowbrow” entertainment music,

- Eroica, where Beethoven, putting aside the emotionally
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generally of little value. Although the gap between the two has
become a serious problem in the late bourgeois world, this
development should not be sociologically over-simplified. We
must not forget that many important works by Bach, Mozart,
Beethoven, and Brahms were never ‘populatr’ and are enjoyed
to this day by only a small section of society. (To enlarge this
section is one of the aims of systematic musical education.) In
order to do justice to musical experimentation and to recognize
its artistic necessity, we must bear in mind two things. A
composer, as much as any other artist, ultimately serves a
social need. But there is also his own individual need as an artist
to take pleasure in what he is doing. In sacred music this:
pleasure was excluded or forced to conceal and dis guise itself;
in secular music, released from bondage, it insists upon its
tights. When Hegel says that the composer may be concerned,
quite apart from the content, “ with the purely musical structure
of his work and with the wit and grace of such architecture’, he
recognizes the sheer pleasure that any artist takes in exploiting
the complex and manifold possibilities of his art. (As an
example, I have already quoted the last movement of the

charged, revolutionary chatacter of the symphony, plays with
formal possibilities and abandons himself to the pleasure of
exercising his supreme artistic skill.)

The apparently carefree pleasure that-the artist finds in
mastering intensely difficult problems of form contains a
deeply serious moral element which we must not overlook
when we speak of the nature and essence of art. In mathematics,
it is possible to solve a problem and yet to dismiss the solution
as unsatisfactory if-it has been clumsily achieved. Mathemati-
cians speak of “ elegant’ solutions and formulas, elegant because
they ate not only correct but also aesthetically pleasing by theit
formal petfection. The same is true, to the highest degree, of
art: an ‘elegant’ solution of formal difficulties is in itself a
major quality. The form of a work of art is more than just 4
suitable vehicle for its content: it is an original, ‘elegant’
solution of difficulties arising not only out of the content but
also out of the artist’s sheer pleasure in mastering them. Form
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is always a kind of triumph because it is the so}ution of a prob-
lem. Thus an aesthetic quality is transformed into a m(?ral one.
A composer cannot work for the layman alone, for this Would
lead to impoverishment and stagnation, above all in instru-
mental music. He must always tackle formal problem§ whose
solutions can only be appreciated by specially schooled psteners,
who must, however, in order to achieve maximum enjoyment,
pay as much attention to the content — however f:luswe -asto
the formal structure of the music. Subtle formal dlscove.rlcs afld
solutions may escape the layman, indeed they may strike 1.11111
as strange and disagreeable: yet they are essential foF the rich-
ness of the work and for the development of music (or aay
other art). And it is precisely this formal inventiveness, this
vety setious ‘playing’ with means of expression, th‘:lt may
sometimes constitute the quality of a work of art. In his essay
on How to Make Poetry, Mayakovsky refers to a ‘.rhymed street
song’ which he wrote for Red Army men defending Petr.ograd,
and remarks: “ The novelty that justifies the making of this song
is in the rhyme . . . [he then quotes a par’ricula.r rhyrr}e]. ’Th_ls
novelty makes the whole thing necessary, poetic, typical.” We
may assume that the Red Army men can scarcely have been

made his Red Army song into poetry and gave it a quality of its
own. The same is still more true of music, where form and
content interpenetrate cach other in so many ways that they can
hardly be separated. ) L

Because the formal element in musicis so strong, ‘ formalism
is liable to occur. But just because music is the most formal a_.nd
most abstract of the arts, we must beware of dismissing
particular wotks ot ttends as ‘formalist’ Witho_ut sufficient
grounds: otherwise we may find ourselves detecting traces of
formalism in polyphonic Baroque music, in Bach’s piano
wotks, and even in some wotks by Mozatt, Beethoven., and
Brahms. I believe that the following may, in good conscience,
be defined as formalism in music: )

First: self-complacent virtuosity which exists for its own
sake, that is to say virtuosity not concetned with solving

aware of this formal innovation: and yet the great poet.of the-
ptoletarian revolution tells us that it was precisely this that
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structural problems in music but only with technical brilliance,
with bravura, with stunning the audience. Formalistic virtuo-
sity of this kind, far from setting itself at a distance from the
listener, is actually dependent on his admiration; hence the
charge against it is not artistic arrogance but applause-seeking
vanity.

Second: crass imitation, slavish trepetition of old canons,
cloying harmony and sweetness in a world of dissonances,
romantic pastoral tunes designed to muffle the roar of jet
bombers overhead. This kind of *modern’® music lives idly on
interest from the capital of the EBuropean musical tradition. Its
formalism is the formalism of lies: a banquet of bankrupts,
opened by the “‘Mazseillaise’ (played not as a parody by Offen-
bachbut to make the gluttons rise to their feet for an instant and
pay homage to a debased and dishonoured past). This kind of
music lives off a content that has been lost, off forms that have
no strength or meaning left, off the emptiness of what had once
been full of life and vigour. It goes on serving up its pretty airs
as if nothing of significance had happened in the last hundred
years, as if the composet’s function in the mid twenticth
century is to keep chewing over the classical and romantic
music of the bourgeoisie. It was great music once: to imitate
it under changed conditions, instead of learning from it in a
creative way, is formalism of the dullest and most wretched
kind.

Third: the forcible removal of all warmth and feeling.
Necessary as it was after a period of hystetical effusiveness in
music to catry out a cold-water cure, to get rid, as it were, of
the surplus fat of music so as to reintroduce lost discipline and
dignity, we cannot accept the ptinciple that music has nothing
to do with the expression of feeling but is only the embodi-
ment of pure form. Even if we assume that it is possible, by
eliminating all fecling, to capture the ‘music of the cosmos ’
the language of stars and crystals, atoms and electrons, the
principle would still be unconvincing. Let us not exclude the
possibility that the laws of inorganic matter can be expressed in
musical form; by no means let us reject experiments in this
direction. But ncither should we be prepared to abandon the
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buman character of music as an expression of feelings, sensa-
tions, and ideas. Sacred music, which tecogr{izefl .no’ sub-
jectivism and claimed a socially conditioned objectivity’, was
splendid music: but the deep—frozen,.in'fellectpal.lzed pseudo-
religious quality of some modern music, its arnﬁc%al, labour.ed,
contrived return toa ‘sacred’ element profoundly incompatible
with the content of our age, can only be -interpreted as a
symptom of extreme alienation. This is conscious, demogstra—
tive formalism, trying to deceive us in vain with a hidden
‘costmic’ content.

content in music, I am well aware of the inadequacy of my
attempts. Simplification is extremely dangerous here. The
content of music is manifold and, unlike that of the other arts,
extremely elusive. But just because ?his is so, the future
development of music will be determined by the .degree to
which it expresses a new attitude, a new sense of life, a new
intelligence, a new collective: the attitude, .the sense of life, the
intelligence, and the collective of the working class.

In trying to explain, very briefly, the problem of form and

-conserved in a rigid framework of phrases, prejudices, and

producers.

T T

CHAPTER FIVE

THE LOSS AND DISCOVERY OF REALITY

Lubpwie TI1ECK, the German Romantic, first spoke of the
‘loss of reality” in the preface to his edition of Heinrich von
Kleist’s works. This ‘loss of reality’, only dimly sensed in the
Romantic age, has grown into a central problem in the highly
industrialized late capitalist wortld.

The industrialized, commercialized capitalist wotld has
become an owzside world of impenetrable matetial connexions
and relationships. The man living in the midst of that world is
alienated from it and from himself. Modern art and literature
are often reproached with ‘destroying reality’. Such tendencies
exist; but really it is not the writers or the painters who have
abolished reality. A reality belonging to the day before yestet-
day, a reality that long ago became its own ghost, is being

hypoctisy. The end-product of a vast machinery of reseatch,
investigations, analyses, statistics, conferences, reports, and
headlines is the comic strip, the embodiment of an Mlusory
wotld of Everyman and No-man. Illusion displaces contradic-
tion. The outcome of a multitude of ‘points of view’ is a
hideous uniformity of minds. Theanswer precedes the question,
A few dozen clichés, some of which were once reflections of
reality, are served up again and again. Today they are as much
like reality as an oil king is like a holy picture. ,
‘I am convinced,” wrote the Austrian satirist Karl Kraus,
‘that happenings no longer happen; instead, the clichés opetate
spontaneously.” Things have become too much for people, the
means too much for the ends, the tools too much for their

Once again [Karl Kraus wrote about the Press] a tool has got out
of our control. We have set the man who is meant to repott the fite =
aman who should surely play the most subotdinate part in the whole
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State — above the State, above the fire and the butning house, above
fact and above out imagination,

That was written half a century ago. Since then the process of
¢destroying reality > has made alarming advances.

Many of the sincerest and most gifted artists and writers in
the capitalist world are conscious of this loss of reality. They
refuse to be led astray by outdated formulas and catchpenny
phrases. They refuse to accept the system forced upon them by
the ruling ‘public opinion” as reality; they insist on seeing
things ‘as they are’. They detest all forms of propaganda,
distrust all ideologies, they go out in search of reality beyond
the illusory wotld of pseudo-facts, phrases, and conventions.
They are determined to speak only of what they can see, hear,
touch, or directly perceive. They cling to the smallest detail,
the visible, audible, unchallengeably ‘real’ detail. Anything
that goes beyond such details is suspect to them. Out of them
they try, cautiously and without comment, to reconstruct
teality. The widespread movement of neo-positivism is not

" wholly negative: it cortesponds in part to a wish for
unprejudiced sincerity.

In his fight against the fulsomeness of the late bourgeois
novel and in his search for economy, purity, and lightness of
fotm, Franz Kafka developed a narrative method whereby tiny
details are linked together to make faint contours that hint at
reality. Kafka once wrote of a woman he loved: ‘Outwardly -
at least sometimes — all I can see of F. are a few small details, so
few that they could easily be counted. That is what makes her
image so cleat, pure, spontaneous, defined yet airy at the same
time.” That is the principle according to' which he drew his
characters and situations. _

This principle of allowing the status of reality only to the
‘small true fact, the true detail ’, as Nathalie Sarraute never tires
of repeating, has been carried to an extreme in the French
‘anti-novel’. Detail follows detail, two-dimensionally, without
perspective, without ever going beyond the Here and Now.
Considet this passage from Camus’s L’Efranger:

In the evening Marie came to fetch me and asked whether T wanted

THE LOSS AND DISCOVERY OF REALITY 199

to maxrry her. I said I didn’t mind and we could do it if she wanted.
Then she wanted to know whether I loved her. I replied, as always,

* that this meant nothing, but that probably I didn’t love her. Why

matry me then ? sheasked. I explained that this was of no significance
and that we could marty if she wished. Anyway she was the one
who was asking; all I was doing was saying yes. She then temarked
that marriage was a setious thing. I answered: no. She was silent
for a moment and looked at me.

This emphasized detachment and coldness are a refusal to
recognize any priotity among objects, feelings, or events. The
consequence of such understatement is, however, that material
relationships acquire exaggerated power (almost as in the
Romantic ‘tragedies of fate’ where human destinies wete
governed by mysterious objects). The wortld is neither meaning-
ful nor absurd, says Robbe-Grillet, it is just zéere. “All around
us and in spite of all our adjectives meant to endow them with
soul and purpose, things are #bere. Their surface is clean and
smooth, it is intact, but without ambiguous brilliance or
transparence.’

This principle leads to a state of torpor, a series of images

* jerkily strung together, not a continuum but a fragmentary

discontinuity: the passing moment is unreal, and only in
recollection do situations freeze into reality. Nathalie Satraute
wrote of Proust that he had “observed psychological processes
from a great distance when they were already completed:
frozen in tranquillity and, as it were, in the memory’. Robbe-
Grillet’s novel Le 1 gyesr represents the quintessence of this
method: people are merely objects among objects, a murdet
means no more than the sale of a watch, ctime no more than
the screech of a seagull; an event is no more than a confusing
dream or a witness’s false evidence: reality without perspective,
value, or measure.

In several respects, the method of the ‘anti-novel” seems to
be connected with the rise of cybetnetics, the study of self-
tegulating dynamic systems. The existence of ‘learning’,

‘thinking’, selfimproving machines has given encouragement

to behaviourism and neo-positivism. The difference between
human beings and these dialectical machines must now be
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formulated, the #afzre of man must now be grasped afresh, and
dialectical materialism must now be expanded and made more
precise. Machines which, it has been calculated by cybernetics,
are possible and which, in part, have already been made,
frequently behave as though they had consciousness, although
in fact conscious machines cannot and do not exist. Leading
cyberneticists therefore consider consciousness to be irrelevant
or even fictitious; what they describe is solely the bebavionr of 2
system. W. Ross Ashby, who with Notbert Wiener is the leader
of modetn cybernetics, writes in Design for a Brain:*

Throughout the book, consciousness and its related subjective
elements are not used, for the simple reason that at no point have I
found their introduction necessary. . . . Vivid though consciousness
may be to its possessor, there is as yet no method known by which
he can demonstrate his experience to another.

I do not wish to recapitulate hete all the argument between
neo-positivism and dialectical materialism, but only to point
out how closely the ‘anti-novel’ corresponds to these neo-
positivistic ideas and to what a striking extent the people in
these novels are reduced to the ‘black box’ of cybernetics,
where only the relations of input and output matter and never
the nature and essence of man. False philosophical conclusions
from the revolutionary discoveries of cybetrnetics have linked
up with a literary method which, in certain individual instances,
may be as useful as behaviourism is in science but which, as a
whole, not only describes the dehumanization of man but
actually invests this dehumanization with the character of
inescapable finality.

The method of the ‘anti-novel’ does not regain lost reality. In
place of empty phrases and prefabricated conventional associa-
tions it puts forward details drained of all meaning and entirely
disconnected sensory impressions. In rejecting the pseudo-facts
of newspaper headlines, this literature has discarded facts
altogether. All that is concrete dissolves; figures grope in a
chaotic ptimeval fog, and there is for them no forwards nor
backwards but only a timeless, directionless ‘existence’. The

* Chapman & Hall, 1960.
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official illusory world has been teplaced by a private yet no less
gh.ostly one. The intention is to represent uncomprehended
being, the ‘timeless’ being of man in 2 timeless darkness. But
‘being in itself is not yet real’, wrote Hegel; “only what has
been comprehended is real’. And Marx: ‘Only the compre-
hended world as such is reality.” A Jiterature which deliberately
rq'ecz‘.f comprehension lacks the decisive edge of reality. 'The unreality
that is its content may have come out of protest against the
standardized illusory world: but in fact it is only the shadow of
that world.

Some writers who also set out from the precisely observed
detail nevertheless go beyond a world where everything has
been frozen into an object or a fixed state. J. D. Salinger is such
a writer. He too uses the behaviourist method, pottraying the
!Jehaviour of people through a sequence of petty details. Here
Is a passage taken at random from Framsy and Zoogy ¥

Ten-thirty on a Monday motning in November 19535, Zooey Glass,
a young man of twenty-five, was seated in a very full bath, reading
a four-year-old letter. It was an almost endless-looking letter, type-
wtitten on several pages of second-sheet yellow paper, and he was
having some little trouble keeping it propped up against the two
dry islands of his knees. At his right, a dampish-looking cigarette
was halanced on the edge of the built-in enamel soap-catch, and
evidently it was burning well enough, for every now and then he
picked it off and took a drag or two, without quite having to look
up from his letter. His ashes invariably fell into the tub watet,
either straightway or down one of the letter pages. He seemed
unaware of the messiness of the arrangement. He did seem awate,.
though, if only just, that the heat of the water was beginning to have
adehydrating effect on him. The longer hesat teading - ot re-reading
- the more often and the less ahsently he used the back of his wrist
to blot his fotehead and upper lip. . . .

Yet out of such a mosaic of details, gestures, snatches of
convetsation, faintly outlined situations, Salinger creates a
maximum - of atmosphere and discovers fresh aspects of
psychological and social reality. His stories are without
comment and without propaganda, yet they are exciting and

* Hamish Hamilton, 1962.
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tipping in an unusual way, perhaps for that very reason. In
zgallijfgef:g teality is newly discovered through the medium of
young people sickened by the quld that sutrounds them anfi.
engaged, in one way and another, ina .search for the meaning o
life. It is this new and extraordinatily subtle fOI‘II:l of.soc1al
ctiticism, going fat outside and beyond the behavioutism of
the “anti-novel’, that makes Salinger’s wotk so valu.able and
attractive. The world is seen through the eyes of chﬂdrf':n or
very young people: that is why it appears, notas a conventional
system to be circumsctibed by ready:m.ade phrases, -but as an
unexpected and shocking reality. A similar example is the film
Zazie dans le Métro (based on Raymo.nd Queneauw’s novel),
where a little girl from the provinces discovets the grown-up
world of Paris, the ghastly reality of a system Where a toy turns
intoa bomb, a match canblast the ground sky-high, house-fronts
collapse, and Fascist terror, murder, and fear creep out of the
ruins. And when, at the end, the mother returning from a
rendezvous with her lover asks the little girl how .shc? }.Ja-s’spent
the day, Zazie replies with bitter scorn: °J’ai .wez.llz. The
positive, unforgettably beautiful counterpart to this b.1tter ﬁl.m
showing a child’s discovery of the capitalist world with all its
fantastic antagonisms is the Soviet film" A Man Goes Towz{rd:
the Sun, in which another child discovers the world of growing
socialism. These two films should be shown toge!:her all over
the wotld. They would provide the strongest possible proof of
two things: of the colossal contrast between the two wotlds,
seen unconventionally, without propaganda or false pathos;
and of the overwhelming possibility of presenting both worlds

ith similar methods of modern att.

Wlﬁasrll;nmodem artists and wtiters share the beli.ef that modern
reality has nothing whatever to do with the available range of
cliché images: that it is necessary to discover new situations
characteristic of our time, and to build up a supply of new,
powetful, unhackneyed images. Eisenstein, Mayakovsky,
Chaplin, Kafka, Brecht, Joyce, O’Casey, Makar@nko, Faulkner,
Léger, Picasso, all thoseareamong the outstanch.ng. researchers.
1 have deliberately mingled the names of socialist and non-

socialist artists and wtiters because the rejection of clichés and
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the search for a new ‘world picturebook” is common to them
all. Where they differ is not in their method but in their
petspective. .

Walter Benjamin’s Theses on he Philosophy of History includes
the following passage:

There is a picture by Klee called Awngelus Novas. It shows an angel
looking as though it were recoiling from something it is staring at.
Its eyes ate wide open, its mouth agape, its wings outstretched.
The angel of history must look like that. It has turned its face
towards the past. Where we distinguish a chain of events, it sees a
single catastrophe incessantly piling tuins upon ruins and hurling
them down at its feet. It would surely like to stay there, awaken the
dead and make the murdered ones whole again. But a storm is
blowing from paradise, a storm that has caught the angel’s wings and
is so strong that the angel can no longer fold them. This storm drives
it inexorably towards the future, to which it turns its back, whilst

the heap of ruins before it grows sky-high. That storm is what we
call progress.

The same angel inspired Proust and Joyce, Kafka and Eliot:
the shattered fragments of the past, the past as reality, grew
vast before the eyes of their creative imagination. In the film
L Année derniére 8 Marienbad, for which Robbe-Grillet wrote the
script, the present is composed of masks, ghosts, and the sound
of footsteps in the sand, the futute is shrouded in complete
darkness, and only the stony images of memoty are real. The
angelof Mayakovsky and Brecht s different. It hasa second face,
turned forward. This different ‘Angelus Novus sees not only
what lies in ruins but also what is as yet incomplete, sometimes
scarcely discernible, sometimes obscure, sometimes strange.
This other, different angel’s range of reality is not only what
has already become fact but whatever is possible. The realities
and the essential situations it discovers are not idyllic but they
ate encouraging; they are not soothing, but they show the
way forward. \

Kafka dreamed of an angel that suddenly turned into a dead
thing,.“not a live angel but only a painted wooden figure from

~ the bow of a ship such as you see hanging from the ceiling in

sailors’ taverns. Nothing further . . .". It was a ghastly dream
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about all living things turning into objects. Fisenstein, in The
Battleship Potemkin, discoveted the opposite situation. When
the guns that are pointed at the rebel ship unexpectedly change
aim, the victotry of men over the powetr of these lifeless things
overwhelms the onlooket. The free decision of men com-
municates itself to objects. One of the great functions of artin
an age of immense mechanical power is to show that free
decision exists and that man is capable of creating the situations
he wants and needs. Chaplin, too, in his grotesque parodies of
everyday life, hints at this victory: not a revolutionary event
like Eisenstein’s but a victory all the same, the victory of man
enslaved by the machine over the machine itself. Picasso, using
the painter’s means, showed a wotld blown into a million
pieces, not as an expression of anonymous fate of as a cosmic
event, but as Guernica, as human existence threatened by
Fascist dictatorship. This magnificent painting does not metely
represent reality in its most concentrated form: it sides with
tortured humanity, writing its accusation in the light. If these
wete a case of so-called ‘formalism’, Picasso would not have
called his work Guernica but Explosion, Destruction, Under the
Sign of the Bull, or something of that kind. No anti-Fascist
should ask, “What is thete to understand in this picture? ?'The
question is better left to Fascists as they guiltily look away.
When hundreds of genre paintings and academic historical
canvases that hope to pass as realistic have long been forgotten,
our great-grandchildren will recognize a chronicle of our times
in the bitter, extreme realism of this tremendous wotk.

And then Brecht. In his work, the niew situation is often the
very teverse of the old, familiar one. In The Cancasian Chalk

Cirele, for instance, the judgement of Solomon that belonged to

a patriarchal age is changed into a moze humane one: the child
is not awarded to its mother but to the woman who is truly
motherly. Ot the situation in Galileo: the man who knows yet
who refases to bea hero, the opponent of intolerant supetstition
who is willing to cower in the dirt in order that his work may
outlive him. These pottrayals of new, essential situations will
increasingly createa total image of the new reality as it struggles
against clichés, dogmas, phrases, the illusory world of files and
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pseudo-facts, prejudices, conventions, and everything officially
celebrated as “ reality”’. ‘
Tbis total image cannot be attained without the dialectical
philosophy of Marxism. But non-Marxist artists and writers
are also taking part in the discovery of the world in which we
live and in the artistic expression of many of its aspects. Every
effor.t to present reality without prejudice — that is to say, with
all sincerity — helps us all to advance. Not that sincerity alone
can represent the complex reality of our age in anything but a
fragmentary way. But without it nothing can be done at all.

Art and the masses

The efforts of socialist literatute and art to discover new social
realities were temporarily inhibited by bureaucracy, and even
today these efforts are liable to run into bureaucratic opposition
from time to time. The problematic nature of the transitional
stage through which we are living today has deeper causes,
however, than simple bureaucratic interference. The decisive
task of contemporary socialist literature and art — that of
representing the new teality through the means of expression
approptiate to it — is intimately linked with another con-
temporary problem: the entry of millions of people into
cultura] life. . :
When Goethe wrote Faust, ninety per cent of the inhabitants
of the Grand Duchy of Weimar wete illiterate, Artand literature
were the privilege of a narrow élite. Industrialized society,
however, needs people who are able to read and write.
Knowledge, and with it the need for further knowledge, grew
f:ogether with industry. ‘It has always been one of the most
important functions of art,” wrote Walter Benjamin, “to create
a demand for the complete satisfaction of which the hour has
not yet struck.” And André Breton has written: ‘A work of art
has value only if tremors from the future run through it.” But
apart from this anticipation of future needs by the avans-garde,
thete also exists a present need to cover lost ground, and this

chiefly takes the form of a demand for entertainment. The

detiving of profit from this demand is the main object of the
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producers and distributors of “mass art ’in the capital.ist world.
The immense possibilities of mechanical reproduction allow
good books to be disttibuted on a mass scale, good pictures to
be printed in large quantities, good WOtkS. o:f music to be
‘canned’, and good films to be shown to rmlhc?ns of peop.le.
But on the other hand, the capitalist wozld has dlscox.rereq rich
possibilities of profit through the produ.ction of artistic opiates.
The producet of these opiates starts with the assumption that
most consumets are troglodytes whose batbarian instincts he
must satisfy. And on this assumption he actua.lly arouses those
instincts, keeps them awake, and systematically stlmulat‘es
them. The dream-image is commercialized: the poor girl
marties the millionaire; the simple boy ovetcomes, through
sheer brute strength, all the obstacles and opponents of a
hostile, sophisticated world. The fairy-tale motif is brought up
to date and mass-manufactured. And all this at a time when
artists and writers are struggling against the cliché and painfully
expetimenting for means of reproducing a new reality!

The discrepancy is alarming: on the one hand, the necessary

that ‘our artistic means are worn out and exhausted; we ate
bored with them and we probe for new ways’ (Thomas Mann);
on the other hand, masses of human beings for whom even old
art is something wholly new, who have yet to lear.n to
distinguish between good and bad, whose taste must st.lll be
formed, and whose capacity to enjoy quality must still be
developed. The composer Adtrian Leverkiibn in Thomas
Mann’s Doctor Faustus believes that all art needs to be set .free
“from being alone with an educated élite, called ‘fthe public?,
for this ¢lite will soon no longer exist, indeed it already no
longer exists, and then art will be completely alone, alone unto
death, unless it finds a way to “the people”, or, to put it less
romantically, to human beings’. If that happened,. art would
‘once more see itself as the servant of a community, a com-
munity welded together by far more than education, a com-

be one . . . an art on intimate terms with mankind’.

search for new means of exptressing new realities, an awareness

"\l very coarse diet indeed. In the Soviet Union one finds boring

munity that would not Aave culture but which would pethaps

In the Soviet Union there is an intensive striving to achieve
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this. In the late bourgeois world, art is regarded as a kind of
hobby, a distraction, unworthy of the attention of people
occupied with matters as grave as business and politics. The
socialist world takes art setiously. I have discussed Yessenin,
Blok, Mayakovsky, Yevtushenko, and Voznessensky with
young workers in Moscow, and have admired their intelligence
and understanding. New books, films, plays, and musical
works are not only consumed by hundreds of thousands, by
millions of people, they also stimulate them to passionate
discussion. The social, educational, formative force of words
and images is taken for granted. A work of art is regarded, not
as an ephemeral event, but as an action with far-reaching
consequences. Born of reality, it acts back upon reality. Young
people will argue a whole night long over a poem. Poetry has
come out into the streets. A discussion about the characters
and situation in a novel stits up decisive problems of social life
and philosophy. Art and the discussion of att are a forward-
thrusting part of life in the socialist world.

This “taking art seriously’, splendid as it is, has also led to
various mistakes and excesses. The way from art to man —
‘putting art on intimate terms with mankind® - is not the
shortest distance between a Party Secretary’s office and an
organization. It is bound to be a long road, not a short one,
leading through many and varied experiments by artists and
through the large-scale, generous education of the masses.
What is alarming in the capitalist world is not ‘formalism®, not
abstract paintings or poems, not serial music or the anti-novel.
The real and terrible danger lies in the highly concrete, down-
jto-earth, ‘realistic’ if you will, productions of idiotic films and
[ comics, commodities for the promotion of stupidity, vicious-
'ness, and crime. Anti-Communism does not use ‘abstract’
| methods. War is not prepared by subtle works of art but by a

i

| plays, boring books, and boring films side by side with
excellent ones, tastelessness side by side with art, sticky senti-
mentality side by side with passionate truthfulness; but not
\the corrupting, evil filth of capitalist ‘pulp’ art. "This great
difference cannot be valued too highly. The negative element
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in the Soviet Union — the conservative clinging to forms of
expression no longer approptiate to the times — is only a
problem of transition.

The fitst motor-cars were designed like horse-drawn
carriages. But the new cote — the engine — was stronger than
the old shell; new forms developed out of the demands of
increasing speed; technology became the midwife to a new
kind of beauty. The taste of every victorious class usually
starts where that of the fallen class has left off, and tends to
'~ build a new life behind an old facade. The rise of the English
boutrgeoisie in the eighteenth century meant that Gothic
architecture suddenly became ‘modetn” and ruins a sought-
after attraction, The bourgeois wanted to disguise his capital
in fancy dress, to own a castle — more than that, the ruin of a
castle — as a symbol of a noble past. In 1760 a merchant by the
name of Stetling had a ruin renovated with such consummate
art that ‘you believed it was going to collapse over your head’.
A hundred years later, the tise of the German and Austrian
bourgeoisie led to similar phenomena. An architecture of
triumphant hypoctisy, a pastrycook’s Neo-Gothic, came into
existence. Banks postured as castles, railway stations as
cathedrals. Adolf Loos, one of the pioneers of modern archi-
tecture, called such ornamentation a ‘crime’ and saw in the
pretentious stuccoed house-fronts of gloomy offices and dwell-
ings the architectural expression of the bourgeoisie’s inherent
hypoctisy. :

[ Similarly, many workets, having achieved political victory,
| begin by adopting the taste of the petty bourgeoisie. As 2
result there is at first a discrepancy between the artistic ideas
of many progtessive intellectuals and those of most of the
" working class. It can even happen that the gap between what is
socially progressive and that which is modern in the arts
becomes so absurdly large that the very word ‘modern’
becomes a texm of abuse on ‘the lips of certain officials. The
younger generation gradually overcomes this curious contra-
diction; it wants to be not only progressive but also truly
modern; it looks for a modern style of living — that is to say 2
style appropriate to the times —and watches out for innovations

“tabula rasa — it has been affected by all the mass-produced

trary to all expectation, only about a third of the items shown

THE LOSS AND DISCOVERY OF REALITY 209

of all kinds. A struggle between the old and the new thus
begins in the sphete of culture, and apologists of the old may
frequently invoke the ‘healthy instincts of the simple man’.
I must confess that such talk makes me thoroughly uncomfort-
able; I cannot help hearing overtones of condescension in it.
Does he still exist, this much-praised ‘simple’ man, this
otdinary, unsophisticated reader, listener, or gallery visitor?
And if he does, is he really the highest coutt of appeal, the full
and many-sided personality that Communism sets out to
form? The ‘simple man’ belonged to primitive social condi-
tions which produced works of art compounded of instinct;
intuition, and tradition. Such people are becoming increasingly
rare in our industrialized, town-dominated civilization. The
combination of spontaneity and custom charactetistic of the
bards of feudal times has been lost; industry and the town have
had a disintegrating effect. Man in industrial society is exposed
to many different stimuli and sensations. His taste is not

commodities that have flooded his life since childhood. His
artistic judgement is in most cases a prejudice. The Viennese
operetta would triumph over Mozatt in almost any plebiscite.

The ‘simple man’ belongs to an illusory wotld of clichés. He
exists as little as ‘the worker” or ‘the intellectual’. Even in ths
capitalist world with its commercial tendency to level out all
cultural differences, the differences ate in fact infinitely greater
than simplifiers allow. The effect of inferior mass-produced
commodities is great, but spontaneous opposition is by no
means lacking. An exhibition of drawings and paintings by
Austrian railway workers was held in Vienna recently. Con-

were the familiar mixture of naturalism and false sweetness;
two-thirds showed the influence of van Gogh, Gauguin,
Cézanne, Picasso, and modetn Austrian artists. It would be
quite wrong to assume that “the workets’ or “simple people’
instinctively reject modern att; the percentage of workers who
prefer conventional art is probably no higher than that of
businessmen, company directots, or politicians.

'The major task of a socialist society, whete the ‘art market’

T-1
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- is no longer supplied with commodities mass-produced by
capitalist speculators, is therefore twofold: to lead the public
towards a proper enjoyment of art, that is to say, to arouse and
stimulate their understanding; and to emphasize the social
responsibility of the artist. That responsibility cannot mean
that the artist accepts the dictates of the e domina;

he writes, paints, or composes as so-and-so ‘decrees: but it
does mean that, instead of wotking in a vacuum, he recognizes
that he is ultimately commissioned by society. There are many
cases, as Mayakovsky pointed out long ago, when this general
social commission does not coincide with the explicit commis-
sion of any partlcular social institution. A Work of art does

also for others, for all those who want to know What sort of a
wortld they live in, where they come from, and where they are
oing. He produces . 'This fact has been lost
sight of in the capitalist world, but it was taken for granted in

ancient Athens and i ic art. The desirable
Wmhﬂiw in harmony
with the collective —- cannot be achieved all at once; it requires
much undogmatic thought and experimentation. Every great
revolution is an explosive synthesis; but disturbances in the
dynamic equilibrium always occur again and again, and new

syntheses have to be re-established under changing conditions.

Mayakovsky drew its great content from the Revolution;
petsonal and collective experiences were merged into one.
Such unity is'not static and cannot be preserved, least of all by
decree. But socialist art must always draw strength from this
very task of re-establishing unity, so that finally, through a

are eradicated.

for art in the Soviet Union and the People’s Democracies
cannot be fully satisfied either by enormous editions of the

: rather to ed ones. But When the artist d1scovers
‘new realities, he does not do so for himself alo

The tomantic and individualistic tevolt of the young

slow and painstaking process, all the symptoms of ahenat1on

Allkinds of misunderstanding are liable to arise. The demand-

P
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classics or simply by the works of outstanding socialist artists -

and writers. T_he/desmfox—an_a.;t_tba:_mmply_emﬁrtam&\ls

legitim , with the mote or1g1nal innovators
there is bound to be a large nt e’ artists. The

mment a

boundary between € annot_be

east ofall in a society

knowledge and culture. Entertamment should not mear

N&ss any more than serious att should mean boredom; both
the public’s education and t consciouspess

‘mmbmmmmwmmé:; ’

ﬁdrmmyhbcok plays, and musical works that ate’entet-
taining and easy to grasp, yet at the same time also serve to
educate both emotionally and intellectually. But this need .
catries with it the danger of hackneyed over-simplification and -
crude propaganda disguised under 2 high moral tone. Stendhal
wrote as a young man: ‘Any moral intention, that is to say any
self-interested intention of the artist’s, kills the work of art.* No
socialist artist can wotk without moral intention, but he
should always endeavour not to allow it to become ‘self-
interested’, not to over-simplify it in tetms of propaganda, but
to elevate and purify itin terms of art. This should be the motto,
too, of artists producing ‘entertainment’, i.e. working purely
for theneeds of the day. In a socialist World wotks of entettain-
ment, like all other art, are addressed to matute human beings.
‘They are entirely failing in their purpose if they patronize their
public. :
Tt would be foolish to denigrate those who produce decent
unob]ectlonable literary or musical works by the dozen. But
it would be a2 much more serious etror to set them up as an
example to those who are trying to express new realities with

‘new artistic means. We can understand why many socialist

artists cling to old styles during difficult transitional periods;
even a socialist society, Whose very essence is novelty, has
need of certain conservative tendencies, if only so that, in the
struggle against them, the new should grow stronger and more
tesolute. But it is the original artists who create new styles <
artists like Mayakovsky, Eisenstein, Brecht, or Eisler — and:it
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is they who will live on in the future. Even today, and not only
in the socialist but also in the capitalist world, the new proves
itself more effective than imitations of the old. For although
the two economic systems are fundamentally antagonistic to
each other, and although the struggle and competition between
them is one of the central problems of the new social reality,
nevertheless many elements of modern life are common to
both systems: industrialization, technology, science, large
cities, speed, rhythm, many modern experiences, sensations,
and stimuli. Life in a large city demands to be expressed in a
different way from life in a sleepy provincial town. A skiet’s
“or motor-cyclist’s experience of nature is different from a
peasant’s or a rambler’s. The content and style of life of the
modern working class and its intelligentsia are no longer
directly related to the poetic methods of the last century. We
see, hear, and associate differently from our ancestors. The
things that shocked them in art — the Impressionists® use of
colour or the dissonances of Wagner — no longer worry us in
the least. The average public today is thoroughly familiar
with such things and no longer thinks of them as ‘modetn’.
Cybernetics envisages the possibility of machines giving
theoretical answezs to questions concérning as yet unexplored
areas of reality, these answers being beyond the powers of
comprehension of the human brain. Science does not capitulate
before such a staggering possibility, nor will it scornfully
reject the answers supplied by such computers because the
human brain cannot yet cope with them. On the contrary,
cyberneticists say that it may become necessaty to design brain
amplifiers’ in order to equip the brain with the means for
coping with the new concepts. Science and art are two very
different forms of mastering reality, and any direct comparison
would be misleading. Yet it is equally true of art that it also
discovers new areas of reality, making visible and audible what
had been invisible and inaudible before. Artistic comprehen-
sion, too, is not a constant; it too can be expended and more
finely adjusted by means of ‘amplifiets’. Socialism, convinced
of man’s infinite capacity for development, should therefore
not teject the new in any field just because it is new: instead,
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it should use ‘amplifiers” in order to grasp what at first seems
incomprehensible, and, having grasped it, submit it to close -
examination and analysis.

Often all the artistic means of expression discovered since
the middle of the last century are lumped together and dis-
missed as ‘decadent”. It is certainly true that the late bourgeois
wotld is 2 declining world and thetefore by its very nature
decadent. But it is by no means homogeneous — on the
contrary, it is exceedingly rich in contradictions, not only
between the bourgeoisie and the working class but also within
each social stratum; the struggle between the new and the old
rages with particular violence among the intelligentsia. What
is new is not of course ipso facto on the side of the working -
class. It is more complicated than that. On the one hand, many
workers have been infected by the decadence of the bourgeoisie;;
on the other hand, the capitalist world is incessantly influenced -
by the existence of the socialist world, and this influence itself
is full of contradictions in that it not only provokes anti-
Communism but also stimulates intellectual inquiry. The
protests of artists against the capitalist world, their direct or
indirect reactions to the fact of Communism, their discovery of
a highly complex reality, all give tise to new forms and means
of exptession in which the decay of what is old is inseparable
from the fermentation of what is new. In many cases it is
impossible for us to distinguish between what is useless and
what may be of future value. But to dismiss all modern elements
in the literature and arts of the capitalist world as ‘rotten’ is
like Lassalle’s idea, condemned by Matx, that the working
class confronts a uniformly reactionary mass. Such compact
uniformity does not exist in politics — still less in the arts of any
petiod, let alone ours.

The insistence of consetvative elements in the socialist
world on the idealized figure of the ‘simple” man as the final
arbiter in all artistic matters is a retrograde tendency. It is patt
of the irresistible advance of socialism that the ‘simple’ man
gradually turns into a subtle and highly differentiated man. The

- structure of a people can change more quickly than the minds

of certain administrators. Already the dividing line between
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the qualified worker and the intellectual technologist is
beginning to blur; the working class and the intelligentsia are
beginning to overlap; the highly educated sons and daughters
of the working class are acquiring a taste for intellectual
adventure, for daring artistic experiment. They smile when
their fathers shudder at the names of Moote, Léger, Picasso, ot
when they dismiss Rimbaud, Yeats, and Rilke as ‘obscure’, or
say that twelve-tone music is the work of the devil. The
younger generation in the socialist world will not be deprived
of their right to know these things. Nor will they stop there.
‘There are new Soviet films and the wotks of certain young
writers, sculptors, and painters which justify the belief that we
are about to see a flowering of Soviet art in which socialist
content will be triumphantly expressed in a truly modern form.

Between rise and decline

The late bourgeois world is still capable of producing art of
importance (and the existence and challenge of the socialist
wotld, the moral and intellectual issnes which it poses, are of
considerable help here). But in the long-tetm view socialist
art has the advantage over late bourgeois art. The latter,
although it has much to offer, lacks one thing: a large vision of
the future, 2 hopeful historical perspective. Despite disappoint-
ments, this vision still belongs to the socialist wotld. It is far
more than a question of bread and space rockets, prosperity and
technical perfection: it is a matter of the ‘meaning of life’, a
meaning that is not metaphysical but humanist.

Despite all the conflicts it has undergone, socialism remains
convinced of the unlimited possibilities that exist for man. The
vision of the future expressed by many of the most gifted and
sincere artists and writers in the late bourgeois world is
negative, indeed apocalyptic. Superficial optimism cannot pro-
vide a counterweight to these gloomy views, for it is true that,
for the first time in history, the suicide of the human race has
become a possibility. Many years ago, one of Karl Kraus’s
aphorisms anticipated this: “The modern end of the world will
come about when machines become perfect and, at the same
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time, man’s inability to function reveals itself.” Human con-
sciousness has lagged far behind technical progress. Socialist
artists and writers cannot, therefore, argue lightly against the
grim vision of the future depicted in bourgeois art and litera-
ture. Even if there were life left after an atomic war, this life,
the infected air of a moon landscape, would have nothing
whatever to do with the vision of a socialist world.

'T'o prevent war is therefore the duty of all reasonable men
under all social systems. Those who despair of the powet of
reason believe the catastrophe to be unavoidable; and the
pale shadow of destruction falls on theit work. Against this
possibility of the end of the world, the socialist artist sets
another possibilizy, that of a rational and therefore humane
world. The second possibility is not predetermined any more
than the first is inescapable. The choice, as never before, lies
with the individual, and Hebbel’s lines are truer than ever:

D hast vielleicht
gerade jerzt dein Schicksal in den Hinden
und kannst es wenden, wie es dir gefills.
Fiir jeden Menschen kommt der Angenblick
in dem der Lenfer seines Stern ibm selbst
die Ziige! iibergibt. . . .

Your fate pethaps is in your hands at this very moment, and you
can tutn it as it please you. Fot every human being comes the
moment when he who guides his star passes the reins into his own
hands. ...

In a wotld in which the concentration of power is so great
and the workings of that power so obscure, many people are
inclined to think that their personal decision does not matter
and, therefore, they surrender to ‘fate’. In such a situation, the
central problem of socialist artis to portray the men behind the
nameless objects and to present the possibility of man’s victoty
over them — without grand phrases or over-insistent optimism.
William Faulkner’s tremendous novel Samtuary — a tragedy
about the impotence of human beings who, when they try to
break out of their allotted social situation, are destroyed in the
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attempt or driven back into the past — has not yet found its
socialist counterpart. Alexey Tolstoy’s Road fo Calvary deals
with a cortesponding theme, but it is set in the special
emergency situation of a tevolution. A writer tackling the
same theme today would need to have, apart from a talent
comparable with Faulkner’s, unerring sincerity and the
determination to ignore all tactical considerations, however
worthy. The theory (otiginating in Stalin’s time) which ordered
the “ conflict-free’ novel, which claimed the existence of non-
tragic solutions to all problems that could atise in a socialist
society, and which consequently demanded 2 happy ending to
“every story, has fortunately been cast aside — along with the
equally false theory of increasing class differences under
socialism. But there is still a tendency to sidestep the portrayal
of conflicts and to substitute wish-fulfilments for reality.

The less socialist art confuses its vision of the future with
idealization of the present, the more it gains in authority and
conviction. The genuine despair of serious artists and writers
in the late bourgeois wotld cannot be dismissed by being
labelled ‘decadent’, not by the argument that, in the grand
scheme of world history, everything is really going according
to plan. The apocalyptic contingency must be recognized as
> conceivable, yet shown to be avgidable. This does not mean that
thestruggle for peace must now be the exclusive theme of all
socialist art. What it does mean is that the argument of
‘inevitable’ disaster so common in late bourgeois art must be
answered by works which show how it is possible to avoid
disaster; but these works must be real, they must not be
trimmed to propagandist aims.

If saving peaceis the one great common task —and everything
suggests that it is — then socialist art should not concentrate its
attention wholly on internal problems of the socialist countries,

tion to world art. The works of Gorky, Mayakovsky, Isaak
Babel, Alexey Tolstoy, Eisenstein, and Pudovkin have meant
a great deal to a vast non-Socialist public; conversely, Chaplin,
de Sica, Faulkner, Hemingway, Lorca, and Yeats have a large
following in the Socialist countries. Though we belong to

but should speak to the wotld at large as an essential contribu-
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different social systems and pursue different aims and ideas, we
live, after all, in one world. And our world needs Russian as
well as American literature, Russian as well as French and
Austrian music, Japanese as well as Italian, British, and Soviet
films. It needs the modern Mexican painters as well as Henry
Moore, Brecht as well as O’Casey, Chagall as well as Picasso.
The political struggle between the two social systems will
continue. That it should take place in peace, not war, is a
condition of the existence of us all. And that men on both sides
should not speak in a vacuum but should understand each
other’s problems, aims, and desires has become one of the

_ greatest functions of contemporary literature and art.

The dream of the day after tomorrow

An opposite line of argument might go something like this:
“What confidence! What makes you so certain of the necessity
of art? Art is on its last legs. It has been driven out by science
and technology. When the human race can fly to the moon, is
there any real need of moonstruck poets? The aeroplane is
swifter than the gods, the car more efficient than Pegasus. The
astronaut can see what the poet merely dreamed of. Remember
Byron’s Cain flying through space with Lucifer:

‘c a1N: Oh god, 6t demon, or whate’et thou art,

Is yon our earth?

LucIFER: Dost thou not recognize

The dust which form’d your father?

CAIN Canitbe?

Yon small blue circle, swinging in fat ether

With an inferior circlet near it still,

Which looks like that, which lit our earthly night? . . .

As we move :

Like sunbeams onwatd, it grows small and smaller
And as it waxes little, and then less,

Gathers a halo round-it, like the light

Which shone the roundest of the stars, when I

Beheld them from the skirts of Paradise. . . .

‘Ate not Gagarin’s, Titov’s, or Glenn’s prose reports even
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more overwhelming than this vision in verse? Is art not some-
thing that belonged to the childhood and pubetty of mankind ?
Can it not be dispensed with now that we have reached
maturity ?

‘It is clear that capitalism is no longer capable of producing 2
new tenaissance of the arts. But socialism? Is it conceivable
that another Homer or Shakespeare, Mozart or Goethe will be
born? And if he is, will society need him ? Is art not an enchant-
ing substitute, a magic invocation of reality by men and for
men who cannot cope with it? Does it not presuppose a
mental passivity that is prepared to accept the dream for the
deed, shadow for existence, and a cloud for Juno ? Within the
foreseeable future we shall have petfect cybernetic machines
capable of handling reality with mathematical precision. No
feeling will lead them astray, 1o passion will tempt them into
‘etror. What use is art, what use is Helen’s ghostly veil in an
age of total automation, unlimited productive forces, and
unlimited consumption?’

In future, machines will eventually relieve men of all
mechanical labour, which will come to be regarded as unworthy
of human effort. But as machines become more and more
efficient and perfect, so it will become clear that imperfection
is the greatness of man. Like cybernetic machines, man is a
dynamic, self-petfecting’ system — but never sufficient unto
himself, always open towards infinity, never capable of becom-
ing a creature of pure reason obeying only the laws of logic.
Ontod nune ratio est, impetns ante fuit,” wrote Ovid. This passion,
this impetus, this creative imperfection will always distinguish
man from the rhachine.

‘Agreed,” my invisible opponent may say. ‘The petfect
machine will have no urge to express its suffering, because it
will not suffer; outside joy or suffering, it will carry on with
solving the mysteries of reality. But even if man will never
possess the absolute infallibility of the machine, why should
he need art in a Communist society? You have said that the
mission of art is to help us, half-men that we are, fragmentary,
wretched, lonely creatures in a divided, incomprehensible,
tetrifying class society, towards a fuller, richer, stronger life -

3
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to help us, in other wotds, to be men. But what happens when
soclety is itself the safeguard of a truly human life? All true
art has always invoked a humanity that did not yet exist. When
once we have attained it, what is the use of all the Faustian
magic?’

Questions of this kind are prompted by naive hopes - or
fears — that human development will one day reach a final goal:
universal happiness, the fulfilment of every dream, the
accomplishment of the cycle of history. But only the ptre-
history of mankind will have been accomplished then; man
will never be condemned to the immobility of paradise, but
will always continue to develop. He will always want to be
more than he can be, will always revolt against the limitations
of his nature, always strive to reach beyond himself, always
struggle for immortality. If ever the desire to be all-knowing,

" all-powerful, all-embracing vanished, man would no longer be
_man. And so man will always need science in order to prise

every possible secret and privilege out of nature. And he will
always need art in order to be at home not only in his own life -
but in that part of reality which his imagination knows to be
still unmastered.

In the first collective period of human development art was
the greatauxiliaty weapon in the struggleagainst the mysterious
power of nature. Art’in its origins was magic, essentially one
with religion and science. In the second period of development
— the period of the division of labour, of class distinction, and
the beginning of every kind of social conflict — art became the
chief means of understanding the nature of these conflicts, of
imagining a changed reality by recognizing existing reality for
what it was, of ovetcoming the individual’s isolation by pro-
viding 2 bridge to what all men shared. In the late boutgeois
wortld of today, when the class struggle has become more
intense, art tends to be divorced from social ideas, to drive the
individual still further into his desperate alienation, to encout-
age an impotent egoism, and to turn reality into a false myth
surrounded by the magic rites of a bogus cult. And in the
Socialist world today art tends to be subordinated to specific
social requirements and to be used as a simple means of
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enlightenment and propaganda. But when the third, Com-
munist, period is reached — when the individual and the collec-
tive are no longer in conflict, when classless soclety exists in an
age of abundance — the essential function of art will consist in
neither magic nor social enlightenment.
We can only dimly imagine such an art, and our visions of it
may well be mistaken. Marxism rejects any ideal Utopia with
all the severity of science; yet Utopia is its golden background.
And so we may beallowed, as we dream of the future, to evoke
~a picture of 2 world where human beings, no longer exhausted
by labout, no longer weighed down by today’s cares and
tomorrow’s duties, have time and leisutre to be ‘on intimate
terms’ with art.

We need not fear thata prosperous and highly differentiated
society will mean an impoverishment of the arts. The differenti-
ation will be between personalities, not classes; between
individuals, not social masks. Everything will encourage the
interplay of the intimate and the universal, the fanciful and the
problematic, reason and passion. Highly developed means of
art reproduction will allow the ‘public’ to become individuals,
each becoming familiar with art in his own home. At the same
time public festivals and competitions of all kinds will
encourage ditect participation. It may well happen that apart
from the novel, whose essential function is to analyse and
ctiticize society, thete will be a tevival of the epic, for the epic
is the literary form that affirms social reality. Tragedy will
doubtless continue to exist, because the development of any
society — even a classless one — is inconceivable without
contradiction and conflict, and pethaps because man’s dark
desire for blood and death is ineradicable. Our own appetite
today fot the grotesque and scurrilous in art may not only be
the consequence of the juxtaposition of the terrible and the

of comedy. Hitherto comedy has generally meant criticism —
destructive laughter, ot, as Marx put it, ‘a merry farewell to
the past’; in a distant futute it may reflect the life of sovereign
man, his freedom, gaiety, and spirit.

Pethaps it is mote than personal taste that links the names of

comic in modern life; it may also be the forecast of a rebirth

~ Stendhal lightly draws outlines of passion, failure, and death;

o
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Homer, Aristophanes, Villon, Giotto, Leonardo, Cervantes,
Shakespeare, Brueghel, Goethe, Stendhal, Pushkin, Kellet,
Brecht, Picasso, and above all Mozart, always and always
Mozart. The differences between these artists only emphasize
one thing they all have in common: a triumphant rejection of
all that is heavy, putitan, opptessive. In many of their works
reality has been distilled by the imagination to such a point that
it seems altogether weightless: the gravity of things vanishes,
suspended between nothingness and infinity. Terror is not
toned down, causes for fear are not denied, but everything is
touched with grace and nothing is a stranger to gaiety. On the
island of Caliban and Ariel, Prospero transforms cruelty,
datrkness, and blood into comedy, into clouds suffused: ‘with
light. The magic of art blends seeming into being and beauty into
nothingness.

. These our actors
As 1 foretold you, were ‘all spirits, and
Are melted into air, into thin air:
And, like the baseless fabric of this vision,
The cloud-capp’d towers, the gotrgeous palaces,
The solemn temples, the great globe itself,
Yea, all which it inherit, shall dissolve,
And, like this insubstantial pageant faded,
Leave not a rack behind. We are such stuff
As dreams are made on. . . .

Prospero’s wand also wields a tragic powet:

. . . the strong-based promontory
Have I made shake, and by the spurs pluck’d up
The pine and cedar: graves at my command
Have waked their sleepers, oped, and let ’em forth
By my so potent art. But this rough magic
I here abjure. ...

Prospero’s magic finally transforms itself-into ‘heavenly
music’, into “airy charm’ and gaiety full of wisdom. Leonardo’s
smile is of the same essence; so is the bright sky against which

so too is the blend of enlightenment and romanticism, reason
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and jest in Brecht. And Mozart is the epitome of such art,

Mozatrt in whose music tension is so delicately adjusted that the
slightest varation produces a non Plus nltra of delight. The
magic wand that Prospero dropped is passed on from genera-
tion to generation. The abundance of life (not only of consumer
goods!) promised by Communism will affirm, gladly, without
sadness, that “we are such stuff as dreams are made on’.

The Romantic yearning for the ‘universal’ work of art —
itself the expression of a deeper longing for man’s unity:with
the wotld and with himself — may find fulfilment (in contrast
to Wagnet’s theories) in a new kind of comedy that will make
use of all the possibilities of the theatre and create a synthesis
of word and image, dance and music, logic and hatlequinade,
sensuality and reason. Martyrdom and sacrifice, the smell of
blood and incense, thetying of art to religion, all this belongs to
the prehistory of mankind. And it may be that comedy will be
the most apt expression of man’s liberation.

In one of his dialogues entitled On Stupidity in Ars, Hanns
Eisler writes: “The whine of the disappointed petty bourgeois,
of the hatrd-done-by shopwalket ~ #h4# exists in music, too. And
in music under capitalism it seems to be the typical characteris-

> We can expect that music in a Communist future will free
itself of all romantic whimpering and smug silliness, all
hysteria and all ham-handed propaganda: that it will pre-
suppose listeners who are neither nervously over-stimulated
nor sentimentally flabby ; that its effect will be to refresh rather
than to stun, to illuminate the mind instead of dimming it -
and that, although it will use many new means of expression
and never try to imitate the past, it will nevertheless have
something of Mozatt’s serene richness and Mozart’s wise
audacity.

The function of painting and sculpture will no longer be to
fill museums. There will be patrons, both public and private;
and halls, squares, stadiums, swimming pools, universities,
airports, theatres, and blocks of flats will each have sculptures
and paintings to fit their character. The visual arts will probably
not conform to 2 uniform style as they did in previous petiods

of class and impetial domination: the idea of a uniform style
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being the distinguishing feature of a culture may well prove to
be old-fashioned. It is more likely that a wide varlety of styles
will be the new charactetistic of a culture and age in which
nations will merge into one, new syntheses will destroy all that
is parochial and static, and no centre, either of class or nation,
will predominate. In a classless society we are likely to find a
multiplicity of styles.

Man, being mortal and therefore imperfect, will always find .
himself part of, and yet struggling with, the infinite reality that
surrounds him. Again and again he must face the contradiction
of being a limited ‘I’ and at the same time part of the whole.
Mystics have striven towards another state whete man would
be ‘beside himself’ and at one with a totality mysteriously
called God. We are not mystics and we do not yearn for that
paradoxical state whete man, by maximum concentration upon
himself, succeeds in blotting out that very self; where, by
totally denying reality, he hopes to lose himself in the reahty
he destroys and so achieve communion with an infinity drained
of life. Our aim is not unconsciousness but the highest form of
consciousness. But even the highest attainable consciousness
of the individual will not be able to reproduce the totality in the
‘I” — will not be able to make one man encompass the whole
human race. And so, just as language represents the accumula-
tion of the collective experience of millennia in every individual,
just as science equips every individual with the knowledge
acquired by the human race as a whole, so the permanent
function of art is to re-create as every individual’s experience the
fulness of @/ that he is noz, the fulness of humanity at large. And
it is the magic of art that by this process of re-creation it shows
that reality can be transformed, mastered, turned into play.

All art has to do with this identification, with this infinite
capacity of man for metamorphosis so that, like Proteus, he can
assume any form and lead a thousand lives without being
crushed by the multiplicity of his expetience. Balzac used to
imitate the gait and movements of people walking ahead of
him in the street in order to absorb them, even as unknown
strangers, into his own being. He was so obsessed with the
charactets in his novels that they were more real to him than
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the reality surrounding him. Those of us who simply enjoy art
do not often run such a risk; but our limited ‘I’ is also
marvellously enlarged by the experience of a work of art; a
process of identification takes place within us, and we can feel,
almost effortlessly, that we are not only witnesses but even
fellow-creators of those works that grip us without permanently
tying us down. And so it is a little true to say that what art
offers us is a substitute for life. But let us try to realize how
much the unsatisfied man of today, identifying his sad ego with
princes, tough gangstets, and irresistible lovers, differs from
the free and self-aware man of a future society. This man will no
longer need primitive mass-produced ideals but, because his
life will be full of content, will strive for a content that is
grander and richer still. Art as the means of man’s identification
with his fellow-men, nature, and the world, as his means of
fecling and living together with everything that is and will be,
is bound to grow as man himself grows in stature. The process
of identification, which originally coveted only a small range
of beings and natural phenomena, has already extended beyond
recognition, and will eventually unite man with the whole
human race, the whole world. : -

In his novel Wilbelm Meister Goethe created the marvellous
and enigmatic character of Makatie, the strange woman who
identifies herself with the solar system and whose magic unity
with ‘the universe is watched and verified by a matter-of-fact
astronomer. Goethe wrote:

Makarie stood in a relationship to our solar system that one hardly
dates to name. She does not merely contemplate and cherish it in her
mind, her soul, het imagination — no, she is, as it were, a very part of
it; she believes herself to be drawn along in those heavenly cycles,
but in a very special way; since her childhood she has been travelling
round the sun, and mote precisely, as we have now discovered, in a
spiral, moving futthet and further away from the centre and citcling
towards the outer regions. . . .

This property of hets, glotious though it is, was nevertheless ,
imposed upon her from her ecarliest years as a heavy task. . . . The :

superabundance of this condition was in some degree mitigated by
the fact that she, too, seemed to have her night and day, for when her
inner light was dimmed she strove most faithfully to fulfil her out-

= g
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w?rd duties, but when the inner light blazed aftesh, she yielded to a
blissful rest.

Tb.is curi(?us description, reminiscent of the reports of
certain mystics, expresses Goethe’s pantheism. Makatie is a
symbol for the world unity of creative man, and the astronomer
at her side is a petsonification of science. True, the ‘supef-
abun'dance of her condition” lacks a social element, that of the
creative human being’s unity not only with the natural world

but also with the rest of mankind, Such ‘superabundance’ in

society as we have known it until now has been the lot and the
heavy burd.en of only very few men and women; but in a truly
human society the springs of creative power will gush forth in
many, many more; the artist’s experience will no longer be a
privilege but the normal gift of free and active man; we shall

achieve, as it were, sosial geniys.

Man, who became man through work, who stepped out of
the' animal kingdom as transformer of the natural into the
artificial, who became therefore the magician, man the creator
of social reality, will always stay the great magician, will always
be Prometheus bringing fire from heaven to earth, will always

be Otrpheus enthralling nature with his music, Not, until
humanity itself dies will art die. :
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SELECTED WRITINGS AND DESIGNS
William Morris

How are we to regard William Motris? As a brilliant designer
who wasted time dabbling in other subjects? As first and fore-
most a poet? As a political thinker? Or as a successful blefn‘d of
all these — the last ‘universal man’ in the Renaissance‘ trad1t1gn P

Certainly no one label is adequate for Motris. This se}ectlon
shows the full range and diversity of his intetesi{s — literary,
artistic, social, and-political. His vitality as a writer emetrges
throughout, whether he is discussing att ot sgczal ‘rffform.
News from Nowhere, the cleatest statement of Mortris’s vision of
the Good Life in Utopian tetms, takes its place‘among more
ephemeral letters and pamphlets. Morris’s poetry is also repres-
ented.

Finally, a fully illustrated supplement, pr.epared by Graem.e
Shankland, ptesents Mozris the design‘er, with examples of his
tapestries, carpets, wallpapet, and furniture.

. the audience ate all placed firmly in petspective by the Editot of

THE CONTEMPORARY CINEMA
Penclope Houston

The cinema is uniquely of the twentieth century — an art which
has earned its place alongside the novel and the theatre, but
which is also a great international industry, tied to the economic
laws of supply and demand.

Of the total history of the cinema one quarter belongs to the
yeats since the war. The Contemporary Cinema thus ranges from
fnieo-realism to the new wave, from On the Town to five yeatrs of
South Pacific, from the Gainsborough Lady to This S, porting Life;
and the ditectors include not only Antonioni, Truffaut, atid
Andetson, but also Renoir, Bufinel, arid de Sica ; not only Ford,
Hitchcock, and Hawkes, but also Kubrick, Ray, and Cassavetes.

In a sustained, imaginative survey of the whole post-wat
scenie, Penelope Houston shows how the cinema has adjusted
itself to meet a new audience which approaches films more criti-
cally than before, but in doing so encoutages new talent. At the
same time she makes clear the industrial problems (in particular,
the fight to co-exist with 1v) which are insepatrable from the
business of making, distributing, and prototing a vety expen-
sive product to a highly unreliable market.

The individual talent, the business decision, the screen, arid

Sight and Soand. This is what the cinema since the wat looks Jike
now. The book is illustrated with over 30 plates and a check

list of films provides a guide to more than one hundted
directots.




LITERATURE AND CRITICISM
H. Coombes

Literature and Criticism is concerned above all with the bricks
and mortar of wtiting ~ words. There are chapters on Rhythm,
Rhyme, Imagety, Poetic Thought, Feeling, and Diction. Both
poetry and prose are discussed, and there is an appendix of
passages as exercises. ,

The bate contents, however, give little idea of the excellence
of this introduction to literaty appreciation. For here is a sound
and unpretentious teacher who knows how little most of us
know and who can help us, without scorn ot pedantry, to tell
sense from nonsense, sincerity from affection, and beauty from
dead decoration.

‘Excellent chapters on Rh;;i:hm, Rhyme, and Imagery and a
really splendid one on Feeling’ — Téme and Tide

‘A very useful book for sixth forms, first-year undergraduates,
and adult education classes. . . . A sensible and sensitive book” -
The Times Literary Supplement

For a complete list of books available please write to Penguin Books
whose address can be found on the back of the title page

PB~8344-5
5203






