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About twenty-five years ago Maryan began to piece his life together. 

From ages twelve to eighteen his youth mutated inside a concentration 

camp. He has seen the bottom of man’s pit of inhumanity; whatever he 

will come to believe will not be quickly acquired. 

Freed of the camp, this self taught painter begins a life-long battle. 

Pitting his sanity against the steeled vision of bloodsoaked images and 

tormented humanity forever etched in his mind, his art becomes an 

exorcism of authority, a psychological journey into and beyond the crisis 

of contemporary life. His art is not about freedom and despair; it is 

liberation itself. 

He challenges the images of his keepers with paint-laden brush. First 

we see them as authorities; ordered, precise, intense. We see power 

ridiculed by gestures of infantilism, absurdity and pathological collapse. 

As time goes on, these images are transformed into guts and bowels, blood 

vessels and nerve endings. They choke on their own organs, suffocating 

on innards that come out of their mouths. Maryan is moving all the 

time to the destruction of those who had wished to destroy him. 

Now, the new canvases are filled by images of rebirth: of children’s 

bodies inhabited by old and aged faces. Each face identified by some 

first gesture of childhood. Through this serial painting process, 

through art, a human being has regained his sense of the possible. It 

is one of the most convincing demonstrations of transcendence to be 

found in modern art. Out of the holocaust Maryan has come to again 

believe in man. This is Humanism in art. 

(Please note the three Maryan paintings on the opposite page, and front and back 

covers. Courtesy of the artist.)
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The Exquisite Debate 
. : 

(Editorial) 

At various times and in various countries there have 

arisen heated, angry, and exquisite* debates as to whether 
art and the artist should be free to live for themselves, or 

whether they should be forever mindful of their duty 

toward society, albeit in an unprejudiced way. For me 

there is no dilemma... 

From the Nobel lecture by 

the 1970 literature prize winner, 

Aleksandr I. Solzhenitsyn. 

In the core statement of the sym- contextual argument strikingly 

posium which forms the bulk of devoid of responsibility to man. 
this issue of Arts in Society, Bar- While it would be abhorrent to 

ry Schwartz elucidates the urgent suggest that society directly chal- 
necessity to “develop a social art lenge artists in the same way it is 

in a time of social crisis.” His now finally beginning to challenge 
position, not unlike Solzhenitsyn's, oil speculators, land developers, 

springs out of an almost religious and automobile manufacturers in 

faith in the inherent importance regard to this matter of responsi- 

and power of art, and more tell- _ bility, is it not true that in various 

ingly out of a compelling need to indirect ways this challenge is in 

assert at this crucial juncture in fact continually being made, and 
man’s history the dimension and _ that unfailingly the art and artists 

substance of art’s responsibility. of our time have been found want- 
ing? Why else have the arts been 

Art’s responsibility, mind you, and so pushed to the margin today— 

not its prerogative. That is sig- and at the precise moment when 
nificant. We hear a great deal the power of their eloquence is 
these days about the needed pre- so sorely needed? 

rogatives of art: why it must be 

subsidized, protected from cen- So our symposium appears at an 
sorship, its institutions bolstered, opportune time. There have been, 

etc. In truth, at times such urg- Of course, many such symposi- 

ings are strangely reminiscent of ums in the past, especially during 

the kind of lobbying we are ac-_ the thirties. But not then, nor ever 
customed to hearing from those in the recent or far distant past, 

economic interest groups notori- have the pertinent issues been as 

ous for seeking prerogatives in a sharp and clear. 

*It is intriguing to note that the translator chose to use the word “ex- 
quisite”’ in this context. At first glance it seems overly-vivid. And yet, 
presuming that the connotation intended is the one listed by most 

dictionaries as “intense, acute, or keen’”’ (as in exquisite pain), its 
stressed evocative power does finally seem most apt. For without 
doubt, the long-time debate over art’s social role is now hitting the 

6 raw nerve ending of society.



For one, we have now attained a Hence much necessary back- 

kind of desperate wisdom about ground of the debate is unillumi- 

ideologies, politics, and institu- nated, and in one respect particu- 

tions, which while will-paralyzing larly. We have a pitifully small 

and at all points touching the pro- comprehension of the degree to 

foundest depths of despair, never- _ which the institutional frames pro- 

theless is beginning, gropingly, to jecting the arts can shape and 

articulate a working faith for our often constrict creative expres- 

time. Call this faith what you will. sion. Though it may seem a tru- 

Many are now calling it a new ism to say so, we need to realize [Art] is a desire to 

humanism. You can see its stir- ful//y that unless the artist’s so- find and separate 

tings and the fresh energies it is called supportive institutions per- truthofrom’the:come 
unleashing in the ghettos, among mit him to function as a free soul, plex of lies and 

the youth, in the professions, he has but little latitude to do so evasions. in-which 

among the women, in the devel- on his own. Yet critics continue [man] lives. To 

oping countries. Unlike any hu- to write about artists as if they pretend to separate 

manism of the past, it seems to had all the opportunities in the subject from artistic 

be no respecter of boundaries world to exercise a _ creative intention is to 

and barriers of any kind, whether choice. Our institutional apparat- infringe upon the 
of class, nationality, or political us for the arts, and it is a vastly asic structure; te 

creed. It seeks to speak univer- elaborate one, happens to be built deny its autonnny: 

sally, with directness and compas- on value systems and committed —Robert Gwathmey 

sion, to the despairs and hopes of _ to objectives, which are often hor- . 

all of us—one might add, just as rendously corrupt and small-vis- 
art at its best has always sought ioned. One must conclude that 

to speak. the power of their influence on 

the artist's aspiration and sense 
of his own role cannot but be 

Exactly. It does seem evident that enormous. Yet we continue to as- 

this social stirring is so uniquely sume that it is the artist at whom 

consonant with the aims, the mat- the debate is directed and over 

rix, and the very modes of artistic | whose soul we are wrestling. No, 

creativity, that there should be no ‘there is good reason to assert 

reason for debate about art’s role _‘ that it is the culture itself which 

today. But the debate neverthe- must be expostulated, and de- 

less persists in considerable force. pending upon which side you’re 
It persists for many reasons, most on, possibly excoriated. 

of them effectively spelled out by 

Barry Schwartz in his symposium 
statement. But an important one The value and significance of the 

he neglects to develop, and it lies © Schwartz statement lie in the fact 

in the traumatic betrayal of art that backed by the evidence which 
by ideology during the earlier de- he has patiently amassed he bold- 

cades of this century. That bitter ly challenges the American art ex- 

memory, exacerbated and scarred _ perience, in its totality, to move 

anew by the political reprisals of | to the humanist alternative. If he 

the McCarthy era, has given our is in any way prescriptive, it is 

whole culture a catatonic-like rig- not in regard to the artist, but to 

idity in regard to even intellectual the whole ambience and machin- 

explorations of the social dimen- ery of artistic processing and mar- 
sions of art. Scare words, which keting (in which the maker too 

are often enormously imprecise, often finds himself an automaton). 
teplace argument. A great deal Schwartz asks—nay, demands!— 

that we need to and could have _ that the artist be permitted to work 

known about how art functions in out of his own best instincts as a 

society we have simply not creative spokesman of our time. 
learned, because the avenues of He is clearly on the side of free- 

inquiry were never fully opened dom for the artist, and not pre- 

by critics and scholars. scription. 7



We are proud to present the whose work he most respected, 

Schwartz statement, not only for requesting the names of other art- 

itself, but because in the context ists he should see. They respond- 

of this symposium it has served ed, and in turn others, and by 

to highlight the new urgencies, di- geometric progression he became 

mensions, and opportunities now familiar with a whole network 
manifest in the long-time debate. scattered over the breadth of the 

You will note that Mr. Schwartz country. The work of ninety such 

considers mainly, although by no artists is presented in his book 

means exclusively, the role of the and that of one hundred and fifty 

visual arts in contemporary cul- is discussed. In short, he feels 

ture. While much of what he says himself well armed with the evi- 
has perhaps limited pertinence to dence he needs to make his case. 

the other arts, it is our strong 

feeling that his key position has From the more limited selection 

wide and most cogent applicabili- of photographs and other data 
ty, and that it can productively presented in this issue as a sub- 

serve to inaugurate along-needed, _text to the discussion, the reader 

broad-based effort to formulate a is given an opportunity to sample 

positive orientation toward the the nature of the documentation. 
fusion of human values, human (It should be stated that with one 

need, and creative expression. or two exceptions the symposiasts 

did not have such an opportunity. 

It simply was not practical to try By way of background 5 

Schnworis sidloment "hae pet to Provide it.) Acknowledgedly, it 

drawn from the writing and re- will not: be easy to make judge- 
search he has done for a book to ents on a number of the artists, 

be published by Praeger this sum- especially out of our usual ex- 

mer, entitled The New Humanism: pectation of what art should or 
Art in a Time of Change. should not be, of what art should 

or should not try to say. Schwartz 

tells us that unlike the artist, “who 
We are grateful to Praeger for giv- puts us at ease, who would have 

ing us permission to reprint ex- us appreciate his form, color field, 
tracts and photographs. experimental direction,” the hu- 

manist artist announces in his | 

In Mr. Schwartz's view, he is not work “that complacency is a 

presenting so much a personal as_more passive form of suicide”; he 

a collective insight, broadly re- is distinguished by a sense of 

sponsive on one level to the so- commitment to “the struggle to 

cial stirrings we have mentioned create new, credible values” for 

and on another intensely and di- man. In effect, it is work predi- 

rectly reflective of the feelings of | cated on what might be termed 
a large number of artists whom humanist assumptions, and we are 

he has come to know intimately. asked to respond to it in that 
These are artists who by and _ light. In the context of the sym- 
large are not heralded, who on_ posium in this issue that should 

their own with little or no institu- not be difficult. 
tional support, and at times under 

the sting of retributive attack, As a final word, we hope it will 

have forged individually a crea- be noted that we are presenting 

tive vision which Mr. Schwartz an original work, which was done 

deems to be a significantly “‘hu- for this issue. We trust that it 

manist” one for our time. How will add its voice to the exquisite 

did he reach and identify them? debate. 
It was a labor of love over more 

than a three-year period. When And the debate continues. 

he set out to write the book, he 

8 corresponded with the few artists Edward L. Kamarck
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The Humanist Alternative: 
e 

Man in Modern Art 

by Barry Schwartz 

Barry Schwartz is a writer, poet, lecturer and activist. 

He is Director of the Cultural Alternatives Network. 

The New Humanism: Art in a Time of Change will be 

published by Praeger in the summer of 1973. Also in the 

Spring of 1973 Mr. Schwartz will publish his first volume of 

poetry, The Voyeur of Our Time, with Barlenmir House 

and another book, Human Connection and the New Media, 

with Prentice-Hall. He has a heart like pudding. 

In the early decades of the twen- Out of the confusion came two 
tieth century, Western civilization possibilities. Some artists chose 

experienced the peak intensity of to investigate the technological 
an historical crisis of identity of | environment. In their exploration 

over three centuries duration. The of the man-made world, they par- 

human problems originating with alleled the scientific inquiry into 
the dissolution of the Medieval materials, space, time, energy, ar- 

belief system were now thought chitectonics and the nature of 
to be solvable by allegiance to perception itself. Others chose to 

the technological myths of prog- oppose technological myths by 

tess, systems, States, collective creating countercultural art. Gen- 

optimism, organization, rational- erally the opposition to the tech- 

ism, function and order. Against nological direction has been pes- 
a backdrop of social nihilism, so- simistic, critical, tragic and con- 

cial energies became firmly com- cerned with liberation, injustice, 

mitted to technological develop- individualism and freedom in the 
ment. A reevaluation of both the face of its denial. 

meaning and conventions of art 
took place as the crisis of mod- The contemporary opposition to 

ern life was felt throughout the social “progress” first took the 

cultural domain. form of Dada, an expression of 
contempt. Dada was artistic non- 

The Romantics, looking through a_ cooperation; the artist would no 

fear view mirror at a vision of the longer participate in the creation 

agrarian society, were unable to of illusions which diverted atten- 
convince a world preoccupied tion from the crisis. Dada was a 
with machines, pavements and _ statement of unconditional dissat- 

products that an ecological recon- _isfaction; the artist’s rejection of 

ciliation was a possibility. his own time. But Dada, though 9



scandalous, was not an effective artist began to think of himself as 

countercultural force. Duchamp a specialist, a more imaginative 

complained ‘‘l threw the bottle- form of technocrat with dominion 

rack and the urinal into their over a small part of the fragment 

faces as a challenge and now_ ed whole. 

they admire them for their aes- 

thetic beauty.” The idea of “art for art’s sake,” 
which differs dramatically from 

The last breath of Romanticism in the idea of art for the species’ 
art — Surrealism — tried to resur- sake, or even art for culture's 

rect nature again as an inexpli- sake, coincided with the artist's 

cable force. However, because decision to leave unto technology 

Romanticism was driven into the the human sphere of people, eco- 

human shell, nature had to be nomics, and social and political 

confined to the human psyche. relationships. Art would content 

Now nature was without a body; itself with discovery within those 

it consisted of spirit, of irrational areas of human perception over 

forces, of the mysterious. With- which it thought it had some con- 

out an external reality beyond the _ trol. 

mind of man, nature now needed 

man to be. Art became divided against itself 
as a result of the breakup of the 

The artist who wished to deal with Medieval period; today art is di- 

society was required todo so only vided against itself as society 

insofar as he investigated him- moves toward a technological me- 

self. The retreat of the artist into dievalism. In the modern stage of 

freedom in isolation was irreversi- this historical process, since Dada 

ble by the time Dada was already and Surrealism, artists have had 

incorporated into art history; to- several versions of essentially two 

day it is used to tell more about options: the first offers artists a 

the artists involved than about role that parallels or complements 

the spiritual collapse of Western science and the forces of tech- 

civilization. The technological nology. Here the artist is encour- 

track has continued, and the Ro- aged to support the historical pat- 

mantic tradition has willed itself tern and affirm the dominant direc- 

away in a dedicated but ineffec- tion of society. The second op- 

tual protest against the modern’ tion takes the form of creative 

world. resistance to the blind techno- 
cratization of the human and natu- 

Impressionism was the first of a "a! environments. By no longer 
number of artistic movements to divorcing human life from modern 

test the Romantic view of nature ife, this second option seeks a 
with a scientific one. It chose to central role for art within the hu- 

explore light. Later Cubism ex- man situation. This critical per- 
plored space and time. With the spective of the technological world 

invention of the camera, a meta- is what Mareuse has called “The 

phor for the entire technocratiza- Great Refusal. 

tion process, many artists sought 

vitality by closing the distance be- The first option leads to an avant- 

tween their art and the emerging garde defined by its ability to in- 

technology. No longer believing novate, discover and change ata 

in their ‘“‘magical” powers, doubt- rate comparable with technologi- 

ful of their actual contribution, cal development; the second op- 

these artists participated in the tion promotes an_ avant-garde 

general consolidation that was based on the artist’s ability to pro- 

part of the larger technocratiza- vide a countercultural force—op- 
tion movement. As was true in posing the acculturating forces of 

10 most other human pursuits, the the technocratization process. The



first option has sometimes been the suggestion that their art is not Why is it that form 
called modernism, but whatever equally ‘‘Humanistic.’’ However without significant/ 

its name, it is a modern applica- the word is embarrassing or empathetic content is 

tion of the theory of imitation. In clichéd, | would still prefer to use much less embar- 

this case, however, the imitation it when describing the ever grow-  rassing than content 
is that of the man-made environ- ing body of work created by liv- with insignificant 

ment. Modernism is a technologi- ing artists who share a common form? 

cal portraiture. aesthetic. If this art is the cul- —Sigmund Abeles 
tural expression of the struggle to 

The art directions of the twentieth achieve: new, ‘credible values, a 

century reflect these two patterns.” struggle that can be Shetacterized 

The side of the coin seen in Im- 2S Humanism; then tls appropri 

pressionism, Post-Impressionism, ate to speak again of Humanism 

Futurism, Cubism, Geometric Ab- in art. 

straction, Neoplasticism, Construc- 

tivism, Op Art, Minimalism and We are encouraged to believe that 

the New Abstraction all work to- art is indifferent or independent 

ward finding the proper artistic of so-called non-visual values. 

mode, sufficiently unique, while at The view that there should not be 

the same time avoiding a tension a social art in a time of social 
between the dominant forces of crisis is evidence of yet another 
technological change and the oft- way we are conditioned to police 

en brutal impact of these forces ourselves. Art historians and 

upon mankind. Modernism has critics have usually refused to rec- 

remained aloof from subjective ognize and deal with the value 

appraisals of modern life. The orientation of Humanist art, per- 

human resistance to the technol- haps believing with the rest of 

ogical pattern takes the form of society, that what is not recog- 

Surrealism, Expressionism, Social nized, goes away. Humanist art- 

Realism and Humanism. This hu- ists themselves have sometimes 
man resistance is characterized inculcated or pretended to have 

by the artist’s willingness to risk, inculcated aesthetic theories which 

to oppose ‘‘the way things are,” do little justice to their art. They 

to provide cultural criticism, to have done this in the belief that 

help us see that optimism is a lie. it was required of them if they 

If the modernist believes little is | were to survive as working artists 
known and that he is about to dis- and receive adequate exhibition. 

cover, the artists who resist feel Obviously, Humanism has been af- 

that much is known but that too fected by the crisis it communi- 

few are paying attention.? cates. 

Throughout this century there has The crisis of modern life is the 

existed an art that has expressed contemporary bison. It is inex- 
outrage at the castration of hu- plicable, beyond our reach, incom- 

man life. It has often been lost in prehensible and of enormous im- 
the shuffle of art movements and pact on human life. At a time of 

its practitioners have usually been —_ unparalleled potential for an envi- 

treated as eclectic creators. Al- ronment that promotes the growth 

though related to Surrealism, Ex- of healthy, fulfilled human beings, 

pressionism and Social Realism, we live with distorted values, with 

Humanism is a unique artistic in- | war and nationalism, with the cru- 

tention. Unfortunately, “human- elties of empire builders. In the 

ism” has been frequently misused United States, the center of tech- 

or soiled in discussions of art. It nological development, we live 
has sometimes been associated with social fragmentation, polari- 

with a drab academic representa- zation, poverty, racism, sexism, 

tional art. Further, artists of other violence and spiritual death. Val- 

persuasions have taken offense at ues are built on lies, on illusions, 11



I deal in horror, but on a pathological consumerism, in the creation of a system that 
it is one of recog- on the evasion of what each of us offers greater sanity, humanity 

nition, not violence, knows is secretly true. Although and justice. But the demand for 

although sometimes the environment has been created _ positive social change implies no 
that, too.... My in the name of satisfying human _ illusion of its certainty. 

people are transi- needs, the mechanisms of society 

tional people. They are dehumanized, insensitive and The Humanist expresses both the 

must learn to hopelessly beyond the reach of desperation of the human situa- 

breathe chemical air individual man. tion and his own assertion of 

and eat processed freedom. His images express the 

dinners, and not Not simply a matter of political or Unacceptable, but in his negation 
merely accept them social upheavals, today’s crisis is of past human choices, the Hu- 

but defend them the crisis of life itself. It is not anist affirms that men may live 
because itisthe price alarms we hear; it is the roar of differently. 

to be paid. What I an apocalypse. At a time of great- 
take perverse pleas- — est_uncertainty, what scientists Unlike the ethical philosopher who 
ure in they must would call the point of maximum Creates discourse, the Humanist 

take their only entropy generation, a time when artist creates a visual experience 

pleasure in. men must choose between life Which, if successful, will stimulate 
—Michael and death, the Humanist believes _ the viewer's sensitivity to the real- 

Fauerbach “the apocalyptic contingency must _ ity of his human environment and 

be recognized as conceivable yet the needs of human beings within 
shown to be avoidable.’4 it. The Humanist artist is con- 

cerned with life as it is experi- 

enced; he does not subscribe to 

Unable to account for the apoca- the current fashion of separating 
lypse by divine plan, modern man —iggic from feeling, cognition from 
has no choice but to account for perception, feeling from intuition 
his actions as the realization of ang intuition from behavior. His 

his identity. Rejection of present art will generally be representa- 

human action leads to the search tional because his subject is ex- 
for a new human identity, a Mew plicit human experience and be- 
self-image of man in the world. havior, the forms of existence. 
The search for this new identity towever, the artist is not merely 
characterizes Humanism in life representing what is known, ob- 

and in art. Unlike less critical yioys and enduring. He explores 

tendencies, Humanist art tries to values and behavior within a con- 

discredit technological myths with text of confusion, pain and crisis. 
older and newer myths which prove 

human perceptions are as equally wumanism in art can be charac- 

valid a guide for human behavior  terjzeq by a commonality of inter- 

as are the systematized rules Of est and a shared intention realized 
conduct promulgated by the tech- in a diversity of styles and visual 
nological order. By opposing the appearances. Yet, because critics 
direction of the society in which pave only been able to see con- 

he creates, the Humanist artist is nection between art that looks alike 
in a state of perpetual antagonism they have characterized groups 

with reality. Out of this conflict ang movements solely on the basis 

comes the insight of what it is we oF the formally similar qualities of 
need to know in order to be able body of work. They have failed 

to survive. to develop a reasonable critique 
of the development of content in 

The Humanist will weigh and our time, and have preferred in- 
measure, evaluate and communi-_ stead, to pretend that art history 

cate those values which are seen is the progressive evolution of 
to deny or encourage new ways’ form. As a consequence much 

of relating to the world and to twentieth century art has been 

each other. The Humanist insists misrepresented. For our purposes, 

12 on social change and participates _it is relevant to consider how the
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Leonel Géngora. Imaginary Portrait of Géngora, 1964; gouache, acrylics, 
and pen. Courtesy of the artist. Photographer: Stephen C. Sumner.



A stranger once art historians and critics have han- Abstract Expressionism was, after 

asked if I was in the dled Abstract Expressionism. all, a persona of lament; an ex- 
entertainment world. pression of self and human pres- 

I almost said yes, Today the Abstract Expressionists ence through the experiences the 
but I thought of my are used to affirm American art artists believed were credible. 

paintings and said, generally and American formalism Within the social milieu, at a time 

‘No, I make cudgels.’ _ specifically. Referring to the “for- when brave men felt hopelessly 

Such self-righteous- malist writers on art, whose point confused and most men were no 
ness makes me of view came to dominate art longer able to locate themselves, 

squirm but it is a criticism during the 1960’s,” Irving the Abstract Expressionists main- 

discomfort I live Sandler explains that ‘These writ- tained human significance while 
with. It is not easy ers narrowed their interpretations avoiding direct confrontation with 

to stay out of step. to formal problems, avoiding any the dominant forces in the envi- 

—Joseph Hirsch analysis of content. Their under- ronment. 
lying premise was that advanced 

artists conceive new styles by re- 

jecting recently established styles At the heart of Abstract Expres- 

that have become outworn through _sionism is the crisis of the per- 

overuse.’ son, the individual, the singular 

man. Abstract Expressionism kept 

It is a bitter irony that during the a man alive, affirmed his human 

1960’s, an era that destroyed the presence against the background 

lethargy of the previous decade of the machinery, but it did not 
by its energetic search for new fully anticipate the crisis of the 

values, art criticism was reduced species. The Humanist sensibili- 
to a preoccupation with style. ties in Abstract Expressionism 

Though Abstract Expressionism took the form of an assertion of 

was motivated by Humanist con- identity; Humanism today aspires 
cerns and struggled to communi- to human connection, not identity, 

cate content with integrity, the but relationship. Thus Abstract 
formalist critics have preferred to Expressionism embodies within 

judge Abstract Expressionism as the work the emotional life of the 

the artistic analogy to the scien- artist, while in Humanism we find 

tific endeavor. They have, as the subjective experience of the 

Harold Rosenberg expressed it, species. 

engaged “in the systematic nib- 

bling away of the meanings of Ab- 

stract Expressionist works through The dilemma of content inherited 

translating them into purely aes- by Abstract Expressionism and 

thetic terms.’ Humanism alike can be traced to 

Social Realism which, unfortu- 
The formalists refuse to acknowl- nately, served to diminish the 

edge that Abstract Expressionism credibility of a countercultural art. 

was a crucial holding action, a If the art which affirmed the domi- 

hesitation between the forces of nant directions of society sup- 
technological development and_ ported the ideology of progress, 

the values promoted by human _ Social Realism, which was antag- 

resistance to its most destructive onistic to the existing political 
impulses. Abstract Expressionism system, allowed itself to succumb 
was a dedicated attempt to come to similar myths. By subscribing 

to terms with the problems to be to a “truth” that was not a truth 

found at the boundary of two op- but an ideological proposition, 

posing sensibilities. Although the Social Realism blemished later at- 

Abstract Expressionists could no tempts to create outside the swift 

longer perpetuate myths they felt stream of technological imitation. 

to be untrue, they were unwilling Though the “content” of Social 
or unable to lead the cultural op- Realism advocated change in the 

position to the transformation of name of man, the illusions, myths 

14 the environment. and faith of Social Realism were



too similar to the decadent art to tive to the art that has remained 
which it thought it was an alter- in vogue. Dada, too, was a fail- 

native. ure, but we surely have reacted 

to both in different ways — ways 

Social Realism did not maintain that support and follow the pat- 
the tension between freedom and _ tern of modernism. 
security that is necessary for the 

integrity of a Humanist art. In- | “ 
stead, it differed with modernist _ 'f artis to be political today, it must 

values only in terms of which con- @ Post-ideological. No ideology 
ception of the eventually secure Presently exists which does not 
society history would prove to be ave the potential for betraying 
accurate; historical inevitability the very mankind it says it wishes 
was fundamental to both. The So- '0 serve. Thus today’s Humanist 
cial Realists denied freedom to Upholds human value against both 
the future much in the same way the ideological collective and the 

the technological pattern affirms Corporate state. Still, the absence 
that, despite ecological disaster Of ideology in Humanist art does 
and civil strife, dissent and polari- "Ot imply any diminution of the 
zation, the over-all direction of demand for social change. How- 
society (“Progress is our most Ver, the social change envisioned 

important product.”) is assured. ——divorced from imposed labels— 
By offering its optimism as a |S simply a demand that people 

counterbalance to technological D€ able to be free, live lives that 
optimism, Social Realism was as 4 healthy, satisfying and free of 
much influenced in its rejection ™anipulation. 
of modernism as if it had followed 
the modernist tendency blindly. 

Yet if Humanists are free of the 
illusion of historical determinism, 

The major objection that must be the over-all assumption that his- 
made to Social Realism is that, torical developments are a priori 

after a time, like the art it op- positive has been incorporated 
posed, it became dishonest. It within the discipline of art history. 
was not, of course, a form of real- although the technological socie- 
ism at all. In its most vigorous ty wishes to maintain an appear- 
expressions, it was actually a ance of progress, it abhors funda- 
form of Surrealism. However, its mental change. Contemporary 

dream was not the one that came criticism collaborates, freezes the with sleep, but that which came moment, turns art into events. By 
with history. creating an art history that di- 

vorces art from its historical con- 
For the Social Realist, history was text, today’s art historians and 
the insight of which one must be critics would have us believe that 
conscious. And here my remarks art has always been concerned 
may be included as part of the primarily with its own conven- 
standard rhetoric used to help tions. Through a method of cor- 
ease Social Realism out of the relating styles and_ influences, 
history of American painting. But these art professionals have pic- 
if Social Realism failed as a coun- tured the history of art independ- 
tercultural mode, it was, after all, ent of the history of man. If art 
only an art that did not succeed. is to be truly a cultural phenome- 
The blanket condemnation in our non, the work of art must be seen 
time of the art of the thirties, and related to its context. The critics 
the fact that historical accounts and historians who speak about 
of American art do not adequately the universality of art, its ability 
deal with it, is in no way justified to transcend circumstances and 
because Social Realism failed to to speak to all men and all time, 
provide a viable artistic alterna- in reality reduce art to a carcass 15



which speaks to no man at any _ established order, | trust we mean 

specific time. specifically that art creates more 
than aesthetic controversy; we 

Humanist art strives to be a cul- Mean iat t ihfeatens: ousting 

tural force. It wants to derive its structures insofar as it postulates 
authenticity by the degree to their brutality or their fragility. 

which it is of this world. It is a 
constant reminder that the as- 

sumption of progress and the illu- On ithe other hand, what iinakes 
sion of advancement are only con- the established order secure are 

ditioned reflexes within the tech- Cultural structures: that; tae ine 
nological environment; that if man same form as societal Sees 

is suffering within the dehuman- ans art that today artis the 
ized environment, there will be an established order defines itself as 

art that gives voice to his pain. anew profession, a specialization 
whose discoveries can be known 

only through its own enlightened 
At times, the Humanist intention discipline. It prefers to leave 

in art is ascribed to all artistic most citizens to their so-called 

motivation. This is not correct, popular culture, the fully pro- 
and describes only those artists grammed arm of the technologi- 
who have refused to fit into and cal system. 
support technological optimism. 

Herbert Read, for example, dem- 

onstrates this confusion: As society moves toward comple- 

tion of its technological task, it 

Art, on the other hand, is eter- creates appropriate institutions for 

nally disturbing, permanently the arts. This has to be so. The 

revolutionary. It is so because technological society is not com- 
the artist, in the degree of his fortable with a strong creative, 

greatness, always confronts the unpredictable and critical force 

unknown, and what he brings Within its midst which is not 

back from the controntation is brought under influence or con- 
a novelty, a new symbol, a new _ trol. 
vision of life, the outer image 

of inward things. .. . The art- 
ist is what the Germans called As society has taken children out 

ein Ruttler, an upsetter of the Of the home to insure a more co- 

established order.’ hesive, uniform and effective ac- 

culturation by placing them in 

Unfortunately, Read’s wish that the od ventslon ‘0 oe en ot ce 

artist upset the established order mous cultural apparatus to “edu- 

is not satisfied by many of those cate” the artist. The continuing 

artists who are today very delib- affiliation of artists with the uni- 

erate’ and calm in their ongoing versity, the often disastrous in- 

neutrality and “professional” con-  trusion of media and prominence 
Sains: If they are capable of up? into the lives of younger artists, 
setting some small part of socie- the manipulation and support of 

ty, it is only because they, for museums as a way of emphasiz- 

the moment, are “news —Not be- ing specific artistic directions, the 
cause of their work, but because use of foundation monies to pump 

it is their work. prime the arts, the creation of a 

governmental bureaucratic arts 

At this moment, there are at least management class — these are 

as many artistic energies expend- some of the factors that have as- 
ed in affirmation of the estab- sured that certain very general, 

lished order as there are those very persuasive assumptions would 

16 against it. And by upsetting the continue to be made about art
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Look at the censored and the role of the artist in so- ing regulation and security, har 
faces in the street. ciety. In a way that is perfectly nesses the forces of culture to 

You can almost see consistent with the technological provide affirmation of the system. 

people saying ‘I’m pattern, the arts are controlled 
not going to be not by overt political influence, Our society does not value the 

caught feeling.’ My but are ‘‘managed” by the “‘prop- search for the contemporary bi- 

figures feel right er’ means, which are support, ac- son. It values instead the contin- 

because they’re all cess and distribution. Those who ual discovery of things that can 
tied down. They express surprise at the fact that be known only through specific 
might look frighten- in our time the arts have become processes. The questions it likes 
ing at first—after I institutionalized and integrated to explore are dictated by the 

had doneafewI ran within the mainstream of modern ways it believes it can find an- 

out of my studio. life are naive, for society will ac- swers. It encourages a pseudo- 
Then I began to see cept the artist as long as his art — scientific method which increas- 

how defenseless they __ is not effectively critical. The tech- ingly emphasizes methodology 

were. nological system within which we rather than value. As art has be- 

—Nancy Grossman __ now live, like other systems offer- come integrated within society, and 

with the creation of the art mar- 

ketplace, planned obsolescence 

has been built into art. The art 

> ee 5 ist, in turn, has been redefined in 
a ‘Vas ways that are consistent with the 

i 4 a role of the professional, the spe- 
t a “| =a cialization and the marginal impor- 

fo e - " tance assigned to his endeavor. 

oe : “4 c 9) 4 We are living with what amounts 
" ia iN to a “science-centered curtailment 

ie , F iss wy ; of human understanding.”® As Ed- 
: * ae ae g ay, J gar Wind has noted, many artists 

S f} ed “ —_—, “seem to act in their studios as 
“ fi Faye . eae a if they were in a laboratory, per- 

Ms ra eg se: forming a series of controlled ex- 
# a : . all a ie a wm ~ periments in the hope of arriving 

“a > Pi ‘i ay at a valid scientific solution. And 

€ of 4 2 when these astringent exercises 

" ba wb eon are exhibited, they reduce the 
\ . St i spectator to an observer who 

xy 9 ao ee 2 watches the artist’s latest excur- 
\ ! Ad A ; \ i sion with interest, but without vital 

f BY va participation.’? The old is contin- 
a 3 ee & es ually rejected for the new, like 

' ~ sf ae 9) | the processes of science itself 

= ‘ io ee which affirm a method but never 

Cy abs | meee claim any particular discovery to 
a ee wes fae * be of lasting importance. The 

e , 7% turnover of new data is seen asa 
4 ne Ne i ae. % sign of the health of the process 

y a fi a itself. Artists speak of color 

ta 4 pe theory, serial painting, field paint- 
4 a aauosnesirmnceenee™ ing, and other categories, based 

= on a pseudo-scientific exploration 
% of visual experience. 

% E Thus modernism in art, the cul- 

3 ‘s 3 tural analog to the technological 
é 1 4 r system, emulates science and 

technological innovation, and 

18 “proves” art to be a legitimate



activity within the environment. | bother about the fate of hu- A Be ag lea Rte 

am reminded of the museum cata- _manity?’"? polyester resin; each . 
log in which artist Richard Anusz- 1634 bs Coursey onary: 
kiewicz says of his art: “My work The concern for human and social tatiay arene Susan 

is of an experimental nature and experience found in Humanist art . 

has centered on an investigation antagonizes the formalists. In 
into the effects of complementary _ their attempt to create the ration- 

colors of full intensity when juxta- ale for modernism and in their 
posed and the optical changes wish to neutralize counter-cultural 

that occur as a result.’!0 forces in art, formalist critics 

have pretended that the judgments 

The formalism in aesthetics which of art history are based on near- 
is dominant in our time is a ration- ly Scientific, objective criteria, and 
alization for the continuation of an not on the cultural assumptions 
art that is compatible to the tech- made by the critic himself. Al- 
nological society. It is predict- though there is little hesitation 

able that an aesthetic emerges among critics to use terms such 
serving this “cleansing function.” 
These aesthetic theories, which 

are only opinions with support, ui . 

are what Marcuse has identified ce 
as “technological rationality.” Not agit i tai 
only do formalist aesthetics pro- ae a 
vide the context into which new a F me \ 
art forms come and go, but it also i a , » oe HH 
provides a general rebuttal to Hu- | a4 er 
manist arts. | oe ™ \ 

: ome ed a 
Every artistic intention, and they - if i 4 \ 

are as varied as human choice it- a if We Y 

self, generates an aesthetic by a ¥ eer a 
which one is encouraged to un- Fae f 
derstand the art and by which one me gc { : 
can choose to evaluate it. An . {4 ad a \ a 
aesthetic is, as Kenneth Clark put j ri Tod ® | Ey i 

it, “a helpful background to art.” f a ' 

But when the aesthetics of one \ i , i { 
intention is applied to another, as : a ie u ee 
has been the case when the for- ¢ Pee eS / 
malist aesthetic has been applied \ a eS uz Hi 

to Humanism, we have a form of S| “Ria fi # ; 7° 
critical totalitarianism, in which SR ee oie 
individual works are rejected not \\ hy ri rh) 
because they are unsuccessful, \ . Veer o Yj b 
but because what they intend to ‘\ i ~s x 
do is thought to be undesirable. BS Os ; 

4 . P Le. 

—— | aes - At... 
Though individual Humanist art- aS yr 3 
ists have, on occasion, passed the 3 ce E % Poy : 

inspection of the critics, they have 4 3 A 3 4 b 

rarely been presented within the : ee é 
context of their actual intention. AES gee i se eg ae 

Because formalist aesthetics re- 4 eT ifs i? Be 
ject any attempt to bring what are q BRN E 

thought of as non-aesthetic con- a 4 ce ee Ep 
siderations to the work of art, the 9 i 
Humanist intention has been rele- s q Fie a 
gated to an obscure status. “Why,” : “i ee ee 
asked Clive Bell, ‘‘should artists 19
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I plan to put on my 

work the... stigma 
of wars and their . . ae 
objectives; the hor- as “‘bourgeois sentimentality,” and |The contemporary fascination with 
rible presence of “aristocratic frivolity,’ words the concept of purity is another 
aggressive weapons which identify qualities of art sat- borrowing from science. Within 
that serve to kill, to isfying the special requirements the scientific endeavor, there are 
create smoke, fear, of a social grouping or class, crit- two directions: applied science 
demolish countries ics have been more than reluctant and “pure” research. Applied sci- 
only to make others, to identify what, if any, grouping ence is concerned with what sci- 
violate ideals to they respond to. Is this the job ence has learned only insofar as 
create sinister inter. Of later historians, or can we say this “knowledge” can have an 
est. All of this and now that much of modern criticism impact on the environment. Thus, 
the great multitude is based on “‘institutional com- applied science is infused with 
that flows through patibility’? utilitarian values. Pure science is 
the streets wants to concerned with the continual dis- 
live on the bare can- 1° articulate their bias in less covery of what has not previous- 
vas of each work I vulgar terms, the formalists have ly been known. The ideal of pur- 
start... in the employed the catchall of all art ity in art is analogous. Art that 
lonely spots I choose discussion: the concept of purity. has messages, meanings and uti- 
to confront my own It is a very convenient term, for litarian implications is impure, 
conscience. instead of having to say, “I don’t whereas art that leads along the 
—Gaston Orellana _ !ike this,” or “I find this offensive path of formal inquiry and investi- 

or disturbing,” critics can now gation of visual experience freed 
Gaston Orellana. Estacion conveniently and authoritatively of all extra-aesthetic implications 
(Espafia), 1970, 4.20x3.80 indicate that this or that work is maintains its purity. Such formal- 
(metros) h. Courtesy of the winnie.” It is only within the ist theories of art tend to regard 

“rational” irrationality of our so- Humanism with its concerns for 

ciety that, in a time identified human values and social experi- 

chiefly by war, ecological disas- ence as a misuse of art, Curious- 

ter, corruption, authoritarian eth- ly, one sees overt hostility be- 

ics, credibility gaps and the like, tween pure science and applied 

our art historians favor the notion science only when funding priori- 

20 of purity in art. ties emphasize one over the oth-



er. Perhaps if the arts were as and that the viewer’s experience 

fully supported as the sciences, with art is only of minor interest. 

many of the “important”? controv- 

ersies in the arts would quickly The refusal of formalists to deal 
be reduced to amicable disagree- with the experiences of those out- 

ments over the “‘best” of artistic side the closed world of art in- 

intentions. vention is typical of the contem- 
porary elitism found among other 

~ oe * technocrats in the technological 
environment. This refusal implies 

Unfortunately, the Humanist’s wish _ that art experience is not, in fact, 
to communicate has been all but intended to communicate to the 
tuled out of aesthetic discussion. average person but only to those 

The formalists have wanted only already initiated into the profes- 
to perceive art through the tools sion’s visual literacy. Like tech- 

of analysis or by the requirements nocrats and bureaucrats, the art- 

of the marketplace. Critics and ist and the critic are encouraged 

art historians alike have remained to achieve status by showing how 

unwilling or unable to contact, many shares (training, education, 

feel and describe the communica- apprenticeship, connections) they 

tion of the art work. They have hold of the cultural knowledge 
supported this neglect by assert- bank. Fortunately, a work of art Edward Klenholz. The 

ing that the painter’s experience does poorly as an interoffice mem- —_ Wait, 1964-65, assemblage 

with the work is solely important orandum. and mixed media. go 148 
Museum of American Art, 
NY. Photographer: 
Geoffrey Clements. 
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A work of art is created when an _ the processes of the artist. Where 

artist fashions something that the artist started with nothing 

comes to exist through the paint- (nothing fixed or definite) and cre- 
er’s being — sensory, intellectual, ated a new experience in the 

subconscious, emotional, percep- world, the ‘other’ is presented 
tual. It is a thing of paint, of col- with an experience that is every- 

or, of form, of texture, of smell, thing to him. The sensuality, the 

of time and space, of a thousand emotion, the meaning, the impact 

sensory impacts occurring simulta- he feels—all are to be found with- 

neously. The work of art may or in the confrontation with the ob- 
may not be conceived, but it is ject. The “other” is given a thing 
always a surprise. It is all of | which is “fixed,” filled, done. At 

these things for the painter; the first, it is more than he can see, 

painter’s experience with the ob- more than he can feel, more than 
ject is really not with the object he can understand. His problem 

qua object at all but with the is not to create something out of 

process through which the object nothing; he must comprehend, ab- 

is created. The painter or print- sorb, and perceive something 
maker discovers, grows, creates, which at first seems monumentally 

and finds things he or she didn’t alien to him. While the painter 

know were there. Out of the in- must bring to the canvas numer- 

finity of possibilities that exist on ous emotions and perceptions in 

any blank canvas or unscored order to create the work, the 

plate, a definite specific visual ‘‘other’’ must contact his emo- 

experience is created. tions, his feelings, his experiences, 

his sensitivities in order to maxi- 

But there is more than the paint- Oe Te one ie work 
er to be considered; it is here we th ar i ti 's harris ama 

part company with formalist aes- i, ee itak well d merely a 

thetics. There is an “other’—the ° ie stimulus ane Ee one 7 

non-maker. And though the artist ina a he copaté ng ha bane te 

may or may not create with this wou! e sntrot hun In oe a 

“other” in mind, once the work is by ea con *9 ainicaliara fick 

completed it belongs as much to 4 ii reat arn ¥ ‘i ie 
the “other” as it does to the art- Stimuli create which specific re- 

ist. | think this is what Rothko SPONS®- 
meant when he said, “the instant 

one painting is completed, the in- % sf 5 “ 
timacy between the creation and re | other venasvee sth ee 

the creator is ended.” , ° q 
ual truth. Nor could he be. The 

thy h Bi. th Fh work of art is not “clear,” it is a 

e “other” is unable, though he mystery. One has to live with art 
may: and should try, to implicate 4 very long time before one per 
ae ze the vied & by  ceives the dimensions of that mys- 
which the work was created. Con- tery. Still, the “other” is com 

sequently, the “other” must come —pelled to seek a communication. 
to terms with the work itself, qua First, this communication is pure- 
peleet ae must deal uae the ly visual: | see. Colors exist, tex- 

“ends” of the process. Not to re- tures appeal, lines suggest, etc. 
spect the special problems and/ Forms are pleasing or disturbing. 
wis tater! a dhe Gene te a After a time, the “other” will be- 

° come visually familiar with the 
say that paintings are for painters work. He will go deeper, past, 

—which, | think, some of us do through. Though never outside 
not want to say. the visual experience, the “other” 

contacts the artist, seeks to know 

The “other” will engage in a new his vision, his emotions, Sum- 

22 process in many ways opposite to moning sensitivity and awareness,



the “other” will enter the essen- is dead everything is allowable— My art is a confron- 
tial nature of the thing that is be- yes, but not everything is prefer- tation.... It is of 

fore him. able. What gives man his spirit- course a social art, 
ual dimension is precisely this based on my ‘gut’ 

The relationship between artist bility to make choices. perceptions of our, 
and viewer is one outstanding worldly conditions; 
aspect of the holistic aspiration of The fact that the formalist critics’ PUt it draws upon 
Humanist art. The Humanist art- assumptions about art are differ- each viewer to con- 
ist needs the viewer for comple- ent from those of the Humanists’ ‘Tont himself in con- 
tion. Since the work strives for may be taken only as a difference sideration. of his role 

human connection with the view- of opinion and not as a rationale im affecting these 

er, since the symbolic and mythic for the denigration of a particular conditions. . 
orientation of the work is useless artistic intention. Certain critics — GH Tasenh 
without viewer engagement, the and art historians believe that 

Humanist, perhaps more than viewers must be trained to see, 
others, has the viewer centrally that seeing is a learned discipline. 

in mind while he creates his work. But one could equally argue that 

critics have to be trained to feel, 
The encounter with Humanist art that most art history and art criti- 

will not be realized if the viewer ism, in their pseudo-scientific 
filters out, or refuses to become 9uises, have long ceased to en- 
involved with, experiences that 929¢ the work of art. Critics and 
are not pleasurable. You cannot art historians categorize, debate 

ask Humanist art to make you fee! the worth of manifestoes, place 
good, to provide a playful and the work in chronological per- 

idyllic escape from depressing re- spective, and characterize its in- 

alities, or to assist you in finding fluences. While they speedily 
relief from the painful experiences Place the newest art form within 
of life. Humanism incorporates the purview of twentieth century 

Brecht’s theatrical ideas of aliena- vt, they often do not feel, or re- 
tion. The “estrangement-effect” is act, or let us know what it is like 

designed to produce an experi- to have an experience with a work 

ence in which the world can be OF art. 
recognized for what it is. “The 
experiences of everyday life are The realities of contemporary ex- 

lifted out of the real to the self- istence are not implied by or to 

evident. . . .”4 As Marx wrote, be deduced from Humanist art, 

“petrified conditions must be but remain embedded in the 
forced to dance by singing to  work’s visual reality. What can 

them their own melody.” one say after seeing Kienholz’s 

“The Illegal Operation’? How 

Humanism is the insistence that @@sy is it to enter into academic 
from actuality something better discussions on environmental 

must emerge. Through a rejec- sculpture? How much guesswork 

tion of what men have come to iS necessary for one to conclude 
regard as normal, the Humanist that the artist did not create this 

creates the avenue for accept- work in order to initiate a discus- 

ance of new values. As he identi- Sion about art? 
fies the realities of our time, its 

illusions, its slogans, its pro- Unfortunately formalist writers 
grammed human relationships, never developed the visual and 

and its lies, the Humanist creates mythical vocabulary of Humanist 

his own mythical base which rec- art. Their decision to avoid the 

ognizes both the limitations of the artist's communication is based 

human condition and the need for ona conception, an idea, a value, 
amore acceptable social condi- about the role of art. Within the 

tion. In this sense, the Humanist technological system, we are sup- 
adds to the existentialist: if God posed to blindly accept the belief 23
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that art is only something to be Humanist art by the artist's stance My images take 

looked at, a retinal experience toward the crisis of modern life. place... at that 

exclusively. The emotional stance of the artist moment we stand 
is what finally gives the work its balanced between 

The Humanist sees the crisis of Characteristic form. Some Human- our ‘internal’ (what 

our times not as personal angst ists see the present as one point we believe to be 
but as human and social condi- 0M the continuum of tragic human real) and ‘external’ 

tions about which he is compelled existence. These artists lament (what is real) 
to communicate. His work is filled UF Particular condition. They are realities. 

with the signs and strains of our metaphysical in their concerns —NMichael Peters 

time. What Humanists see as es- 294 mythical in their mode. Oth- 

sential awarenesses, without which  @" Humanists are angered by the 
the quality of life will be greatly destruction and spiritual bank- 

diminished, formalist critics per- 'UPtcy and create images of dimi- 
sist in seeing as corruptions of nished man as existential state- 

the work of art. What Humanists ents of human identity. Other 
create as sometimes archetypal, 4umanists are angered by the so- 
sometimes concrete, images of cial conditions. Their art will be 
ourtime, critics dismiss as images explicitly political, the expression 

which are too ugly to be accept- of the imperative of change. Still 

able within a proper, tasteful mod- other Humanists investigate hu- 

ern art, man lives and create a contem- 
porary portraiture. And_ finally 

Unless the critic or art historian Mere are Humanist Who Wish ‘to 

accepts Humanist assumptions, at smash the belief that whee we USU- 
least for as long as he looks at ally, fegard \as: pormalris healthy 

Humanistic work, he will be unable and sane, These absurdists re 
to deal with this work: If he is veal the fundamental irrationality 

attuned only to the artist who puts of programmed, human behavior. 

us at ease, who would have us 

appreciate his form, color field, The stance of the artist deter- 
and experimental direction, the mines the way he chooses to ex- 

critic or historian will fail to un- plore content. The metaphysical 

derstand those artists who tell us | Humanist creates work that is ac- 

that complacency is a more pas- tive symbolically; he engages the 
sive form of suicide. viewer in the interpretation of the 

work, The existential Humanist 

In future years, the formalist aes- creates images which confront the 
thetic will undergo revision. When viewer by provoking a response. 
this particular aesthetic is re- The absurdists employ a repulsion- 
vised, modified or rejected, we Curiosity mechanism; the viewer is 

will then see how many works of repelled by these parodies, but, 
art were misunderstood or not un- as it is human nature to do so, 
derstood because the prevailing comes back for many more curi- 
aesthetic was not able to deal ous looks. In the end he is led 
with them. Though the Humanists into a reexamination of his value 

vary a great deal in terms of how System, or, if he is among the ini- 
well they achieve their shared in- tiated, he is led into a form of 
tention, | will leave it to others to humor that takes delight in the 
demonstrate vigorously which are Xposure of modern madness. The 
the better. My wish is to develop Political Humanist wants to con- 
an understanding of the Humanist tact the viewer’s feelings of op- 
intention and to present works Pression and struggle. 
which incarnate the vitality of Hu- 

manist creation in our time. All Humanism embodies a tension 
between life as it is lived and life Uphuda Bon vehida ese 

To this end it is helpful, though as it could be lived. The dual eee et iheatiae 
not always accurate, to categorize vision of the artists is comprised (opposite page)



of a view of man as the victim tural patterns and their relation- 

of contemporary experience. The Ship to the new media, see “The 
Humanist aesthetic is best dem- communigations Bevo EOW 
onstrated when the totality of hu- lene eels pe neds 

man experience is maximized tion of Society,” Barry Schwartz, 
through a tension between human rts in Society, Vol. 9:2 (Summer. 

potential and human actuality. If Fall, 1972). 
the work expresses only human 

potential it becomes an ineffective plies Ree anne oop ae 
form of romantic protest, a fan- 0! AIT arxist Approach (Mid- 
tasy unconnected with life as it is oe Penguin Books, Ltd., 1963), 
lived. If the work contains only . 

actuality, it reverts to a crass 5Irving Sandler, The Triumph 

realism which goes no further of American Painting: A History 
than the human eye. of Abstract Expressionism (New 

York: Praeger Publishers, 1971), 1. 

However ‘the Humanists vary in 6 Harold Rosenberg, The Anxi- 
the ways they achieve their art, 615 Object: Art Today and Its Au- 
they hold in common and validate gjence (New York: Mentor Books, 

a Humanist aesthetic motivated The New American Library, Inc., 

by the priority of human life, the 1967), 24. 
necessity of change and _ their ; 

willingness to contribute to the en Ne ee piuand Aen 
aa : i Tess, 

possibility. 1 1967), 24, 

® George W. Morgan, The Hu- 
‘Marcel Duchamp, as quoted by ~— man Predicament: Dissolution and 

Edward Lucie-Smith, Late Modern: Wholeness (New York: Dell Pub- 
The Visual Arts Since 1945. (New lishing Company, 1970), 10. 

York: Praeger Publishers, 1969), 

P. 11. ° Edgar Wind, Art and Anarchy 
(New York: Vintage Books, Ran- 

2The modernist exploration of dom House, Inc., 1969), 20. 
the technological environment and 

the Humanist’s concern with its Richard Anuszkiewicz, as 
impact on human life are not to quoted by Rosenberg, The Anxi- 
be construed as exclusive cate- ous Object, p. 47. 
gories. In fact, the greater body 
of artists’ work reflect both con- " Kenneth Clark, “The Blot and 
cerns in varying degrees. | have the Diagram,’’ Encounter, XX, 1 
used these classifications as con- (January, 1963), 32. 
venient tools for describing artists 
who clearly emphasize one of the 2Clive Bell, Art (New York: 
concerns as the central feature of | Capricorn Books, G. P. Putnam’s 
their work. There are, of course, Sons, 1958), 160. 
numerous examples of overlap; 
Humanists who reveal prominent 3 Mark Rothko, “The Roman- 

formalistic concerns, and formal- tics Were Prompted,” Possibilities 
ists whose art is motivated by 1, No. 1 (Winter, 1947-48). 
Humanist intentions. Space does 

not permit discussion of the work 4 Bertolt Brecht, as quoted by 

of Picasso, the Dadaists, and the Herbert Marcuse, One Dimension- 
early Surrealists who.excelled in a/ Man (London: Sphere Books 
both formal innovation and major Ltd., 1968), 65. 

Humanist statements. Yet these 
classifications, if understood as 5 Karl Marx, as quoted by Her- 

generalities, are worthwhile, par- bert Marcuse, ‘Art as a Form of 
ticularly since World War II, when Reality,’ On the Future of Art, 

the separations became apparent. Sponsored by The Solomon R. 

Guggenheim Museum, New York 

3 For an extended discussion of (New York: Viking Press, 1970), 
26 the relationship between these cul- 132.



Humanism for Our Time 

by George W. Morgan 

Born in Vienna 1924; formerly in applied mathematics, 

now Professor and Chairman of the Committee on Human 

Studies at Brown University. 

I, 
The theme of this symposium is 0 certainty that it will come 
Humanism in culture, especially about. The change cannot take 
art. Immediately we face the ques- Place within the values that domi- 
tion, “What do we mean by hu- nate the modern age, and human- 

manism?” There are many kinds ism therefore means “the strug- 

of humanism, for example, Renais- gle to achieve new, credible val- 

sance and Enlightenment, religi- ues.’ It also means the search 
ous and secular, Marxist and non- for ‘“‘a new self-image of man in 
Marxist scientific. Perhaps hu- the world.” And the man in the 
manism has been used for too world to whom humanism today 
many and varied attitudes to serve | aSpires cannot be “singular man,” 
us well. Yet by the same token, but man in “human connection.” 

its meanings and associations are 
so rich that one cannot readily | will add two matters that | deem 

find a better word. If we use it, fundamental. The first is an un- 

then, we must be prepared to see wavering concern for man. Note 

that our conceptions differ, while well the word concern. | don’t 
hoping that they will share enough say confidence or faith. That 
of what is essential so that our might be too simple: we can af- 
ideas about humanism in culture firm man’s capacity for goodness 
will exhibit significant resonance. and improvement, but we cannot 

ignore—especially we of this cen- 

| cannot be certain at just what tury cannot ignore —the distor- 
points and how far the direction _ tions and evils into which he can 
in which I shall try to point may sink. Unwavering concern for man 

diverge from Barry Schwartz. But means that no interest is allowed 
there seems to be much in com-_ to displace the interest in man. 
mon. “Humanism,” he writes, No work, no achievement, no in- 

“embodies a tension between life _Stitution of man may overshadow 
as it is lived and as it could be man himself. Material productive- 

lived.” “It is the insistence that ness, for example, is valued, but 

from actuality something better only in so far as it enhances the 
must emerge.” In a time of crisis, quality of human life. Knowledge 
as ours undoubtedly is, “the hu- is esteemed essential, but humans, 

manist insists on social change who are the knowers, more so. 
and participates in the creation of | No matter how necessary or sub- 

a system that offers greater sani- lime the arts, it is they that be- 
ty, humanity, and justice.” (1 am long to human life, not human life 

uncomfortable with “system,” but to them. 

this may be a matter of terminol- 

ogy only.) Though he works for The second matter of basic im- 
such change, the humanist has portance is that our concern is 27



Irather like the word _ for the wholeness of human exist- sublime independence from life: 

“Humanist” with all ence. Indeed, it is only when we art has only to do with art. Here 

its faults and are attentive to human wholeness and wherever specialization is 

virtues. It has a that we can be unwaveringly con- idolized, experts displace whole 
sweaty sound and is cerned for man. Preoccupation human beings. The cults of the 
warm, moist, nostal- with one need of man at the ex- original, newest, and latest can 

gic, sentimental, pense of others distorts him. Pur- be found in painting and sculp- 

paradoxical, passion- Suit of a single goal, no matter ture, in music and film, just as in 
ate, humorous, fully, | how worthy it might appear in it- technology, business, and schol- 

hard, trite, vision- self, subordinates the human be-  arship. 
ary, vulnerable, ing for whom rhythm of numerous 

repellant, unfathom- activities and balance of many There are the voices of those, 
able, inexhaustible, goals are always essential. To however, who have never ceased 

awesome, in short, enthrone dynamism and change, to speak to us of humanity. They 

Human.... for example, is to ignore the im- insist on the primacy of the per- 
—James Kearns portance of stability and rest. To _ son, alert us to the dissolution of 

enthrone stability and rest is to human wholeness, and seek pos- 

court a security provided only by _ sibilities of its realization. Artists, 

the grave. Without intellect we thinkers, and social leaders who 
are not human, but no humanity have accepted this task have gen- 

without affection, and if we cleave erally stood alone, not knowing 

the two, we cleave ourself. When who could hear them in the head- 

we consider the products of in- long rush. The rush continues, 

dustry, it is not only quantity and but their numbers have increased 

cost that matter, but the needs to of late. More and more people 
which products answer, how well around them are beginning to lis- 

they do it, how accessible they ten, and an awakening at many 

are, and what side effects they levels is occurring that gives 
have. Even that isn’t enough, for glimmers of hope. 

not only the product but the act 
of working is essential. Making a_ Il. 

complete object, being responsi- In the wholeness of human life 

ble for a significant task, engag- every activity is involved in the 
ing with others in relations of fel- moral realm. Everything we do 

lowship — these and many other engages us somehow with partic- 
aspects of work endow it with ular persons or society. Every act 

meaning and joy. implies a stance toward others, 

whether concern, indifference, or 

The dominant institutions and at- hostility. The words we speak, 

titudes of our age are oblivious to the images we form, the deeds we 
concern with whole human life.! do, have consequences for which 

Gross National Product is a gross __ we carry a share of responsibility, 

national obsession. More, bigger, however small. All pursuits move 

and faster hold us in trance. Uni- within possibilities, and we are 

versities are referred to, and be- answerable for the choices we 

have like, knowledge producing make. Whatever we decide to do 
industries, and like other indus- is simultaneously a decision not 

tries exhibit—even boast—disre- to do other things, and such de- 
gard of the human context. In cisions have to be taken in the 

most areas of life, technical and context of claims people have 
organizational rationality preclude upon us. In our work we rely 

sensitivities and feelings. Other directly or indirectly on others, 

areas complement this repression _and it is no matter of indifference 

by seizing the opposite pole: ad- whether our work warrants their 

vertising and the mass media support. 

whip the emotions or exude senti- 

Richard Karwoski. Two mentality. The arts have not been Exclusion or enfeeblement of the 

Figures, 1971, oil on can- immune to this fragmentation of moral dimension is a_ pervasive vas, 60 x 40”.' Courtesy of , 
the artist. (opposite page) man. They have often proclaimed modern phenomenon. Clearly
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economic life allows moral con- opposition to moralizing and in- 

siderations only a very subsidiary doctrination. We must see it in 

role. Interest in producing what the perspective of enfeeblement 

can be sold at a profit dwarfs in- of the moral dimension through- 
terest in meeting real needs. The out modern culture. Every inter- 

major purpose of our advertising est has sought to become a king- 
apparatus is to incite excessive dom unto itself and strip away 

and trivial desires. Nor is the larger concerns. This ‘“‘purifica- 

moral dimension enfeebled only _ tion” brings relief from a difficult 

among those who seek profit; it burden, avoids uncertainty and 
would be illusory to suppose that risk, and escapes from the terri 

the wage earning worker is wide- ble confusion of values in our 

ly concerned with the quality of age. It eliminates the possibility 
his work or the steadiness of his of having to sacrifice things we 

working; the nature of our indus- cherish because of greater claims. 

trial enterprise encourages neith- 
er. This situation has a counter- The manner in which each human 
part in ‘“‘value-neutral’” economic activity is involved in the moral 

theory.2, Modern economics is realm varies. The natural sci- 

proud of its avoidance of ethical ences, for example, are value-neu- 
judgments because such avoid-_ tral in that they do not perceive 

ance is one of the hallmarks of | the phenomena they study as good 

scientific procedure. Other “be- or just or desirable. Their pur 

havioral sciences” — psychology, suit, however, involves assent to 

sociology, political science, etc— certain modes of human conduct 

with varying insistence take the and opposition to others that 

same stance. Much modern phi- might interfere. The social stud- 
lisophy, despite its rejection of ies involve the same kind of as- 

positivism, is akin, using one or sent and opposition, of course. 
another argument to refrain from But they paralyze or delude them- 

offering notions of good and evil selves when they emulate the val- 

or right and wrong. ue neutrality of the natural sci- 
ences. Their subject matter, 

It is neither necessary nor feasi- which is human existence and 

ble here to go over the numerous _ therefore permeated by values, af- 
claims that the moral dimension fects their inquiry. The econo- 

has no place in art. Unfortunate- mist’s notions of growth and prof- 
ly the fact that the most influen- it, for example, are laden with 

tial oppositions to these claims moral attitudes toward what the 

are equally false obscures the fun- concepts refer to. The sociolo- 
damental issue. For example, cen- _gist’s study of suicide, poverty, or 

sorship by self-righteous guardi- prejudice involves his own moral 

ans of so-called morality discloses inclinations, not only in the choice 

more about the inhibited nature of his subject matter, but through- 
of much contemporary life than out his work. By neutralizing his 

about the moral dimension of the approach, he can sometimes pro- 

works in question. (The nearly vide useful ancillary data, but if 

exclusive worry about sex togeth- he stops there, his study is unin- 

er with unquestioned acceptance teresting to those who care about 

of brutality and murder are suf- poverty and prejudice. The inter- 

ficient to expose this morality.) action between subject matter 
Or, when art is harnessed to dis- and mode of inquiry, moreover, 

seminate a doctrine, then genu- works also the other way. Eco- 

ine moral concern for man is sub- nomic theorizing, sociological sur- 

ordinated to a system of ideas,  veys, political analyses work back 

that is, to a product of man. But to affect human conduct. This is 

properly to understand the exclu- a chief reason indeed why many 
sion of morality from art, we must people engage in such studies. 

30 see it not only in a perspective of They want to influence the way



things are. Those who wish to re- _| wish to convey directs the search Art... is not some- 

nounce such influence invoke the for words. Some words lend them- thing to beautify or 

“purity” of their pursuit. But it is selves to my meaning, others of- decorate our lives, or 

impossible and therefore decep- fer resistance. At the same time, to amuse or enter- 

tive to renounce influence. The the words affect what | have in tain us. Rather it 
real issue is whether we acknowl- mind. My _ initial feelings and must become an 

edge our inclinations to ourselves thoughts may undergo develop- activity in which 

and others and what the direc- ment and transformation in be- each person, to the 
tions of these inclinations are. coming embodied. The relative degree of his 

stress on method or meaning capacity and sensi- 

The arts are steeped in the moral varies from province to province tivity, can fulfill and 

realm. They arise from, and af- of human life. In relating a per- direct his life while 

fect, dispositions, they present sonal experience, for example, the allowing him to 
the admirable and objectionable. experience has priority over the accept that there 

They are filled with laughter and means found to relate it. In sci- might not be any 
tears, joy and depression, praise _ entific research, by contrast, meth- special meaning or 

and rebellion, clash and concilia- od has priority over what becomes purpose or grand 

tion. How could art avoid the known, for scientific cognition is design in it. 

moral realm without ceasing to in the first place a certain means —Brian Nissen 

arise from the artist's human ex- of knowing. 

perience and to touch the behold- 
er? The moral quality of art has Even where method and means 

Nothing to do, of course, with ex- do not have priority, they exact 

plicit or simplistic ethical judg- attention. The poet is constantly 

ment. It has to do with the fact working with words and the paint- 

that loneliness and relation, gaie- er with colors and lines, explor- 

ty and despair, effort and repose, ing their potentials, looking for 

discord and peace are the stuff of | means to use them, molding them 

great art, whether drama, paint- into new forms. The medium, 

ing, or music. Where the arts moreover, has its own appeal — 
eschew the moral realm, there- interplay of colors, magic of 

fore, they cannot really succeed. words, beauty of sounds. For 
But they can maim themselves’ these reasons, the possibility is 

and make themselves effete. And ever present that method and 
they, just like other endeavors in means run away with us, that we 

which the moral is essential, can become absorbed in them and 

become immoral. For amorality is forget meaning and end. There 
ultimately immorality. A bystand- are people, for example, who are 

er is not an executioner, but he so enamored with words and their 

too may fail to meet the moral own flowing speech that they en- 

demand of a human situation. gage in brilliant monologues in 

place of conversation. 

Il. 
Fabrication of things requires ap- Ours is an age in which method 

propriate methods. Conversation, and means hold sway. We give 

philosophy, the writing of a his- far more attention to the fact of 

tory or novel involve search for producing than to the what and 

tight means of expression. Effec- why. Ours is a time of extreme 

tive use of the properties of a _ specialization, and this implies 
medium is essential to the paint- expertise in methods and tech- 

er, sculptor, and dramatist. In niques, Almost everywhere, there- 
every activity there is interaction fore, concern with techniques sub- 

and tension between what the ac-_ ordinates concern with the value 
tivity is for, its end, purpose, sig- of what is being done. 

nificance, or meaning, and the 
method, means, medium, or ma- The same problem has long beset 

terials through which the end is the arts. Lines, colors, and form 

attained or the meaning realized. in themselves have been hailed 

For example, when | speak, what as the summit of painting. Tech- 31



niques for producing works of _ itely powerful, bound by no limits 
plastic art have been pursued moving onward and upward from 

with frenzy and to the point of conquest to conquest. Second, 

absurdity. In music, electronical- there are the pictures of diminu- 

ly produced sounds, electronic tion and impotence. In the face 
amplification to burst one’s ears, of huge and inscrutable machin 

and composition by means of ery, impersonal and immovable 
computers have become the rage. organization, and a ubiquitous and 

Architecture seems often so in- all powerful state, man has be 

fatuated with materials and their come an object and cipher, And 

latest engineering properties that _ the interpretations provided by the 
physical and social function, not sciences of man, being chiefly re 
to speak of symbolic power and  ductionistic, mechanistic, “rato- 

the environmental enhancement of morphic,” and ‘“robotomorphic,” 
life, receive scant attention. And have complemented this degrada 
mixed media arts exhibit a strong _ tion. 

tendency to become completely 
submerged in technology. Mar- Corresponding images have come 

shall McLuhan is right in stress- through the arts. On the one 
ing the impact of the medium. hand, imagination and creativity 

But he only exacerbates the medi- have been extolled as powers 

um mania when he dissolves the nearly divine. On the other, the 

tension between medium and images the arts have given us 
meaning by declaring that ‘“‘the have often denied all worth to 

medium is the message.”5 man. Such images, of course, can 

bear honest witness to what has 

Humanist culture implies libera- happened in our age, to the im- 
tion from the sway of formalism, potence, lostness, and dismem- 

method, and technique. Their berment human beings have ex- 

centrality in science, technology, perienced. But everything de 
and industry has especially given pends on the spirit which informs 

them the power to dominate ev- this denial. There is a world of 
ery province of life. Process, or- difference between art that cries 

ganization, and pattern have ban- out in anguish and protest and art 
ished purpose of process, mean- that in quasi scientific detachment 

ing of organization, and content says that boredom and brutality 
of pattern. Jacques Ellul’s pessi- are all there is. Humanist art may 

mistic analysis of the dehumani- show man disfigured, but it does 
zation by technique is justified.6 not toy with him to achieve new 
Even he refuses to conclude, aesthetic effects or prove that it 
however, that there is no hope. is modern. The mutilation of the 

But this hope rests on giving pri- human practiced in this centuy 

macy to the human, and recog- in the form of gay colors aestheti- 
nizing that every method, means, cally balanced on canvas springs 

or medium is no more than a part out of, and reinforces, the same 

of life, to be used, assessed, and Cultural context as the fragmenta. 

assigned its proper place in the tion of man found all too often in 

totality of the human scene. the elegant theories and experi 

ments of cybernetics and behav- 
IV. ioristic psychology. And this con- 

A principal effect of every activity text includes also the bodily de- 
is the conception or image of struction of modern warfare, 

man it implicitly or expressly ad- where sophisticated planning and 
vances.’ Currently two kinds of precision-technique avoid aware- 

conception prevail, resulting large- ness of the far off result. 

ly from science and technology. 

They are mutually opposed and If humanist art plunges into the 

equally fatal. First, there is the depths of man’s despair, it is to 

32 notion of human beings as infin- wrestle with this despair and to
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try to discover what can be af- that are neither acceptable nor 

firmed and what may be hoped. inevitable; yes to what grounds 

It neither inflates man nor tears and fulfills our humanity. With re- 

him down. It seeks to distinguish spect to what is ineluctable in the 

the distortions and eviis of a his- human condition, we may rebel or 

torical period from the ineluctable seek a new trust in existence. If 

condition of all human existence. we are far from the kind of great 

Concern with fundamental change trust that has been possible for 

in our way of life in the direction other generations, we neverthe- 

of fuller humanness takes the _ less still know that life holds pos- 

place of incessant disruptive in- sibilities for sustenance and joy— 

novation inside the dominant passing moments of gladness ai 

mentality. After the terrors of this the least, commitments and mean- 

century, in the midst of ongoing ings that last a lifetime, and per- 

ones, in the face of others rushing haps glimpses of larger destiny. 

foward us, we hardly know what, 

if anything, is praiseworthy and Humanist culture seeks a renewed 

what promise exists. Cultural cre- relation toward nature. This is 

ation must be able to say both what on a biological level ecology 

Yes and No. No to conditions is about. Interdependence and 
33
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George Tooker. The 
Mirror, 1971, oil on canvas. 
rey pant Fenn Gal care instead of conquest and ex- and roundabout, to be in accord 
Geoffrey Clements. ploitation. Yet still other dimen- with the rhythms of our bodies 

sions are needed, Subjugation of and the world. Awareness, won- 

nature was accompanied by sub- der, and awe must be regained: 

jugation of the human body. Rec- brown earth freshly turned by the 
tification of this does not come by plow, leaves glowing and falling 

release of the id. Such outburst in autumn light, waves thundering 

is but the complement of the long- on rock, the grace and awkward- 
standing neglect and suppression. ness of the living, the unfathoma- 

Instead, we need to be in touch _ bility of dying. This is no senti- 

34 with what is of nature in ourselves mental kind of romanticism, but



true realism, recognition of the of our crisis. Despite everything, My work takes shape 
human being on earth, of the crea- without guarantee, calling to un- around images and 

ture which, in ancient language, known others, reaching to join ideas that are cen- 

is indeed made of spirit and clay. hands, rejoicing when they can tered within the vor- 
Not the hybrid so scorned by and suffering when they must, tex of a black life 

Nietzsche, but a mysterious whole ‘they seek a human way. [] experience. A nitty- 

which is readily violated and in gritty ghetto experi- 
need of being sought and re- 1For an inquiry into wholeness — ence resulting in 
sought. and its destruction in our time, contradictory 

see George W. Morgan, The Hu- emotions: anguish- 

Noting f more urgent than to fan pregame: esowton go hope lovedespar 
testify to the possibilities of genu- New York, 1970). happiness-faith-lack 

ine life of person with person and : of faith-dreams. 
peoples with peoples. We cannot 2Walter Weisskopf, Alienation Stubbornly holding 

ignore the abysses between us, and Economics (New York, 1971). 0” to an elusive 
the loneliness rooted in human romantic belief that 

individuation, the endless mono- 3See The Human Predicament, the people of this 
logues in place of relation, the especially chs. 8, 10, and 11. land cannot always 
cruelty humans inflict on humans. be insensible to the 

These have to be acknowledged ‘The inhumanity of the specta- dictates of justice or 
when present and recalled when opal dene a eee prin- deaf to the voice of 

; ae i jOv- : 
past. Without that, realization of el, The Town Beyond the Wall humanity. ; 

the true interhuman is quickly per- (New York, 1964) —Charles White 

verted. It doesn’t reside in being , 
bundled together under a banner, 5 See, for example, Understand- 

or linked in a smoothly function- jing Media: The Extensions of Man 
ing network of instant communi- (New York, 1964), p. 13; italics 
cation and efficient production. mine. 

“World games,”? and “global vil- 
lages’”? will not bring us closer 6 Jacques Ellul, The Technolo- 
to the interhuman, but subvert it 9/ca/ Society (New York, 1965). 
by simulation. We cannot ap- . 
proach it within the mentality of Sia cena! Imponiance ol 
Bone Coie: eden to do as Friedman, To Deny Our Nothing- 

one pleases, and smugness about ness: Contemporary Images of Man 
tolerance and pluralism. Nor can (New York, 1967). 
we approach it by levelling differ- 

ences, uniformizing and standard- 81 seem to remember having 

izing, and reducing the richness met these apt terms in one of 

of human complexity and variety Ludwig von Bertalanffy’s books. 
for the sake of external order. 
Only acknowledgment of the oth- °R. Buckminster Fuller’s tech- 

eras other, patient search for un- Mecratic computer program for 
derstanding, true presence, genu- OW to Make the World Work” 
ine selfhood and faithful caring and how to make every man able s to become a world citizen.” See 
constitute the true realm of “‘be- Utopia or Oblivion (New York, 

tween,”"" meeting between per- 1969), pp. 157 ff. 

sons, respect between groups, 
peace between nations. 1 Electricity, according to Mar- 

shall McLuhan, allows us to re- 

These beliefs and commitments sume globally person to person 
can be the common ground of relations as if on the smallest 

humanist action, learning, and art. Seale. Understanding Media, p. 
They call for many kinds of ac- 255. 

tivity, private and public, and al- One of Martin Buber’s cen- 

low for many forms and styles. tral and seminal concepts. See 
The task is often excruciatingly his works passim, specifically 

difficult, because those who un- “What is Man?” in Between Man 

dertake it are themselves children and Man (Boston, 1955), p. 203. 35



* New Heaven and Earth 

by Joyce Carol Oates 
Prize-winning author. She has published five novels, four 

collections of short stories, a collection of literary essays, 

and two volumes of poetry. She was such a consistent 

winner in the O. Henry Prize Awards that in 1970 a , 

Special Award for Continuing Achievement was created 
for her. 

In spite of current free-roaming ugliness and evil, that it was 
terrors in this country, it is really necessary to be a miser of 

not the case that we are approach- dreams, it is an invitation to 

ing some apocalyptic close. Both cry or laugh. For one who 

those who seem to be awaiting it thought the world was irretriev- 
with excitement and dread and ably encased in metal and plas- 

those who are trying heroically to tic and sterile stone, it seems 

comprehend it in terms of recent a veritable greening of America. 

American history are mistaking a 

crisis of transition for a violent Compare that with the following 

end. Even Charles Reich’s much ; 
maligned and much misinterpreted passage: from Tellhard deggie 

i 5 m din’s The Phenomenon of Man, a 
The Greening of America, which less historical-nationalistic vision: 
was the first systematic attempt 

to indicate the direction we are 

surely moving in, focuses much In every domain, when anything 
too narrowly upon a single de- exceeds a certain measure 

cade in a single nation and, in ment, it suddenly changes its 
spite of its occasional stunning aspect, condition or nature. 

accuracy, is a curiously American The curve doubles back, the 
product — that is, it imagines all surface contracts to a point, the 

of history as running up into and solid disintegrates, the liquid 

somehow culminating in the Unit- boils, the germ cell divides, in- 

ed States. Consider Reich’s last tuition suddenly bursts on the 
two sentences: piled up facts. . . . Critical 

points have been reached, 

... For one almost convinced rungs on the ladder, involving 

that it was necessary to accept a change of state — jumps of 

: *Reprinted from Saturday Review/The Arts, November 4, 1972 with per- 
mission of the author and Blanche C. Gregory Inc. Copyright 1972 by 

36 Joyce Carol Oates.



all sorts in the course of de- other, but at their closeness, the 

velopment. almost poetic intimacy. 

Or consider these lines from D. | | 
H. Lawrence’s poem “Nullus,” in As | see it, the United States is 

which he is speaking of the pri- the first nation — though so com- 

vate “self” that is Lawrence but Plex and unclassifiable an entity 

also of the epoch in which this almost resists definition as a sin- 

self exists: gle unit—to suffer/enjoy the death 
throes of the Renaissance. How 

There are said to be creative could it ibe otherwise, since our 
nation is sensitive, energetic, 

pauses, pauses that are as . ae 
good as death, empty and swarming with life, and, beyond 

dead as death itself. any other developed nation in the 
And in these awful pauses the world, the most obsessed with its 

. own history and its own destiny? 
evolutionary change takes ‘ ‘ ‘ 

place. Approaching a kind of manic 

stage, in which suppressed voices 

are at last being heard, in which 

What appears to be a breaking- no extreme viewpoint is any long- 
down of civilization may well be “extreme,” the United States is 

simply the breaking-up of old preparing itself for a transforma- 
forms by life itself (not an erup- tion of “being” similar to that ex- 
tion of madness or self-destruc- perienced by individuals as they 

tion), a process that is entirely approach the end of one segment 

natural and inevitable. Perhaps of their lives and must rapidly, 

Me are in the tumultuous but ex- ang perhaps desperately, sum up 

citing close of a centuries-old kind everything that has gone before. 

of consciousness —a few of us 

like theologians of the medieval 

church encountering the unstop-  |t is easy to misread the immedi- 

pable energy of the Renaissance. ate crises, to be frightened by the 

What we must avoid is the para- spontaneous eruptions into con- 
noia of history’s “‘true believers,” sciousness of disparate groups 

who have always misinterpreted a (blacks, women, youth, ‘“‘the back- 
natural, evolutionary transforma- ash of the middle class”); it is 

tion of consciousness as being possible to overlook how the col- 
the violent conclusion of all of lective voices of many of our best 

history. poets and writers serve to drama- 
tize and exorcize current Ameri- 

The God-centered, God-directed can nightmares. Though some of 
world of the Middle Ages was our most brilliant creative artists 

transformed into the complex era are obsessed with disintegration 
we call the Renaissance, but the and with the isolated ego, it is 
transition was as terrifying as it clear by now that they are all, 

was inevitable, if the innumerable with varying degrees of terror, 

prophecies of doom that were saying the same thing — that we 

made at the time are any accurate are helpless, unconnected with 

indication, Shakespeare’s most any social or cultural unit, unable 

disturbing tragedies — King Lear to direct the flow of history, that 

and Troilus and Cressida—reflect we cannot effectively communi- 

that communal anxiety, as do the cate. The effect is almost that of 

various expressions of anxiety a single voice, as if a communal 

over the “New Science” later in psychoanalytic process were tak- 

the sevententh century. When we _ ing place. But there does come a 

look back into history, we are time in an individual writer’s ex- 

amazed, not at the distance that perience when he realizes, per- 

separates one century from an- haps against his will, that his voice 37



It makes little differ- is one of many, his fiction one of | purpose of technology is the fur 
ence to me whether many fictions, and that all serious — thering of the “human,” the bring- 

I underline struggle fictions are half-conscious drama- ing to perfection of all the stag- 
or parenthesize tizations of what is going on in  gering potentialities in each indi- 

happiness. I cannot the world. vidual, which are nearly always 

capsulize my paint- lost, layered over with biological 

ing to fit the mood of . . seatli or social or cultural crusts. Any- 

an art-minded audi- Here is a simple test to indicate one who imagines that a glorious 
ence. I am more whether you are ready:tor-the new pastoral world has been lost, 

interested in discov- vision of man a whether you will through machines, identifies him- 

ering the underlying fear and ee i ee are self as a child of the city, perhaps 

root of the things in 9h in the air looking down on a second- or third-generation child 
my world andtrans- ? crowded stfeet’ Scene ‘irom & of the city. An individual who has 
ferring them into height So. ‘great that you cannot lived close to nature, on a farm, 
a painting language. make out individual faces but can for instance, knows that “natural” 

—Peter Passunting °° only shapes, scurrying figures than was never in nature; he had 
rather like insects. Your imagi- to fight nature, at the cost of his 

Peter Passuntino. Laocoon _MAtion projects you suddenly down ww spontaneity and, indeed, his 
Man, 1971, oil on canvas, into that mass. You respond with 5, ity. It is only through the 

Brenwile eancue ee what emotion—dread or joy? omen y 9 
Orleans. Photonrapher! conscious control of the “ma 
Bevan Davies. (opposite chine” (i.e., through man’s brain) 

In many of us the Renaissance that man can transcend the mis- 

ideal is still powerful, its voice erable Struggle with nature, wheth- 

tyrannical. It declares: / will, | €f in the form of sudden devastat 
want, | demand, / think, | am, ing hailstorms that annihilate an 

This voice tells us that we are not entire crop, or minute deadly bac- 
quite omnipotent but must act as teria in the bloodstream, or sim- 

if we were, pushing out into a ply the commonplace (but poten- 

world of other people or of nature ally tragic) condition of poor 
that will necessarily resist us, eyesight. It is only through the 

that will try to destroy us, and machine that man Gan become 
that we must conquer. / will exist Of human, more spiritual. Un- 
has meant only / will impose my derstandably, only a handful of 
will on others. To that end man Americans have realized this ob- 

has developed his intellect and  Yi0us fact, since technology seems 
has extended his physical strength @t Present to be villainous. Had 
by any means possible because, our earliest ancestors been gift. 

indeed, at one time the world did ed with | a box of matches, thelr 
have to be conquered. The Ren- first actions would probably have 

aissance leapt ahead into its own been destructive—or self-destruc- 

necessary future, into the devel- tive. But we know how beneficial 
opment and near perfection of fire has been to civilization. 

machines, Machines are not evil, 

or even “unnatural,” but simp! ei i 
extensions of the human rat. The Renaissance: man invented 
The designs for our machines are and brought to near perfection the 
no less the product of our crea- civilization of the machine. Ah 

tive imaginations than are works 40ing this, he was simply acting 

of art, though it might be difficult Ut the conscious and uncon 
for most people — especially art- SCious demand of his time — the 

ists—to acknowledge this. But a demand that man (whether man- 
great deal that is difficult, even in-the-world or man supposedly 
outrageous, will have to be ac- superior to worldly interests) mas- 

knowledged. ter everything about him, includ 
ing his own private nature, his 

own “ego,” redefining himself in 
If technology appears to have de- terms of a conqueror whose ter- 

humanized civilization, this is a ritory should be as vast as his 

38 temporary failing or error—for the | own desire to conquer. The man
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who “masters” every aspect of Man/Nature, Victor/Vanquished 

his own being, subduing or ob- and—above all this Cartesian d& 
literating his own natural instincts, | alism—l/It. Although once abst 

leaving nothing to be unknown,  lutely necessary to get us throug 

uninvestigated, is the ideal of our the exploratory, analytical phas 

culture, whether he is an indus- of our development as human be 

trialist or a “disinterested” scien- ings, they are no longer useful « 

tist or a literary man. In other pragmatic. They are no longe 

words, | see no difference between true. Far from being locked ir 
the maniacal acquisitiveness of tra- side our own skins, inside the 

ditional American capitalists and “dungeons” of ourselves, we at 

the meticulous, joyless, ironic now able to recognize that ov 

manner of many scholars and minds belong, quite naturally, to 

writers. a collective “mind,” a mind in 

which we share everything thatis 

It is certainly time to stop accus- Mental, most obviously language 
ing “industry” or “science” or the itself, and that the old bounday 
“Corporate State” or “Amerika” of the skin is no boundary at al 

of being inhuman or antihuman, but a membrane connecting the 
The exaggerated and suprahuman inner and outer experiences o 

potency attributed to machines, existence. Our intelligence, ou 

investing them with the power of Wit, our cleverness, our unique 
the long-vanquished Devil himself, Personalities — all are simultane 

: is amazing. It is also rather dis- °USly “our own” possessions and 
heartening, if we observe the ex- the world’s. This has always been 
ample of one of our most brilliant 4 mystical vision, but more ani 
writers, Norman Mailer, who ar- ore in our time it is becoming 
gues—with all the doomed, manic @ ‘ational truth. It is no longer 

intensity of a late-medieval church- the private possession of a Blake, 
man resisting the future even when @ Whitman, or a Lawrence, bit 
it is upon him—that the universe the public, articulate offering ofa 

can still sensibly be divided into Claude Lévi-Strauss, to whom ar. 
God and Devil, that there can be thology is “part of a cosmology’ 
an “inorganic” product of the ob- 47d whose humanism is one that 
viously organic mind of man. Sees everything in the universe 

Mailer (and many others) exem- including man, in its own place. 
plifies the old, losing, pitiful Last is the lifelong accumulative state. 

Stand of the Ego, the Self-Against- ment of Abraham Maslow, the hu 
All-Others, the Conquerer, the manist psychologist who extended 

Highest of all Prothoplasms, Nam- the study of psychology from the 
er and Begetter of all Fictions. realm of the disordered into that 

of the normal and the “‘more-than- 

normal,” including people who 

What will the next phase of hu- would once have been termed 

man SXPelenes be? A simple mystics and been dismissed as it- 

evolution into a higher humanism, rational. It is the unique, fasci 
perhaps a kind of intelligent Pale nating voice of Buckminster Ful 
theism, in which all substance in er, who believes that “human 

the universe (including the sub- minds and brains may be essen- 

stance fortunate enough to per- aa nents i 
ceive it) is there by equal right, tial in the total design” of the uni- 

verse. And it is the abrasive ar- 

gument of R. D. Laing, the Freud. 
We have come to the end of, we. = s 

: 3 tcpina,. x ian/post-Freudian mystic, who has 
are satiated with, the ‘‘objective, | . " 

valueless philosophies that have denied thermedical and legal dg 
always worked to preserve a sta- tinctions between “normal” and 

tus quo, however archaic. We are “abnormal” and has set out nol 
tired of the old dichotomies: Sane/ _ only to experience but to articulate 

40 Insane, Normal/Sick, Black/White, a metaphysical ‘‘illumination”



whereby self and other become mechanical reality; the  uni- 

joined. All these are men of geni- verse begins to look more like 

us, whose training has been rigor- a great thought than like a 

ously scientific. That they are ex- great machine. Mind no long- 

pressing views once considered er appears as an accidental 

the exclusive property of mystics intruder into the realm of mat- 

proves that the old dichotomy of ter; we are beginning to sus- 

Reason/Intuition has vanished or pect that we ought rather to 
is vanishing. hail it as the creator and gov- 

ernor of the realm of matter.... 

As with all dichotomies, it will be 

transcended — not argued away, Everywhere, suddenly, we hear 
not battered into silence. The en- the prophetic voice of Nietzsche 

ergies wasted on the old debates once again, saying that man must 

—Are we rational? Are we ninety overcome himself, that he must 
per cent Unconscious Impulses?— interpret and create the universe. 
will be utilized for higher and more (Nietzsche was never understood 

worthy pursuits. Instead of hiding until now, until the world caught 
our most amazing, mysterious, and up with him, or approached him.) 

inexplicable experiences, we will [In such a world, which belongs to 
learn to articulate and share them; consciousness, there can be no 

instead of insisting upon rigid distracting of energies from the 
academic or intellectual catego- need to push forward, to synthe- 

ties (for instance, that “science size, to converge, to make a unity 

fiction” is different from other fic- out of ostensible diversity. But 

tion, or less traditional than the too facile optimism is as ultimate- 
very recent “realistic novel”), we ly distracting as the repetitive 
will see how naturally they flow nihilism and despair we have in- 
into one another, supporting and _herited from the early part of this 
explaining each other. Yesterday’s century. An absolutely honest lit- 

wildly ornate, obscure, poetic erature, whether fiction or non- 
prophecies evolve into today’s fiction, must dramatize for us the 
calm statements of fact. complexities of this epoch, show- 

ing us how deeply related we are 

The vision of a new, higher hu- 2 one another, how deeply we 
manism or pantheism is not irra- act out, even in our apparently 
tional but is a logical extension Secret dreams, the communal 
of what we now know. It may crises of our world. If demons 

frighten some of us because it 4'e reawakened and allowed to 

challenges the unquestioned as- ‘Un loose across the landscape 
sumptions that we have always f suburban shopping malls and 
held. But these assumptions were Parks, it is only so that their sym- 
never ours. We never figured bolic values—wasteful terror, des- 

them out, never discovered them Pair, entropy—can be recognized. 
for ourselves; we inherited them If all other dichotomies are ulti- 

from the body of knowledge cre- ately transcended, there must 
ated by our men of genius, Now still be the tension between a 

men of genius, such as British healthy acceptance of change and 
physicist/philosopher Sir James a frightened, morbid resistance to 

Jeans, are saying newer, deeper Change. 
things: 

The death throes of the old val- 

Today there is a wide meas- ues are everywhere around us, 

ure of agreement, which on the _ but they are not at all the same 
physical side of science ap- thing as the death throes of par- 

proaches almost to unanimity, ticular human beings. We can 
that the stream of knowledge _ transform ourselves, overleap our- 

is heading toward a non- selves beyond even our most 41



I make prints and flamboyant estimations. A con- much farther off than he seems to 

drawings and col- version is always imminent; one _ think, it is an inevitable one, and 

lages of the Unborn cannot revert back to a lower those of us who will probably not 

growing, pushing level of consciousness. The ‘“‘con- share personally in a transformed 

into form and shape version” of the I-centered person- world can, in a way, anticipate it 

and of the Old melt- ality into a higher, or transcen- now, a!most as if experiencing it 

ing reluctantly and dental, personality cannot be an now. If we are reasonably certain 

with sadness into the artificially, externally enforced of the conclusion of a novel (espe- 

ultimate resolution. event; it must be a natural event. cially one we have ourselves imag- 

—Gabrielle Brill It is surely as natural as the up- ined), we can endure and even 
ward growth of a plant—if the enjoy the intermediary chapters 

plant’s growth is not impeded. It that move us toward that conclu 

has nothing to do with drugs, with sion. 

the occult, with a fashionable cul- 

eee heap ap Nia One of the unfortunate aspects of 
—far too passive, too life-denying American intellectual life has been 

too ascetic); it has nothing to do the nearly total divorce of acade- 

; oes . . mic philosophy from the issues of 
with political beliefs. It is not : 3 i 
Marxist, not Communist, not So- a fluld, psychic Social realiy. 

cialist, not willing to align itself There afe’-obVious Teasons ta 
with any, particular ideology. If this phenomenon, too complex to 

anything, it is a flowering of the consider at the moment. But the 

democratic ideal, a community of Book: ‘hat needs to be! writes 
equals, but not a community"moz about the transformation of Amer- 

cases . ica cannot really be written by 
bilized against the rest of the - 

world, not a unity arising out of anyone lacking a thorough know 
primitive paranoia edge of where we have been and 

7 where we are right now, in terms 

of an_ intellectual development 
In the Sixties and at present we that begins and ends with the 

hear a very discordant music. We faculties of the mind. We require 

have got to stop screaming at one the meticulous genius of a Kant, 

another. We have got to bring in- a man of humility who is awak- 

to harmony the various discord- ened from some epoch-induced 
ant demands, voices, stages of “slumber” to synthesize vast ex- 

personality. Those more advanced _ploratory fields of knowledge, to 

must work to transform the rest, write the book that is the way in- 
by being, themse!ves, models of to the future for us. 

sanity and integrity. The angriest 

of the ecologists must stop blam- , ‘ 

ing industry for having brought to This essay, totally Ronacademic 
near perfection the implicit de- in its lyric disorganization, in its 

mands of society, as if anyone in bringing together of voices that, 
our society—especially at the top for all their differences, seem to 

—has ever behaved autonomous- be saying one thing, is intended 
ly, unshaped by that society and only to suggest — no, really, to 

its history. The optimism of The make a plea for—the awakening 
Greening of America seems to me of that eemeene's slumber, the 
a bit excessive or at least pre- election: of the Positivist-linguist- 

mature. There is no doubt that naming asceticism that has made 

the future —the new conscious- American philosophy" iso disap- 
ness—is imminent, but it may take pointing. We need a_ tradition 

. - ; similar to that in France, where 
generations to achieve it. The en a0 

. we the role of “philosopher” is taken 
rapidly condensed vision, the de- naturally by men of genius who 

mand for immediate gratification, can address themselves to varied 

is, once again, typically (and sad- groups of people—scientists, writ- 
ly) American. But, though the ers, artists, and the public itself. 

42 achievement of Reich’s vision is Our highly educated and highly



cultivated reading public is starved total rejection of the Renaissance 

for books like The Greening of ideal, the absorption into the 

America. We have an amazingly psychic stream of the universe. 

fertile but somehow separate na- 

tion of writers and poets, living Lawrence asks in his strange poem 

dreamily inside a culture but no ‘‘New Heaven and Earth” a ques- 

more than symbiotically related to tion that seems to me parallel 

it Yet these writers and poets with Yeats’s famous question in 

are attempting to define that cul- the sonnet “‘Leda and the Swan.” 

ture, to ‘act it out,” to somehow’ In the Yeats poem mortal woman 

make sense of it. The novel is is raped by an immortal force, 

the most human of all art forms— and, yes, this will and must hap- 

there are truths we can get no-_ pen; this cannot be escaped. But 

where else but in the novel—but the point is: Did she put on his 

now our crucial need is for some- knowledge with his power, before 

thing else. We need a large, gen-___ the terrifying contact was brok- 

erous, meticulous work that will en? Lawrence speaks of mysteri- 

synthesize our separate but deep- ous ‘green streams” that flow 
ly similar voices, one that will from the new world (our everyday 

climb up out of the categories of | world —seen with new eyes) and 

“rational” and “irrational” to show — asks, “. . . what are they?” What 

why the consciousness of the fu- are the conversions that await Peter Milton. Mornings 

ture will feel joy, not dread, atthe us? [] Cen age om re dolly 
ing, 18 x 24”. Courtesy of 
the artist. 
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A Bodiless Combat 

by Michael Gibson 

Paris editor for Art in America and critic for the 

International Herald Tribune in Paris. 

It is a bodiless combat for which 

you must prepare yourself, such 
that you may face in all events, an 

abstract combat which, unlike 

the others, is learned through 

reverie. 
Henri Michaux, Poteaux d’Angles 

There’s a war on. urgency of the threat cannot be 
exaggerated: never in history to 

The nature of this war, both plane- this day had one come to a spirit. 
tary and intimate, its destructive ual situation comparable to the 

presence in all public areas and one we are now experiencing. 

within all individuals is becoming Why? Because never in history 

increasingly obvious, had man been persuaded to doubt 

his vision and experience, to re. 

Barry Schwartz calls it the crisis _nounce his reality and_ individu- 
of modern life—‘‘the crisis of mod- ality as much as we have today. 

ern life is the contemporary bi- Never in history? The assertion 

son” —alluding to the bison in is a sweeping one, but never in 
the prehistoric cave paintings, its history did man encounter the op- 

vital mystery and the artist’s role, portunity afforded him today to 

then and now, as mediator “be- become as passive and submis- 
tween his powers of understand- sive before the assertions of sci- 

ing and that which cannot be un-_ ence and the world view propa- 
derstood.” The crisis today, as a gated by the mass media. It is 

reality of individual experience, the reasons for this renunciation 
appears incomprehensible. of personal vision and experience 

that | would like to go into. 

“Not simply a matter of political 

or social upheavals, today’s crisis ** * 
is the crisis of life itself. It is not 
alarms we hear; it is the roar of Take any statement and one may 

an apocalypse.” The nature of argue about the precise level at 

this crisis can be grasped in a_ which the actual meaning is at- 
44 number of ways, and the terrible tached: is it in the phoneme, the
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word, the phrase, the paragraph same time embrace the broadest 

or the total speech? Take the discourse. 

global statement of world history, 

of civilization, and it poses the The whole of history reflects a 

same problem to the individual struggle between these two modes 

living in its context: am 1, on my and reveals the irrepressible im- 

own, a meaningful increment—or _ perialism of the digital mode, and 

is my meaning only in that | am _ the endless guerilla warfare con 

part of a larger unit? And if so, ducted by the analogical. 

how large? 

Martin Buber refers to the same 

But—to borrow a concept from process when he points out the 

cybernetics, a concept which is continuous growth of the “World 

now also being used to express of It” (Eswe/t) both in individual 
certain problems of communica- and in human history. 

tion in psychology — any human 

discourse communicates on two “Those (civilizations),” he writes, 
levels: the analogical and the ‘‘which have been subjected to 
digital. My understanding of these the influence of others, have 

terms is that the analogical ex- adopted the World of It that was 
presses itself by variations of in- presented them, but at an inter 

tensity (volume, intonation, rhythm, mediary level between their primi- 

speed, attitude, gesture) whereas _ tive state and their full flowering.” 

the digital makes use of signs The Greeks took what Egypt had 

(words, ciphers, etc.) that are ar- to offer, Medieval Europe had the 

bitrarily related to the content traumatic experience of discover 

they signify. Language, that con- ing Greek thought, and the Afri- 

ventional mode of communication can nations today (one might as 
using words and constructions well say the nations of the Third 

fixed and codified by the whole World) are in a state of shock 
course of civiilzation, is a digital after having slammed into the sci- 
system. The individual in today’s entific civilization of the West. 

society who protests that he is 

“nothing but a number” is in fact What Buber calls the World of It, 

stating that the forces that rule in contrast to the World of Thou, 

him see him only as a digital en- is paralleled in practice by one 
tity, something inherently mean- pole of a number of contrasting 

ingless. verbal couples that reveal the na 

ture of the alliances in the current 

But when we use language we do battle: it is also the Object de 

not restrict ourselves to the digi- vouring the Subject, Process ab- 
tal, as is obvious to anyone who _ sorbing Praxis, the white dominat- 

has ever heard a member of his ing the black, Society ruling Na 

family saying: “Give my love to ture, and the male subjecting the 
Aunt Emily” in a tone of voice female. 

that clearly conveys the real mes- 

sage of the sentence: ‘“‘Aunt Em- Process and Praxis are, | believe, 

ily should drop dead.” words borrowed from the existen- 
tialist vocabulary although | have 

In the digital the meaning which — run into them in readings on anti- 

is apparent in a word tends to psychiatry. In this domain they 

dissolve as we turn to the phrase, refer to two forms of interaction 

and the phrase itself dissolves as in human groups, and in particu 

we turn to the thought communi- lar in the family. Process refers 
cated by a cluster of sentences. to the sort of interaction that un- 

The analogical, on the other hand, folds independently of the will of 

because it uses variations of in- any of the participants. Praxis, or 

tensity, can inject meaning into Action, on the other hand is willed 
46 the merest phoneme and at the by one person. Process is not sy-



nonymous with passivity, although _| think this is apparent in the way I still feel my own 

it means that passivity pervades people communicate today, in the place is to dramatize 

relationships between members ritual neutrality of tone governing the nightmares of 
of a group. This can also cover much of our speech which is my time, and (hope- 

relationships between citizens and symptomatic of a malaise reach- fully) to show how 

government. ing into the core of our being. some individuals find 
a way out, awaken, 

As for the white/black, society/ oe , . come alive, move into 
nature, male/female couples, a re- The individual’s problem is that the future. 
cent book by Serge Moscovici, he must find a way of remaining __Joyce Carol Oates 
Société Contre Nature (Society 2!Ways on the battle line between 
against Nature, 10/18 ed., Paris, the two forces. He himself is in- 

1972) points out the implications volved on both sides, always, and 
of a system of thought that sees 7 varying degrees. If he falls be- 
society as a negation of nature, hind the lines on either side he 

an organization created by man  etrays part of himself. On the 
to compensate the deficiencies of analogical side he gains in wis- 
nature, and views it as one cut dom, but, as the Hassid said, wis- 

above nature. The corollary to 40m is thought which cannot be 
that is that any group it seems ade manifest. On the digital 
desirable to exploit in the interest Side he gains in articulateness 
of society is looked down upon as__ Ut loses hold of his meaning. 
closer to nature. The dominant 

group, which always considers it Another form of resistance, and 

sas essay, “soil ca” one whieh in he present stato 
more “natural” than whites, wom- is perhaps the most telling, 's i" 

en than men, children than adults. AeA ee = ene 

The refutation of such attitudes i 

according to Moscovic, appears fs ve ot taboo wares lke stock 
He posse a Som Tea or of faulty spelling and grammar 

e é which is a real shocker here in 

zation, and that there is conse- France, a country which has made 
quently no valid opposition be- 4 fetish of language. Anything 
tween society and nature. Socie- which breaks down the coherence 
ty is one of the manifestations of of the digital outside of the tech- 
nae nical areas where it has a pur- 

on . | pose can only be a service to 
The imperialism of the digital is humanity. 

apparent in the growing impor- 

tance of patterns instead of rela- 
tionships, of form instead of con- At this point in history the digital 
tent. This is inevitable over the processes are behaving increas- 

course of time since what is giv- ingly like a runaway motor. This 

en, the data, constitutes an ever is because the isolated logic of 

growing mass that can easily the digital poses insoluble prob- 

crowd out the acquisition of ex- lems of power, meaning and real- 
perience. What is unknown to our ity. The individual, confronted 

experience can be codified into with the “‘objective,” the World of 

the algebra of language, depicted It, the digital patterns, hypnotized 

in the geometry of patterns, and by them into forsaking the ana- 

thereafter indifferently controlled logical root of his existence, finds 

and exploited without our ever himself becoming increasingly 

getting personally involved. What meaningless in his own eyes. He 

makes the situation today so trag- may then assume that his mean- 
ic is not the inevitable expansion ing can be won back by rising in 

of the digital as it is the disarray the hierarchy so that he is no 

and surrender of the forces of the longer just a word or part of a 
analogical. word, but a full sentence, a full 47



The art of our time, paragraph, a full speech to him- logical just as society grows out 

for our time requires _ self. of nature. What makes it danger- 
that the artist pro- ous is our own attitudes towards 

ject the conscience of | Hence all that talk in America it, the ascendency we grant one 

man. This unfortu- about every child having a chance _ over the other and the submission 

nately is not a pleas- of being President. Hence, too, of our minds to the pretensions 

ant image to hang the temptation, if that chance ap- we project into the golem we 

on the wall. Man pears remote, of shooting a Presi- have created. 
does not ordinarily dent. This also turns a man into 

want to confront his a larger semantic unit. All this is relevant to humanist 
innermost self. art because art expresses itself 

—Menahem Lewin Jean Cocteau once remarked: totally in the analogical mode. 

“Victor Hugo was a nut who Now there have been an enor 
thought he was Victor Hugo.” mous number of painters and 

sculptors who were overawed by 
Today an entire society is pos- the focus of power of their age— 
sessed with the obsessional de- by the fictions and structures that 
sire — communicated by the digi- supported this power at a time 

tal hallucination — to control ever when power and faith became 
broader areas in the hope of reach- _dissociated—and who used their 

ing a higher level which may after talent with cheerful insouciance or 

all turn out to be meaningful. But meticulous application to serve it. 

precisely because this venture is 

collective it has the reverse ef- The obvious power of our age is 
fect. The broader the areas a_ the deity with which we commune 

civilization controls, the more from the top of the technological 
each person’s role is atomized so ziggurat. Not really science, but 
that each participant’s actions be- the bureaucratic mentality that 

come increasingly meaningless. governs its uses. As_ Barry 

Schwartz points out (and as | 

Consequently he finds himself in- wrote in /’Oei/ in December 71) 

volved in a process without any the avant-garde today is out to 
inherent meaning other than its pastiche its methods. The experi- 

own progression and the fiction mental, the esoteric, the investi- 
of a millenial goal, infinitely mir- gation of the apparently insignifi- 

rored off two facing glasses: the cant detail, all this seems 
illusion of reality and the illusion magically right to the avant-garde 

ot power, because it is in conformity with 
the sacred model of technical re- 

The stampede is in the wrong search. In fact a significant por- 

direction. Meaning wells up _ tion of the art world apparatus is 

through the analogical mode and operating today somewhat like 
is given its coherence through the cargo-cultists of New Guinea. 

the digital. The digital is primarily 

an available pattern waiting for This art flirts unsuccessfully with 

an impulse to stir an image in it. the digital mode—or serves as an 

Rushing ever deeper into the entertainment (and why not?). It 

digital we find more and more _ fiddles around with patterns in 
patterns, but no new meaning. ways that are sometimes impres- 

sive but which never convey any- 
* oe * thing artistically indispensable. 

Neo-Dadaism, which behaves as 

| realize that by talking about the if it were an effective form of 

imperialism of the digital | run sabotage behind the lines is in 
the risk of making concepts into fact an impotent abdication by 

good guys and bad guys. The people who have nothing to offer 

“bad guy” is of course the im- beyond a reflex of refusal. (This 
balance, the imperialism itself. is not a criticism of the artists 

48 The digital grows out of the ana- who have their own problems, but



of the over-evaluation of their fend that it really is an act of 

work). This is no big deal in a love. The artist or his admirers 

world of people starving for an will just as hotly defend the 

occasion of enthusiasm, and so ‘“‘truly” artistic nature of his work. 

afraid of seeming naive should Critics, thereupon, may tear into 

they happen to show it. There are one another without proving a 

of course acceptable channels for thing. The reason is that you can 

enthusiasm—like sporting events analyze an object to pieces, but 
—where the ritual absolves the you can’t analyze a relationship 

fan for behaving in a way which, objectively. The truth of the mat- 

in any other context, would be ter lives contagiously but incom- 

considered unsophisticated. But municably between the people 

who is he really cheering? concerned. What can be ana- 

lyzed are certain facets of the 

The artists who have expressed artist's talent and _ technique, 

human realities in a way that things that are necessary but 

touches one humanly today are which are not used for their own 

chiefly those who had no awe of sake. 

power, although they were well 

aware of the nature and force of The formalistic approach to art 

this power. Brueghel, Rembrandt, which attempts to analyze it in 

Goya, Daumier are the sort of vitro rests on untenable intellec- 
names that automatically come to tual premises. It assumes that 

mind. Their art has a sort of per- the significant aspect of art is in 
manent relevance not because it the formal connections that can 
is “art” but because it expresses be detected within the object, 

something essential to being rather than in the relationships it 

human: love and solitude, suffer- signifies and those it provokes; 

ing and joy. These existential and that art can be looked upon as a 

emotional realities are the sub- closed system with its own dy- 
stance of life and any “art” that namics and laws; or again that it 

does without them falls short of follows the same road of progress 

its potentiali—is something other (or research) as science, moving 
than art. ever onward to new conquests. 

In the days of Van Eyck painters Something here looks suspiciously 

in Burgundy belonged to the same __like a distrust of life, movement, 

guild as the harness decorators. balance and freedom, a compul- 

Today the situation is reversed— sive need to treat such manifes- 

it is the harness decorators who tations like an embalmer. “One 

are crowding into the artists’ reflects,” writers David Cooper 

guild. They are sometimes bril- in The Death of the Family (Vin- 

liant in their way, they have a lot tage Books, 1971), “on the differ- 

of talent—and the confusion of ence in historical effect of the 

talent with art has brought their written and the oral Torah. The 

works into museums where they former became a humanly restrict- 

have no reason to be, if museums ing but socially cohering teach- 

actually are devoted to showing ing; the latter, transmitted by 

art, which is not so sure. face-to-face confrontation situa- 

tions in which every small gesture 

The problem of defining what is and intonation became part of the 

really art is about as awkward— message, became a dangerous 

and psychologically very close to source of joy and liberation that 

—defining the nature of a specific _ all the time had to be drawn back 

sex act between a particular man into the verbal capsule.” (p. 30, 

and woman. Is it an act of love, n.). 

a simulation, or a masturbation? 

(The list is not limitative.) The The great power of art is that it 

man or the woman may hotly de- can always confound those who 49
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try to trap it in the nets of tech- Art, in some social classes and If art is to die it will 
nical and formal analysis, just as some areas of the world, belongs be no small part the 
the oral Torah is always slipping to the World of It dumped upon’ work of the museum 

through the bars of writing. them by alien classes and people. curators, the critics 

But the barrier is accidental. Any and the gallery 

| heartily agree with Barry person who can trust himself and dealers of today. 

Schwartz that a work should stand Pen himself is sensitive to ana- It is they who have 
of i own and | believe’ that logical modes of communication. absorbed the lessons 

information about what the artist But to open himself he must revolt and mentality of 
intended is irrelevant if the work @gainst the forces that cast him Madison Avenue of 

itself draws a blank, This sort of |" 4 role, reduce him to a con- creating a need for 
belief—that one must be in on veniently normalized digital entity. the new, the novel, 

what the artists are thinking—is the spectacular. 
one way of preserving the special- His capacity to revolt attests his —Jonah Kinigstein 
ized status of the critics. (I re- reality on another level and the 

member one of the first shows | artificiality of the world in which 

went to as a critic in Paris—most process tends to confine him. 
of the critics there were walking 

around talking to one another All our century has witnessed the 

ee at ine — awful achievements of objectivity 

specialist. His business is to use and digital precision. The horrors 

his eyes and his psyche and his nasil fepsetes, We His ood 

ca onats with what bs put bo: overwhelmed, terrified and grate- 

fore him and write about it as oe hee fo the 

straightiorwardly ashe can. Now. like a party without end and f is 

me fence ofthe wing) = ine somebody sai tania an 
presence of a work of art, Un- good night. Time we remembered 

fortunately a lot of people in pases a osaitues, oe 

various parts of the w ve 5. sa t " 

hee pieiiaieaned meme lates ah Sh SSS areas. 
and tend to be intimidated by art dips al toes arid EY #hers 

because they really believe some of the treasures before us with 

poe ae oe Sauied a fae the dubious passive comfort we 

ble faith in which they are happily ale: encouraged: to; Cover: 

kept by the dumb arrogance of 
the critics. Every summer, for _ It is time to fight or fly the vicious 

instance, they rush to the Louvre circle. Not to destroy the tech- 

like lemmings to Delphi (if you'll nical acquisitions of our age, but 
excuse the metaphor) and stand to swing the dialectical pendulum 

come fine thes whe in another direction. Many are 
is ‘ jou has sohti ; 

been weighed in the balance and fighting, es have divorced, 
found wanting.” By whom? And showing by their work: or by their 

by what standards? By their own absence that something else is 

fear of saying that Mona Lisa "ecessary. 
strikes them as rather dull. Yet 
why should they not say so? It will also become increasingly 

Would it banish them from apparent that the individual stand 

humanity? and subjectivity and relationship 

hold a truth and reality and power 

This alienation from art parallels that the objective approach can 

an alienation from one’s selfhood not even suspect. This is what 

and an absence of any conscious any humanist art will persistently 

link between the two. proclaim. 51
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What Price Humanism? 

by Parker Tyler 

Has pioneered American film criticism since 1944 when 
The Hollywood Hallucination was published as the first of 

his nine volumes on film subjects. As an art critic, he 

is the author of a monumental biography, The Divine 

Comedy of Pavel Tchelitchew. His newest book is The 

Shadow of an Airplane Climbs the Empire State Building: 
A World Theory of Film. 

As of here and now, one might world of technology, and these 
say that the mere word Human- are courageously rejected by Mr. 

ism, however evoked, can in itself Schwartz in advance. 

produce only vague, as it were 

nostalgic, resonances if one re- There could be (as satiric) a term 

sponds to it emotionally, mere such as computerism, and surely 
academic resonances if one re-  robotism might be educed as a 

sponds to it intellectually. There- pretty convincing formulation. of 
fore Barry Schwartz’s revival of | a new monsterdom: the anti-man 

Humanist art as something of a as we have come to speak of the 
program and a creed, something  anti-hero. Consider, for instance, 
tangible and viable today, adds the statutory lack of emotion 

to the murmurs we have had lately characterizing the responses of 
that there might be, actually, a the two cosmonauts in the 

new Humanism and that people Kubrick-Clarke movie, 2001: A 
may be asked to consider its Space Odyssey, and the alienated 

possibilities. Can one close the fate befalling one of them. The 

door on such a prospect out of value of a revival of Humanism 

hand, just skeptically—or just might appear, then, as an inevita- 

ideologically? If one reacts with ble reaction against sheer de- 

simple bewilderment . . . well, | humanization in the classic sense: 
that is not quite safe, It might the sense that makes Franken- 

be that one has missed the latest stein’s monster what he still is 
bulletins from certain intellectual (because he still roams filmland) 

fronts that don’t command head- or any near-shape or near- 
lines in the daily news. The just substance of man out of whose 

focus might be that, after all, being something essential has 
there are no very aggressive been left, something leaving him 

“isms” nowadays unless drawn crucially incomplete or marred. 

52 formalistically from the teeming Speaking in the strict traditional



sense, this might be the “soul,” which an individual artist “thought My art has always 

the touch of life that only God or he had some control.” There- been solely human 

Nature can supply, the touch that after, mere fashion—time and the oriented. At age six 

made Adam “human” because it fluctuation of the art market— or seven, I believed 

vivified his inert clay. Clay, of would determine the power and that if I could only 

course, is a metaphor for earth, validity of such style-control. Hu- draw people “well” 
mere physical being. Remember man, and implicitly social, inter- enough, then they 

that sculpture itself used to be ests would remain outside the could come to life. 

criticized as inferior because it special goal of ‘‘success.” I guess this unat- 
lacked the “spark of life,’ the tained magic—of 

vivifying thing that imitated the In an age dominated by techno- representation—has 

function of God’s own touch—a_ cratic ideas (a fact to which Mr. never left me and 
memorable image of which Schwartz refers), it is hard to op- glimmers in my 

Michelangelo gives us on the pose his general contention that better works. 

Sistine ceiling. one cannot “ascribe humanist in- —Sigmund Abeles 
tention to all [genuine] artistic 

Thus man’s own attempts to per- motivation.” Even though he also 

form the divine function of crea- asserts that Social Realism was 

tion and impart life to inorganic just another “art that did not suc- 

or dead matter can be looked up- ceed,” it seems inevitable that he 
onas the ancient human presump-__ aims, on the positive side, at some 

tion. There are pagan myths to amalgam of social and political 

this effect, like that of Marsyas consciousness. “If art is to be po- 
who wished to rival Apollo’s mu- litical today,” he therefore writes, 

sic, and Arachne who challenged ‘it must be post-ideological’’ be- 
Athene to a contest of weaving; cause, he continues, no ideology 
besides, of course, the archetypal ‘‘presently exists which does not 
case of Prometheus, eternally have the potential for betraying 
punished for presuming to make the very mankind it wishes to 

man as wise as the gods. When serve.” This seems pretty con- 
studying the document Mr.  Clusive— and if we reflect a few 

Schwartz has supplied as a code moments, we can draw definite 

for Humanism in modern art, we _ inferences from it. 
swiftly become aware that he is 

rejecting, in a certain obscure but If neither triumphant art styles nor 

firm sense, the classic function of _ triumphant political ideologies are 

art as an “imitation” of divine serving true human (or Humanist) 

creation: its proportion, its sym- interests, then it is “ism” itself, a 

metry, its order no less than its system of ideas, whether political 

spark of life. Mr. Schwartz ac- or aesthetic, that has failed. 

complishes this by maintaining Hence it is ‘‘systemism” that has 
that the great styles—including all failed. In consequence humanity, 

the modern isms: impressionism, having put its faith in those two 

expressionism, cubism and so on vast systems, art and politics, is 

—have ceased to serve because _ being challenged at a very radical 

they have, while technically suc- level; indeed, is asked to believe 

cessful, ceased to serve man’s that it is actually in grave peril. 

basic humanist interests. For this Doubtless Mr. Schwartz is count- 

purpose, he quotes Herbert ing on the fact that certain phi- 

Read’s overall definition of the losophers and intellectuals have 

artist as the permanent revolution- “‘existentially”’ felt the presence of 
ary (ein Ruttler), rejecting it, how- this peril and spoken out, though 

ever, as an evasion of Humanist without notable conclusiveness, 

responsibility, contending that art- without offering satisfying alterna- 

ists can fulfill a “revolutionary” tives. Rightly, Mr. Schwartz be- 

function simply by having created lieves a mere refusal to collabo- 

one more art technology: by hav- rate with established technocracy 
ing brought into subjection, (one might cite Kafka’s attitude) 

through style, a specific area over is not enough. He has in mind a 53



I equate Humanism constructive program and, with a reproduced here, the more or less 

with specific sub- certain rashness, he declares modish mixed media, one detects 

jects. I don’t visual- himse!f in favor of ‘archetypal, what stylistically is a strong de- 

ize Humanist stripes, sometimes concrete, images of  rivation from art styles — chiefly 

drips, squares, discs, our time” dismissed by critics, he Picasso, van Gogh and Expres. 
columns, earthworks, admits, as “‘too ugly to be accept- sionism—that, when they first ap- 

etc. To me, a able within a proper, tasteful mod- peared, were attacked as not only 

Humanist picture ern art.” ugly, but also monstrous, pervert 

points out things ed and even diseased. Their ulti- 

about people and the We might have been in doubt mate aesthetic victory — and we 

way they behave. If about Mr. Schwartz’s Humanism Cannot for a moment question 
a picture has been before that particular sentence. that— meant a new ‘congeaid 
incorporated into the We cannot be so following it, On-fePresentationalism and now 
aesthetic system of especially as we are faced with idealism 0 att. Moreover ie 
art appreciation, it the pictorial evidence he has tak- ViEIDIS entente here withsfouian 
is not Humanist, it en the pains to accumulate: ex- puts this art's dubious dati 
is an aesthetic amples of which are to be found ascendancy in'e new Tight 

object. in these pages. What he has done | , . : 
—Peter Saul jg to dislocate completely all hu- Picasso's cubist human’ state 

man complacence with our race’s and Soutine’s expressionist hi- 

artistic and political — one might man figures (related as bow) we 
summarily say ‘“‘civilized’?— to van Gogh’s violence of image) 

achievements, and for the basic destroyed altogether the vestiges 

reason that these cannot prevent of the idea of the human asic 

human self-destruction, mainly in gressing toward divine’ Perier: 
the form of wars. Who can deny tion, of which classical sculpture 

the evidence when it is thus had come down as the original 
tagged? No matter how our civil- model. Even great formalizations, 

ized achievements, in their varie- such aS those of Egyptian and 

gated forms and classifications, Buddhist art, were destroyed by 

be morally or emotionally evaluat- the:modem “artidea” ony pe 
ed, they patently have not served cause those were arts of basic 

to end racial and national hatreds Gomposure:: basic sereniy: Syl 

and aggressions or internecine metries of peace. Equivalent fig 
human strife, which at this par- ures of Serene: composure, when 

ticular moment are more threaten- they soceur oo conlemporayy at 
ing than ever. Mr. Schwartz are invariably images of severe 

would have us focus on an alter- alienation. When struggles hed 

native. What is this alternative as been portrayed by classic uicsts 

particularized by his evidence? er art—the Parthenon ‘fled ie 
mains archetypal—they were dis- 

orders on which order had been 

| think it can be read in only one _ stylistically imposed, a-symmetries 

way. In the most radical sense, out of which meticulous symme- 

it is a plea that, in whatever tries were worked. Futurism, in 

realm of idea or plastic medium, parallel, imposed order and sym- 

unself-sufficient amateurism be ac- metry on battle scenes. Ultimate- 
cepted at the expense of self- ly, to the considerable surprise of 

sufficient professionalism. Assur- some, it turned out that Picasso's 

edly, this might be taken as art and Soutine’s, however para- 

desperation psychology. Self-suf- doxically, imposed order on dis- 
ficient professionalism (in that do- order, wrought “beauty” from 

main where art is welded with all ‘‘ugliness.”” 

other technologies) has failed, and 
we must look elsewhere for a So what of Mr. Schwartz's Hu- 
true solution to the problem of manism in modern art? To putit 
human survival—survival, one pre- as _tersely as possible, it revives 

sumes, with honor. Among the _ the totally rejected idea that there 

54 paintings, sculptures and collages can be a legitimately ugly art



specifically because it is a moral- cial angst cannot be settled this 
ly disordered and humanly mon-_ way. 

strous or estranged art. Person- 

ally | believe that the true conse- What is the difference between 

quences of the form in which Mr. Picasso’s Guernica and certain 

Schwartz puts his plea lie in an scenes of similar violence por- 

absolute turnabout of the modern trayed in these pages by Mr. 

art code of significant form as Schwartz’s Humanists? Some of 

efficiently replacing classic formal the latter have not been received 

symmetry and human idealism. It into the modern canon, apparent- 

is an affirmation of whatever was ly, because they do not supply 

truly destructive of traditional art the same degree of stylistic con- 

in late movements such as dada- trol, of total artistic order, as 

ism and surrealism, in that it re- Guernica does. What, then, is the 

jects the assimilation of those moral? It is, | think, that human 

same two isms to the ideology of crimes such as the actual Hiro- 
aesthetics by the route of a new shima, the actual Guernica (this 
“significant form,’ a new distor- is to be neither pro-fascist nor 
tive or anti-syntactic ‘‘style.” In  anti-fascist but simply Humanist), 

short, | do not see what else Mr. should not become features of art 
Schwartz can really mean when contro! or moral-ideological con- 

he asserts categorically that “the tro/. Slaughter of human by hu- 
Humanist sees the crisis of our man is tacitly tolerated if it enters 

times not as personal angst but the domain of formal control, ma- 

as human and social conditions jor or minor, so that Mr. Schwartz's 
about which he is compelled to Humanism, | take it, is basically 
communicate.” Personal angst the Picassan “Guernica” turned 

can be settled by an individual’s inside out, a “Guernica” unlegi- 
exertion of stylistic control. So-  timized either by art or by that 

James Grashow. Murder 
Mache figures, 1967-71; 
fiberglas, cloth, and poly- 
ester resin, 8’ h. approxi- 
mately. Courtesy Allan 
Stone Gallery, N.Y. 
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concept of human fate that re 

beg Hi gards the killing or spoliation of 

a Wi . human by human as somehow in- 
. aaa aS evitable. Art is a seal of approval 

‘wah’ ’ on what exists simply because it 
oe exists. Existence, as we well 

ys 3 ‘ ee know, includes the immoral and 

“ . es a a oe the a-moral. So Schwartzian Hue 
- Pre iO. ka i manism is simply a cry of pain 

' b “ 7 ey Feu) pure and simple, an eloquently 

we a naked protest, no matter what its 
4 is Ae ; go a artistic shortcomings, what its 

a bee f ; aesthetic “illegitimacy.” 
ae eee | 23 

eae a E 
Ee a oan Ys : We say of the emotionally dis- 

Sie F turbed van Gogh that he had plas- 
| ae = Pas tic genius and of the sexually ob- 

eee ee ee sessed Sade that he had greal 
g Ba intellectual distinction. Art might 

ees ig then be classified as the “bribe” 
s eae . which induces us to accept other- 
e _ wise socially misfit, undesirable 

a a and extremist personalities as ar- 

’ tistic and intellectual geniuses 
é g and thus “tolerable.” The moral 

A aa force of Schwartzian Humanism is 
a f to assert that, in substance, what 

i 2 is socially and humanly and mor 

3 = ally undesirable is ultimately in- 

ag & tolerable and no bribe can make 
aa E it tolerable. How, then, are we to 

2 classify a Humanist ‘art’? My 

s only suggestion is that we regard 

it altogether as not a formal quan- 

tity, not an exhibition of technical 

skill, and as basically inharmoni- 

: ous where art is harmonious, as 
F amateurism where art is profes- 

{ sionalism. | do not assent to Mr. 
Schwartz's program for a Human- 

ist art by agreeing that it can be 

| at all an “art” if skill, harmony 

! and formal control are to be sac- 

i rificed as canons. The power of 

' some of the most passionate and 

pyrotechnic obsessions made vis- 

ea! ible here is the power of disaster 

ee as disaster, emotional disturbance 

& ¥ as emotional disturbance, extrem- 

j a fl i ism as extremism: none of these 
a . See eg j things, primarily, as art. | wonder 

wg Ee ee es e —and to me this is the true path- 

ie . kit oo cg os of the Humanist crisis—if we 
eS have to sacrifice the image of hu- 

man perfection (which is what art 

ae , . as such means) in order to shock 

wien Jens he Lc, 1970, bronze anlaus, Sor, Gol Mande humanity into its own true exis- 
Photographer: Walter Rosenblum, N.Y. ence! (J



Humanism in Modern Art 

by John Berger 
Novelist and art critic. He has written articles for many 

periodicals and in recent years has appeared often 

on BBC television. His published books include A Painter 

of Our Time, The Success and Failure of Picasso, 
Art and Revolution and The Moment of Cubism. His most 

recent novel is G. (Viking Press) 

| find Barry Schwartz’s paper in- are finally the very substance of 

teresting and provocative. Itraises history. For example, the tech- 
problems that need to be raised nological promise meant some- 

and in so far as it does this, itis thing very different to the Con- 

an excellent starting point for fur- structivists in Russia from what it 

ther discussion and thought. These meant to, say, the Futurists in 

questions await answers and the _ Italy, or the De Stijl group in Hol- 
answers will not be found easily. land. And this is not an art-his- 
This is why | am disinclined to torical quibble. It is something 

adumbrate once more the partial manifest, at anything beyond a 

solutions about which | have writ- superficial viewing, in the works 

ten in other places at other times. themselves. The works of the 
| would rather contribute a few Dutch De Stijl group are impreg- 

specific points to what | take to nated with an almost manic form 

be the beginning of an on-going of individual idealism. All the 
discussion. If we all merely re- references are towards a mathe- 

peat what we have already thought, matical order which can meta- 
the discussion will be still-born. physically transcend actual ex- 

And so here are a few reactions perience. The work of the Italian 

to Barry Schwartz’s argument. Futurists is full of references to 
the political frustrations which 

1. He suggests that, atthe begin- Italy had experienced after the 

ning of the twentieth century, tech- hopes of the Risorgimento had 
nology appeared to offer an easy been more or less betrayed by 

solution to various problems whose __ the new Italian bourgeoisie—frus- 
origins lay in the breakup of the trations which showed themselves 

medieval world. He then divides in a cult of violence and of mili- 
artists, roughly, into those who tary heroism. And, by contrast, 

were able to believe in this tech- the work of the Russian Construc- 
nological solution (utopia) and tivists reflected a real and posi- 

those who rejected it in the name tive social and economic aspira- 
of the human condition at large. tion. That is to say that, for a 

It may be that this distinction is a few years either side of 1917, a 
fruitful one. But there is a danger number of Russian artists believed 

that in accepting it we ignore all that modern technology, combined 

those specific mediations which with social revolution, could take 57
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Romare Bearden. The Prevalence of Ritual—The Conjur Woman, 1964, i collage, 35% x 28”. Courtesy of the artist.



their country from a backward movement and that its purpose Iam trying to 

feudal state to a form of industrial was to explore the nature of light, explore, in terms I 

society which, in its human ration- as later the purpose of Cubism know best, those 

ality, would far surpass any of the was to explore the nature of space _ things common to all 

existing capitalist ones. These and time, Again, this is true but cultures. 

hopes were doomed to disappoint- only up to a point. And what it —Romare Bearden 
ment, But the disappointments leaves out of account seems to 

may not have been inevitable, me to be crucial to either the ex- 

and, in any case, we are con-_ perience of Impressionist works 

cerned not with hypotheses about of art or to any serious study of 

Russian history but with works of their example. Ever since art be- 

art that embodied — and still em- came problematic, ever since an 

body—those hopes. Perhaps | individual artist could believe 

can put this more simply. For the _ that, in terms of form and content, 

De Stijl group the promise of tech- he faced a significantly individual 

nology, translated into the terms choice — and this is more or less 

of their art, was a metaphysical since the Renaissance — artists 

solution to an abstract moral prob- have tended to seize upon any 

lem closely connected with the convenient philosophic or scien- 

history of Calvinism in Holland. — tific argument in order to justify, 
It represented a form of abstrac- with a show of objectivity, their 

tion which already had in their confused but often far more pro- 

country a long cultural history. phetic intuitions. Here are sever- 

(| am not here attempting any al statements which one might 

critical assessment of the value make about the art of the Impres- 

of their art.) For the Italian Fu-  sionists. They were concerned 

turists modern technology prom- . with exploring the nature of light. 
ised, in a sense, a return to the Thanks to the railways and the 

primitive, to the cult of the indi- | new means of transport, they were 

vidual hero or warrior, and this concerned, for the first time in the 

return was the result of a half- history of art, with painting neith- 

century of political history in er pure landscape nor ideal cities: 

which, time and again, more com- they were the painters of suburbs 

plicated hopes had been disap- and small towns, seen from the 
pointed. For the Italian Futurists point of view of one-day visitors. 

technology was an end solution. They were concerned with popu- 

For the Russian Constructivists lar pleasure envisaged as normal, 

modern technology was neither ab-_i.e., not as the subject of either 

stract nor a bitter solution to an moral judgement or social com- 
intractable problem; it was the be- ment. They were concerned with 
ginning of something new. And destroying the substantiality of 

these differences in these three the object, implicit in the whole 
different art movements corres- tradition of the oil painting; they 
pond very precisely to differences Set out to question the value giv- 
in the historical and economic de- en during four centuries to the 
velopment of the three countries tangibility of all painted objects 
concerned. If we ignore such dif- and scenes; in doing this they 
ferences or simplify them out of were challenging the principles, 
existence, we run the risk of re- if not of science, anyway of prag- 
fering to a humanism that is Matic science. They were con- 
shamefully empty. The conse- cerned with the transience of the 

quences of those three different ™oment; their heightened aware- 
levels of development in the three "ess of this transience was the 
countries filled and affected the result of their more or less con- 
lives of nine-tenths of their in- | Scious awareness of two different 

habitants. rates of time: that of the individ- 
ual life and that of history, and 

2. Barry Schwartz suggests that this in turn was due to the extra- 

Impressionism was a “scientific” ordinary acceleration of historic 59
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change which was then begin- change. At least not directly. My hero stands 

ning. All these assertions about What a work of art does in rela- stoopingly up-right, 

the Impressionists can make tion to any specific subject is to pot-bellied and tight- 

equally good sense, or nonsense, _ reveal the distance between what assed, top heavy on 

Any one of them isolated from the is and what cou/d be. When this his thin legs. He is 

others will tend to be nonsense. happens it does so, not because spent and bewil- 

Thus it is necessary in front of the the artist is working according to dered, frail and 

example of a work of art to do a conscious historical or politi: human.... And yet, 

our utmost to reconstruct the to- cal program, but because within I hold man as collec- 

tality which gave rise to it. It is the form of the work he may be tively redemptible. 
only through our grasp of this able to create a wholeness which —Leonard Baskin 

totality (a grasp which must be _ is lacking in that part of reality to 

imaginative as well as cerebral) which the work refers. What fin- 

that its human testimony can be ally makes art prophetic is its 
adequately received. By this | do ability to create a formal totality. 

not want to say that works of art The problem of formalism—that is 

should reduce us to merely inar- to say, the tendency to formal 

ticulate “sympathy.” What | do _ sterility in art—is never a ques- 

want to say is that our social tion of the artist searching for a 
theories must begin to be com- formal wholeness, but a question 

mensurate, in their complexity of his using second or third-hand, 

and sophistication, with the works unoriginal references to the world 

which we use as examples in beyond the specific work. For- 

those same theories. malism is not a quality within a 

work: it is a quality of the relation 

3, Barry Schwartz makes a dis- between a work and the world. 

tinction between art for art’s sake ‘Thus it is mistaken to think of for- 

(a relatively modern development) mal art on one hand, and prophe- 

and what he terms art for the _ tic art on the other. 

species’ sake. There is here the 

same generalized _over-extension 4. Schwartz writes that modern- 
of terms used. It is not possible ism (which for him is the anti- 

to speak of art for the Species humanist trend in modern art) is a 

sake before man has achieved form of technological portraiture. 

action and consciousness aS @ This definition when applied to 
ae  vmeeHane Minimalism or the New Abstrac- 

: , a tion might well lead to very use- 

one sin Marx's thinking, but he ful insights. And I suggest it isa 

saw such action ae 8N attainment thought which should be followed 
to be achieved on the far side of up. But once more he himself 

class exploitation, when the social overextends it; he applies it to 

relations existing between men Impressionism, Cubism, Construc- 
would allow them to see each tivism, Op Art. Some of these 

other as equals and therefore all movements have already been 

of them as a species. Given the mentioned in some of my counter- 

present Contradictions and con- arguments. 

flicts existing in the world it is 

premature to talk of man as a 

species. It might be argued that 5. “Throughout this century there 

the role of art is nevertheless a has existed an art that has ex- 

prophetic one. And indeed it can pressed outrage at the castration 

be, But we must be clear about of human life.” | don’t wish to be 
the manner in which art can be pedantic and | would be the last 

prophetic. Its prophecy does not to deny any writer the right to use 

either start, or continue, from the images. But the image of the cas- 

program of a changed world. tration of human life may hide 

This is why programmed political more than it discloses. What cas- 

art scarcely ever succeeds as art. trates whom? The process by be- 

The subject of art is not political ing universalized is made fatal 61



and even fatalistic. A little further sures, and therefore that the only 

on Schwartz writes: “The crisis of hope of breaking through the 

modern life is the contemporary falseness lies in action against 

bison.’ The bison, | take it, refers those pressures. According to 

back to one of the subjects which either of these interpretations, to 

occurred in very early paleolithic speak of art being post-ideologi- 

art. The bison, Schwartz says, “is cal is as premature as speaking 
inexplicable, beyond our reach, of art for the species’ sake. 

incomprehensible and of enor- 

mous impact on human life.” 

Thus the ‘castrating’ is mystified. 6. The last point | want to make 

It can be made simpler and much js a simple and positive one. The 

clearer. The potentiality of man— function and purpose of art has to 
his potency in the widest sense— be re-examined. Even many of 

is today frustrated and deformed the ideas implicit in so-called 

by the results of exploitation and modern art need to be reexam- 

by the means taken by the ex- ined. This reexamination cannot 
ploiters to defend their right to be academic; it must start from 

exploit. The process is world lived experience. The reexami- 

wide. It is not certain that it can nation needs to include all of the 

be stopped or defeated. But if following points and many others 
we wish to attempt to do so, we besides. Perception is a creative, 

must at least see it clearly for not an automatic process. The 

what it is. It is not a question of | antinomy between art and science 

bison, it is a question of one class __is a false one. The substitution of 
or one milieu or sometimes a quantity for quality in all the cate- 

whole nation living ruthlessly off gories of bourgeois thought (or 

the lives of others. The most pow- the thought of bureaucrats) is pro- 

erful exploiting nation in the foundly hostile to imaginative cre- 

world is the U.S. Its form of ex-  ativity —in art, but also in other, 

ploitation can only be explained more common forms of human 

in terms of modern capitalism and activity. The way that art and its 

imperialism. The exploitation sus- history is usually presented in our 

tained and practiced by the ruling societies is undemocratic and is 
bureaucratic class in the Soviet meant to be so. The relation be- 

Union has to be explained in oth- tween any artistic achievement and 

er terms. But in many areas its re- the social sacrifices made blindly 
sults are as disastrous. Schwartz and involuntarily for the sake of 

appears to recognize this in so that achievement needs to be rig- 

far as he says that ‘the humanist _ orously reconsidered. The concen- 

upholds human values against tration, according to our cultural 

both the ideological collective norms, on cerebral calculation, and 

and the corporate State.” But this the underestimation of intuition and 
is prefaced by a remark which is sensuous knowledge may well 
very confusing. He says that if have become a pathological de- 

there is to be political art today formation. None of the reasons 
it must be post-ideological. This found in the past for being an 

is impossible however you inter- artist exist any more; new reasons 

pret the notion of ideology. If have to be found, or art should 

ideology means the world-outlook be abandoned. All these ques- 
of a social or national group, then tions, however, have to be ap- 

those who are exploited and who proached and decided upon ina 
struggle against exploitation need world where, for the majority, the 

an ideology and will go on need- primary physical and imaginative 

ing it until exploitation has ceased. condition is one of exploitation, 
If ideology means false conscious- and where the claim of Humanism 

ness, then it is clear that what is no more than a benign and 

has created such false conscious- hypocritical mask held up to hide 
62 ness still exists, applying its pres- the faces of their exploiters. 9
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by Louis Kampf 
Author of On Modernism: the Prospects for Literature and 

Freedom, and Professor of Literature at Massachusetts 

Institute of Technology. 

Let me begin by asking why | feel sense of relation to the modern 

so dispirited about doing this. art scene. Museums, exhibits, 

I've been asked to write about openings, hassles amongst critics 

the values art might create, and and schools repulse me. 

about the “necessity to develop a 

social art in a time of crisis.” | | think there are good reasons for 

feel at a loss. | could forget my discomfort. The loss of con- 

about doing this. But then | feel fidence in the public role of art 

I should try to face the issues. is not simply a matter of my own 

1am, after all, a teacher of litera- | Consciousness, nor is it a matter 

ture: | have a job and make my __ of the quality of the art being pro- 

living because some people have duced at present and in the re- 
created works of art in the past, cent past. Rather the particular 
and, for various reasons, will prob- functions of art in advanced capi- 

ably continue to do so. Yet | feel _ talist societies are at issue. Social 

at a loss to justify the claims relations determine conscious- 
some people make for art. More ness: My feeling ill at ease de- 

and more | find its powers illus- ives from the role of art as part 
ory, or at best something very of the market economy; art’s value 

private. Of course, | enjoy look- lies in its capacity to generate 
ing at some paintings, reading surplus value, not in the images 

some poems, listening to music, it consciously attempts to create. 

and so forth. But my enjoyment 
becomes more and more removed There seems to be no end to the 
from my public life. | feel no arrogance of artists. And to the 63



worldly ambitions some critics tional life of the new empire 

have for art. Art is universal. A Such ideas gained prominence 

thing of beauty is a joy forever. just as industrial capitalism was 

The artist forges the conscious- getting into gear. While England 

ness of his race. He or she un-_ in the eighteenth century begins 

veiis the human essence, strikes to enter the era of free trade, free 

through the mask. Here is Thom- labor, urban industrialism, and 

as Mann’s humanist, Zeitblom, on massive speculation in capital, 

the hero of Doctor Faustus, the the humanist art of Joshua Rey- 

composer Leverkiihn: nolds portrays the eternal values 

of the country estate. Adam Smith 
What he had said did not fit May realistically describe the ra 
with him, his pride, his arro- tionality and social impact of the 

gance if you like, which | loved, division of labor, but literary crit 
and to which art has a right. ics prattle about the need for 

Art is mind, and mind does not ©Pics. Whose needs are they con 

at all need to feel itself obli- cerned with? Why are they trying 
gated to the community, to so- © cover the grime of industrial 

ciety — it may not, in my view, capitalism with the heroic values 

for the sake ofits freedom, its Of the Virgilian epic? 
nobility. 

Of course, hardly anyone paid 
Zeitblom is not trying to articulate much attention, History may oc- 
a version of art for art’s sake. casionally repeat itself, but it rare. 
Rather he sees art as the van- ly moves backwards. Alexander 
guard; art has foresight, the rest Pope glorified the values of the 
of the world follows. The fate of country estate, but the midde 
a “free” art (free in mind, free in classes entertained themselves by 
spirit, unattached) defines the fate watching their own values being 
of society: Germany did not ac- affirmed and vindicated in the 
cept Leverkiihn’s music; Germany _ plays of Steele and Lillo. As for 
had the Nazis and was destroyed. the masses of working men and 
So goes Zeitblom’s version of hu- women, secular artists were not 
manism. very interested in passing on new 

values to them. Had they attempt 
Why, | wonder, should a society €4 to do so, | doubt that anyone 
be valued by the high art it pro- ©XCeptart critics and connoisseur 
duces? Most people who are not Would have paid them much heed. 

publicists for art have similar The consciousness of the masses 
doubts, or don’t even give the Was left to preachers and those 
subject a thought. But that hardly Popular instruments of expression 

deters art critics, museum direc- arely taken seriously by critics 
tors, foundations, publishers, and Nd historians of art. 
professors. 

“A social art in a time of crisis.” 
And why should anyone follow There seems to be an assumption 

the lead of artists? Contributors that the human race is in the 
to this symposium are asked to midst of the crisis: it is the crisis 

consider how artists might give of the species, of our very being. 

birth to new, more humane val- There are crises and there is the 

ues. | am reminded of the Eng- crisis. The latter is the propery 

lish Augustan poets wanting to of Western intellectuals and art 

create a Virgilian epic which ists; they worry about it because 

would imbue the new Age of Au- what they perceive to be the crisis 
gustus with nobility of purpose of the species has expressed it 

and the spirit of heroism. The self in the hangups of their pro 
creation of an epic, a public fessions or arts and in the disas- 

64 poem, would elevate the institu- ters of their lives; and so they



write articles and books about traya!l of it as the crisis of the 

the essential human anxiety and = species. Here the humanist artist 

the crisis of the arts. A Vietnam- is ostensibly trying to make peo- 

ese peasant, | suspect, has a dif- ple (that is, those few who have 

ferent sense of crisis. Meeting the opportunity or desire to look 

that crisis has little, if anything, to at his/her work) understand some- 

do with the development of a so- thing about the nature of humani- 

cial art for the galleries on Madi- _ty’s values, and that these might 

son Avenue; it might have some- be exchanged for different ones. 

thing to do with destroying Amer- But to meet the crisis in ecology 
ican power and the government of _ seriously, means to stop the ac- 

President Thieu. tions of that sector of humanity 

which is responsible for it; it 
To middle-class intellectuals the means a social grouping develop- 

ecological crisis may be an exis- ing the power to stop those re- 

tential one, but for most city sponsible for the soot and smog. 

dwellers with low or average in- Artists and art might play a role 
comes it is a matter of not being _ in this struggle. | would hope so. 

able to breathe, of not being able But the terms of their participa- 
to keep one’s windows clean. tion will be set by the struggle’s 

Soot in one’s hair, seeing it spread nature, not by the artists’ sense 
from the smokestacks of the local of anxiety about the state of the 

Con. Edison plant, has a great species and the state of their art. 

deal more to do with a city dwell- If humanist painters, for example, quan @eneves.. ANSAWEraR 

er coming to understand the eco-_ fail to understand the concrete With the Ones Before from 
logical crisis than the artist’s por- needs of the historical moment, far0. etching. i986 x 86”. 

Courtesy Marlborough Gal- 
lery, N.Y. Photographer: 
Anthony . Bruder. 
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I claim no achieve- their fate will be to paint repre- people in one social class to strug 

ment save my recog- sentations of the struggle which gle against another class, anothe 

nition that the situa- will then be hung in galleries and Sector of humanity, which it hoi: 

tion of mankind is admired — or damned —for their to be responsible for the ecoiogi 

so perilous that the aesthetic qualities. Aestheticizing 4! crisis? 
future of art, as a the misery of others, however, is 
separate and unre- one way of making it bearable for What, | wonder, is a humanist at 
lated activity, is oneself and for others. And that Supposed to do or be? One mo¢- 
unimportant. is hardly the kind of “humanist” est proposal is that it might create 

—Balcomb Greene art which is likely to create new an “avenue of acceptance for 
values. new values,” But what new va- 

ues? And do we really need new 

Part of my discomfort in writing ones? If we insist on_ floating 
this derives from the notion of found in an idealistic medium 

humanism itself. It has been bur- Where values get magically creat 
dened with many definitions, and © by artists, we might as wel 
used for a variety of political pur- 9"ab at a few of the good ones 
poses, some evil, some merely around: for example, socialism. 

naive, At its core, however, has love, cooperation. The problemis 

always been the assumption that hardly the availability of articulat- 

there is some kind of human es- © values. 
sence which transcends the his- 
torical moment and the divisions Another proposal is that humanist 
of social class: all people at all rt lead the “search for a new 
times are really the same; they’re human identity.” But that brings 
human. Well, they are. But the US back to the humanist fallacy: 

condition of being human at any that there is a human _ identity 
moment in history also includes which transcends the concrete 

being part of what Marx called struggles which divide _ social 

the “ensemble of social relations.” _¢/asses in our society. The search 
Social relations place people in for one’s identity may, in fact, be 
social classes, and that becomes _ the collective attempt by a social 
the locus of their humanity. The 9'ouping — nineteenth-century 
humanist thesis leads artists to English factory laborers, for exam- 
generalize from their persona/ P!e—to discover that they havea 
concerns to those of all people. Common class consciousness. But 

If the artist feels tragic, the sense Such a discovery will serve to fur 
of tragedy becomes the human ther separate that grouping from 

condition. The humanist artist other human groups. Besides, the 
or any artist working within the discovery will not be made by ini- 

Western tradition or within capi-  tiating a conscious “search fora 
talist social relations — will strive "Ww human identity.” It all sounds 
to give expression to the ecologi- uncomfortably like president Eis- 

cal crisis in terms of his/her per- | &Mhower’s commission on the Na- 
sonal vision. That's what an artist tional Purpose. 
is supposed to do; only thus can 

he/she be honest to his/her artis- | Yet another proposal is that artists 
tic creed. But that means that the create a counter-cultural force to 

very different ways in which eco- technology. | don’t know why we 
logical crisis is experienced by should assume that a counter-cul- 

people in different social classes tural force is likely to have any 

will be falsified or simply left out. effect on the uses of technology. 
Moreover, such generalization of Capitalism has so far managed 
personal vision implies the nega- quite well to use the counter-cul- 

tion of the possibility for any pos- _ ture to expand consumer demand. 
itive action by the masses of peo- Beyond this, seeing technology as 
ple. If the source of ecological an enemy derives from one’s lo- 
crisis is the human condition, how cation in a particular social class 

66 then can a humanist art rouse or national group. That location



defines the range of available quote from Mann’s Doctor Faustus. 

ideologies. Western intellectuals Here is the composer Leverkiihn 

and bourgeois artists have been on the art of the future: 

inclined to look at technology as 

an independent phenomenon, a The whole temper of art, be- 

disembodied ideology, rather than lieve me, will change, and with- 

as part of a social process. Those al into the blither and more 

who benefit from capitalism’s use modest; it is inevitable, and it 
of industrial technology tend to is a good thing. Much melan- 

avoid looking at the real enemy, choly ambition will fall away 
and point an accusing finger at from her, and a new innocence, 

the symptoms instead. Members yes, harmlessness will be hers. 
of the National Liberation Front of The future will see in her, she 

Vietnam, victims of the murder- herself will once more see in 
ous use of American technology, herself, the servant of a com- 

ae not pelle to aia munity which will comprise far 
ogy as the enemy; they see the more than ‘education’ and will 
destruction as one Sxpigeeion of not have culture but will per- 

an economic system. e@ con- haps be a culture. We can onl 

co Pe cics c oem with difficulty imagine such 2 
with; but so thing; and yet it will be, and be 

does the system itself. As for the the srelital thing: an art with- 

SONS at ee osemmay . re 4 solemn, unsa 
ing comfortably in a society so confiding, an art per du wth 
productive that it creates the ma- humanity. 

terial possibility for the elimina- 

tion of a itself can afford to These words elicited the reflec- 

We Gutt etic wee wiourts tion by Zeitblom quoted earlier. 

foss out the baby with the Batt Surely ig fepese of an organic 
water culture is not a possibility for the 

present. Were we in a revolution- 
sais ‘ah 

Finally, it has been proposed that loandinete gregeem might = 

a humanist art might threaten ex- come a reality after a socialist 

ae a ee ‘iS revolution. It will take such a po- 

fadetelsir, thouah it ta auguEete iitical upheaval to make a Clase 

ed that it do so not through an less humanist et aie which < 
implicit political stance, but in a nee instrument of struggles/bes- 
“post ideological” way. | know 
of no way any art can threaten 

those in power unless it is part of Meanwhile, what does one pro- 
a political movement with an ar- duce a political art for? To fur- 

ticulated ideology and a political ther the struggle for a socialist 
program. Political theater in Turin society: a society in which art will 

is a threat to the authorities be- not be an alienated product pro- 
cause its performances are part duced for surplus value. How the 

of the political motion generated Struggle for socialism is to be 
by the extra-parliamentary left; Waged is another story, though 
Jane Fonda and the FTA show Perhaps it should not be so. 
give the brass fits because there 
is a G.l. movement. Art can not But then | don’t really feel like 

shake the foundations of authority telling artists what to do. Why 
simply by throwing more light on should they listen to me, anyway? 

the way things are. So here’s my message to artists, 

critics and art historians; it is not 

What then might a humanist art as serious as Leverkihn’s, but 

be or do? | want once more to serious enough: 67



From life, among —Have a good time. And the way your work gets used 

other things, you —Hustle the government, foun- will not be determined by you o 

could damn near die dations, schools, corpora- me, but by the great mass move- 

laughing. tions for all the money you ments of our time. 

—Ed Schlinski can. 

—Don't worry too much about Those capable of allying them 
what your art says; it doesn’t \ ith h i 
matter; only the institutional selves with such movements wil 

Peter Saul. Ai F 5 i i di s | 
Selored penal! ana ink on way in which your work gets iscover means ‘to deve Op a so 

paper, 11% x 10”. The used does. cial art in a time of crisis.” 
editors heartily thank Mr. 
Saul for this drawing done 
especially for this issue. 
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Still Between Earth and Sky? 

Or Moth, Art, and Technology 

by Ihab Hassan 

Vilas Research Professor of English and Comparative 

Literature at the University of Wisconsin-Milwaukee. 

His works include Radical Innocence, The Literature of 
Silence, and The Dismemberment of Orpheus. 

My wife asked a Japanese friend the secret of flower ar- 
rangements. He said, it’s very simple. And with quick strokes 

on a paper, he sketched three harmonious zones in space: 

Earth, Man, and Sky. 

1, WORDS 

This symposium is conducted in words. It concerns the plastic arts but 

it is expressed in verbal language. | have only read the text of Mr. 
Barry Schwartz; | have not seen the pictures or paintings he has in 
mind. 

What of it? 

Only this: 

words, perhaps more than colors, shapes, or mu- 

sical sounds, 

tend to humanize; 

they socialize, moralize, 

philosophize. 

Humanism and Language are harder to separate than Humanism and 

Shape or Sound. Because Mr. Schwartz states and argues in English, 
his particular argument is more than half won. 

And | am glad of it! 

Still, 
let us admit it: a painting is probably more ambiguous in its pro-, anti-, 
or a-humanism than our discursive selves 

may be willing to allow. We 

are not saying it with flowers. 69
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2, HUMANISM RENEWED 

No one can wish for a diminishment of humanism on earth; and some 

would argue that, with rare exceptions, all art is humanist. But the 

question is really what kind of humanism is commensurate with our 

age? Is it the Classical humanism of Sophocles and Phidias? Is it the 

Renaissance humanism of Leonardo and Erasmus? Is it humanism of 
the Enlightenment or Romantic humanitarianism? Is it the ‘“New” 

humanism of Irving Babbit and Paul Elmer More? Or is it, as | am 

inclined to believe, still something else, something truly new, something 

that carries a fundamental concern for human BEING into the future, 
a kind of Posthumanism? Let us leave some room for doubt and 

surprise. 

3. FROM VALUE TO VISION AND BACK 

I think that the concerns expressed by Mr. Barry Schwartz are con- 

cerns that | share. And his plaudits are well placed. |, too, cheer the 

“creative resistance” of Humanist artists to totalitarian and technocratic 
tendencies in the world; |, too, cheer their anti-formalism and their 

resolve to provide a fierce critique of our time. Indeed, | feel myself 

drawn to a common purpose when, for instance, Mr. Schwartz writes 

or quotes: 

e “The apocalyptic contingency must be recognized as 

conceivable yet shown to be avoidable.” 

© “If art is to be political today, it must be post-ideological.” 

e “The relationship between artist and viewer is one out- 
standing aspect of the holistic aspiration of Humanist 

art.” 

¢ “The Humanist aesthetic is best demonstrated when the 

totality of human experience is maximized through a 
tension between human potential and human actuality.” 

Yet | remain somewhat uneasy; 

for | sense a retrograde spirit in this new Humanism, a readiness to 

welcome: 

Luddites, uncritically 

hostile toward science 

and technology 

Arcadians, pursuing 

the myth of lost inno- 
cence in nature 

Tragic Humanists, 

who emphasize the in- 

herent limitations of 

man 

Neo-Marxists, who de- 

fine change too nar- 

rowly in terms of the
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already given, without 

imagination ever 

glimpsing power. 

For me, there is something atavistic in these embodiments of present 
perplexities. Sharing some of their values, | find their outlook lacking 

in vision. 

Vision creates values before they come to be valued. 

But this is perhaps all too vague. My resistance to the argument of 

Mr. Schwartz, as distinct from his artistic evidence, centers on more 

specific points: 

® He does not suggest — beyond the relation of artist to viewer — the 

elements of a Humanist aesthetic. 

e He exaggerates formalist influence, which has steadily declined in 

the last two decades, in art, in music, in literature, in criticism, in 
the culture at large. 

® He dulls the novelty of the new Humanists by encouraging us to 

apprehend their contribution in terms of outworn dialectics: Form 

versus Content, System versus Counterculture, Machine versus Man. 

@ Thus he does not entirely convince me that ‘‘Humanism is a unique 

artistic intention;” for | see it in the work of all the ages, and like 

Herbert Read, | believe the artist remains ein Ruttler. So far, it is 

the “technological optimist’? who seems the exception rather than 
the rule among artists. 

But these objurgations may finally dissolve in matters of rhetoric, of 

emphasis and nuance. The significant point is there in the statement 

of Mr. Schwartz: 

“Humanism is the insistence that from actuality something better must 
emerge. Through a rejection of what men have come to regard as 

normal, the Humanist creates the avenue for acceptance of new values.” 

If this is true, we may be on our way from value to vision and back 

again. Yet the question remains whether Man still stands, as in Japa- 
nese flower arrangements, between Earth and Sky. 

4. ALITERARY EXCURSUS 

Between the art and literature of Cubism, Constructivism, Ab- 

this century there are some parel- stract Expressionism, Pop, 

lels and contrasts. Op, Minimalism. The three 

art movements that may 

a. Avant-garde movements in have had a special influence 

art and music tend to pre- on literature are Dada, Sur- 

cede those in literature (in- realism, and Expressionism. 
nate conservatism of the 

Word). c. There are essentially two 

main movements in twentieth 
b. Literature does not organize century literature. The first 

itself easily in such concepts | call Modernism and the 

or categories as Futurism, second Postmodernism. The 73



Man, it seems to me, differences between these and abstraction of that movement, 

employs Art for movements are chronologi- its formal distance in art as in life. 

many reasons, but cal but also typological. Most of us would concur with his 

centrally to discover perception. Yet who would deny 

who and what he is d. Modernism, which has its that the great Modernists also 

as the ‘who and early and late stages, in- provided a radical — going to the 

what’ evolves and cludes works by Valéry,  roots!—critique of civilization and 

plays hide-and-seek Proust, Gide; Yeats, Joyce, Of consciousness, and that their 

with assorted mun- Lawrence; Rilke, Kafka, works acted as a deep countercul- 

dane to ruthless Mann; Pound, Eliot, Stein, tural force in the earlier decades 

realities. When the Hemingway, Faulkner, etc. of this century? 

Art is narrow and 

restricted to itself as e. Postmodernism includes True, the development of literature 

if often has been works by Borges; Beckett; has led to more open, discontinu- 

and is today, and Butor, Genet, Sartre; Brecht, 0s, or parodic forms; to a sharp- 
will, in major ways, Béll, Grass; Barth, Bur- er sense of cultural crisis, an in- 
be so tomorrow, roughs, Mailer, etc. tuition of apocalypse; to a mor 

when it refuses to go direct involvement with the actu- 

beyond surface .. . f. There are certain links be- @lities of contemporary life; to an 
to the tragedies of tween Modernism and Post. @Wareness that literature _itsel 
existence itself, then modernism: Dada, Surreal. ay no longer suffice. Yet, with 
it isa social play- ism, Kafka, Stein the Joyce few exceptions, Postmodern litera- 
thing. And while I of Finnegans Wake ture has been no more explicit 
won’t deny play- . than the Modern in recognizing 

things as such, I do ae the technological myths; and has 
recognize that they The essential differences between been ‘ho More: “humanietes 

belong to a different | Modernist and Postmodernist au- 

order of things. thors should not be glibly defined; 

—James Kearns for both continuities and discon- The exceptions—dealing with vari- 

tinuities operate in our sense of ous dreams and nightmares of the 

time; and the century is not yet machine —are significant. These 

over. Still, we can already note usually occur in Science Fiction, 
that Modernists tend to have more a field that at last has come to 

confidence in the powers of lit- majority. But the same impulse to 
erature than Postmodernists; the understand, criticize, shape, and 

ironies of the former give way to even reinvent the technological 

the destructive self-parodies of world also occurs in works of an- 
the latter. Modernists also show other kind, such as William Bur- 

a greater interest in literary struc- | roughs’ Nova Express, Kurt Vonne- 

ture, the made artifact; they fav- gut’s Cat’s Crad/e, and Norman 

or formalism while Postmodernists Mailers Of a Fire on the Moon, 
favor its opposite. Furthermore, to mention only three. Too often, 

Modernists often strike an aristo- however, the technological threat 
cratic or authoritarian stance in either goes unnoticed in literature 

their art, whereas Postmodernists _ or else it is countered by the van- 
prefer anarchic or antinomian ishing pieties of nineteenth cen- 

postures. tury humanism. 

Hierarchic, ceremonious, complex, A truly new humanism — Posthu- 

allusive, detached, Modernist au- manism—is rarely to be found in 

thors are, nevertheless, neither current “serious” literature. Its in- 

social conformists nor technolo- visible elements are rather discov- 
gical optimists. Is their “human- ered, scattered, both in the Rand 

ism,” then, more deficient than Corporation and the Esalen Insti- 

that of their heirs? The answer is tute, the Pentagon Papers and the 

not simple. In discussing Modern- Whole Earth Catalogue, the me- 

ism, Ortega y Gasset struck on chanists and the mystics of Ameri- 
the phrase, “the dehumanization ca, as William Irvin Thompson puts 

74 of art,” to characterize the elitism it in The Edge of History.



5. ASCHEMA 

PAST-EDEN 

ARCHETYPE MYTH 

FEMALE EARTH 

BODY DARK 

US 

LIGHT MIND 

SKY MALE 

TECHNOLOGY STEREOTYPE 

FUTURA-UTOPIA 

We must move beyond 
dialectics 

toward trialectics ... 

multilectics. 

In creating oppositions, 

two cults or cultures 
—M. Arnold vz. T. Huxley 

D. H. Lawrence vz. H. G. Wells 

F, R. Leavis vz. C. P. Snow— 
we become twice 

captive, 

of logic and prejudice. 0 

@ 

There are Blakean marriages 

of Heaven and Hell, 

of Technology and Mythology. 

What is their issue, 
their offspring in 
Reality? 75
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The juxtaposition, though not the marriage, is before us every day. 

Thus Time, October 2, 1972, reports on two artists on the same page. 

A kinetic artist called Tsai, an ex- A Jungian mystic called Floyd 

engineer from Shanghai. Rods and Johnson, from Topeka, Kansas. 

vibrators. “The result is that when Acrylic on raw canvas. Memories 

one approaches a Tsai or makes of a spiritual crisis that brought 

a noise in the vicinity, the thing visions and hallucinations, primor 

responds. The rods appear to dial emblems. The style of con 

move; there is a shimmering, a  templation, brilliant and cloudy, 

flashing, an eerie ballet of metal, impersonal. Johnson: “‘I believe! 

whose apparent movements range was watching the whole evolution 

from stillness to jittering, and back _ of life, from its fundamental shapes 

to a slow, indescribably sensuous —the building blocks of con 

undulation.” sciousness.” 

Is there contradiction between these two or either with Man? 

6. FRAGMENT OF AN 

INTERVIEW* 

Frederick Brussat: A lot of peo- weakling. My son and your son 
ple, however, will go on fighting the same fight 

would classify the occult move- if we simply restrict ourselves to 
ment as a retreat from reality, an- specific political situations. We 
other escape mechanism to avoid a/so have to seek a transformation 

the pressures of the present. of consciousness. 

Ihab Hassan: That interpre- Frederick Brussat: The Poet Au- 
ae den said we 

tation: Is: also ’t go back to the Garden of 
true. But this raises another point: ay g ain—even though that is a 
in 1972 we can not afford to think di Inet oUF yE Ae eantite to. 

“either/or;” we must think ‘“‘both/ a h h a d ‘ 
and.” For instance, we have to be day. On the ot en hen "ee cant 

political, we have to stand with pe 4 utepian Wore BONE 

cur fet on the ground and en (8 esently reat rm 
gage'the:world around.us. The only viable alternative must 

be to wrestle with the ‘“‘both/and” 

But we in the here and now. 
must never really make ourselves 

believe that by taking this political 

action, getting this kind of legisla- | Mary Brussat: Even though 

tion, toppling this type of regime, this may in- 

we are going to change things involve coping with extremes. Again, 

the long run. We are simply go- if we look at one of the simplest 

ing to stop one particular bully media forms—television—we can 
from beating another particular see reflections of two distinctly 

*The full text of this interview appeared in Cultural Information Service 
76 (October, 1972). Copyright Ihab Hassan.



different tendencies in our culture. | Buckminster Fuller about a house, 

On the one hand, we have occult- and he replied that the perfect 

mysticism programming reflecting house would be the invisible 

an interest in the non-verbal, the house. He means invisible. The 

spiritual or gnostic impulse. At house will be a process of pro- 

the same time we have Search, a__tection and conditioning; there 

new series about a spy who is in will be heat, water, envelopment, 

essence a walking computer bank. but without any walls or other 
This is the other extreme, reflect- visible medium at all. The most 

ing an effort to come to terms perfect technology is that which is 

with materiality, with machines, totally invisible. The perfect tech- 

with things. It verges upon the nology will be an imitation of 

near idolatry of technology which _ nature in her inherent laws; it will 
was dominant in the 1960’s with therefore be as invisible as the 

the moon shots and other tech- action of the inherent laws of 
nological break-throughs. On tele- nature. 

vision, then we see both sides. 

This is where | see the con- 
vergence of the organic and the 

Ihab Hassan: Yes, and this inorganic. Right now, of course, 
is exactly we can only see the contrast. | 

what | am interested in. Next se- only know that when | go out to 

mester | am going to try a semi- take a walk and want to breathe, 
nar on the wedding of mythology the automobile is insistently there; 

and technology, a Blakian wed- | have to breathe its exhaust and 
ding similar to the marriage of |’m outraged. | know that my or- 
heaven and hell. | believe that if ganic lungs are breathing the ex- 
the human race is going to make _ halations of someone else’s iron 

a breakthrough, it will be in that lung! 
direction. Do you see the perti- 

nence of this development to the 

things we’ve been talking about? Mary Brussat: In a book 
| think that forms of clairvoyance called Guerril- 
and certain forms of technological _/a Television, Michael Shamberg— 

achievement are already converg- a young New Yorker working in 

ing. video tape television — makes an 

interesting statement about com- 

The problem comes up when Puters and the future. This is a 

we contrast body with machine. direct quote: “Right now, the hu- 
We look at the machine, the tech- man brain in symbiosis with com- 
nological womb, and everything Puters is the best thing going. But 
that issues from it, and say, “this if some fabulous computer can 
is inorganic.” How can the inor- Process intelligence better than 

ganic ever be reconciled to some- ‘man all by itself, then at that point 
thing that is organic—that is flesh- the computer may be man.” | 
ly and even bloody? think such statements raise peo- 

ple’s fears that some day the com- 

puters will rule the world! I'd like 

aa But the re- to know your personal feelings 
conciliation between the two forms about this type of thinking. If 

is coming. In pure consciousness. jan's consciousness and comput- 

When the body moves toward Pure ers will not in essence be superior 
consciousness and the machine and eventually be making deci- 

leaves all its equipment behind sions on their own initiative! 
and becomes pure process, they 

will converge. 

Ihab Hassan: | find myself 
Let me give you an caught be- 

example. Somebody once asked tween two kinds of forces here. 77



My work is essential- To explain these forces, let me give up his self, to transcend him- 

ly autobiographical. tell you again about some of my _ se/f. This would happen, of course, 

As such, these pieces students. Some of them revolt only if man were convinced that 

are reflections of with incredible ferocity when they his transcendence is “upwards,” 
things seen,emotions read science fiction and futurol- towards a larger and more ener 

felt, a delight in a ogy—because they feel that their getic reality, and not “downwards,” 
visually exciting sense of self is profoundly threat- towards a piece of hardware like 

world, an ache for ened by such projections of the the computer. 

the frustrations of future. And they are right. Their 
human life. The sense of self, as they feel them- 
purpose of my work selves to be now, is threatened Thus, | think, we stand between 

is to find forceful by these technological visions. two perspectives. One is an al- 

images, freshly seen, Behind this reaction is a measure firmation of self faced with the 

that will reach out of self-love shared by all human threat of annihilation. The other 

and touch another beings. We are all threatened, as__is the urge toward self-transcend- 

sensibiilty. Susan Sontag said, by the void, ence in a cosmos that does not 

—Elbert Weinberg the sense of non-being that sci- necessarily limit life and_intelli- 
ence fiction exploits. Zap! Some- gence to their human forms. The 

one pulls a ray gun, and a human computer may prove an instru- 

being is annihilated! The possi- ment of human transcendence. Or 

bility of de-materialization lurks in it may prove just the opposite, a 
our subconscious, lurks there both form of self-brutalization, self-me- 

as a threat and an appeal. chanization. It may also prove to 
be both. 

OuK, 

that's one reaction from some stU- Frederick Brussat: Do you think 
dents — fighting back against the it is possible 

threat of the void. Another group to influence the direction of the 
of students reacts differently. They computer? If so, who is going to 

recognize that man is no longer have the moral obligation to con- 

the center of the universe. The tro} future technology? Isn't this 
pre-Copernican view of the Earth one of the moral concerns of 

as the center of the solar system everyone today? 

has already been shattered. Now, 

we are beginning to realize that 

just as the solar system is not the 7 

center of the universe, human 'hab Hassan: Certainly. And 
consciousness itself may not be _ the only an- 
the only kind of consciousness in SWF is: it has to be you and me. 
the universe. Therefore, the ven- There is nobody else. Literally, it 
eration of life need not be limited @8 to be the three of us, sitting 
to a veneration of human life. Mere, doing that job in some way 
And, to make it even more trouble- another. 

some from a Christian point of 

view, we begin to see that the Your question is espe- 

nature of divinity in the universe cially troublesome because there 
may be evolving; it may not be are developments right now in the 

directly related to the definitions biological sciences, in genetic en- 

of Christianity, Buddhism, Islam, gineering for example, in the 

or any of the other revealed re- things you read about in Alvin 
ligions of the world. Toffler’s Future Shock and Gordon 

Rattray Taylor’s The Biological 
Time Bomb. These developments 

Consequently, demand decisions — moral, politi- 

man—once he realizes that he is cal, spiritual, scientific, economic 

no longer the center of the uni- — somebody will make them for 

verse—may be able, may be even_us or else they will be made by 

78 willing, to sacrifice his form, to default by the process itself.



7. MAN, ART, EARTH, SKY 

We need an integration of art into nature into culture. 

We need a Posthumanism. 

This means an end to victimization. Let us not say: ‘‘Man is a victim 
of contemporary experience.” There are Augustinians and Augustini- 

ans in reverse. The ones believe in the Inherent Fault — Original Sin, 

Human Depravity, the Fall—and the others believe in the External 

Fault—Nature, the System, Them. Is there a difference? Perhaps man 

is a victim only of what he creates and chooses; the rest is process. 
By objectifying, by projecting our failings, into Them, we can deny 

these failings without ever transforming them. That way lies the end- 
less cycle of victim and victimizer. There are other possibilities for 

man. Pogo: “We have met the enemy and he is us.” Or Stewart 
Brand: “We are as gods and might as well get good at it.” In popular 

culture, in the collective dream, Posthumanist art may find responsi- 

bility. The imagination is teleological. 

We need the redemption of Prometheus, that Titanic trickster, fiery 

friend of men and unwitting foe, spiked on Tartarus, liver torn, harupsi- 
cating an end to his and our own woe. In the snow, white with pain, 

mythology and technology fuse as fire melts within the sun. Who is 
there to say that Man, Art, Earth, Sky may not become one? [J 
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Humanism and People 

by Vernon O. Leviege 

He is a therapist, and community organization specialist. 

He has authored a book soon to be released entitled, 

Group Relations: Group Therapy With Mentally Ill Offenders. 

Barry Schwartz’s statement is a ues. Perhaps they have become 

brilliant, sane and pioneering ex- captivated by the eloquence and 
posure of an area in which it is charm of modernist art and are 

difficult to be rigorous, specific prevented from responding to Hu- 
and illuminating. The piece’s first manist art because they see the 

virtue is that it does not look at absurdities, sickness and twisted 

Humanist art as a monolithic mass __ ill-humor as distasteful and unac- 
but, in pointing out its “inten- ceptable. 

tions,” Schwartz takes full ac- 

count of the variety of values, at- The Humanist Artist’s work is cer- 

titudes, ideas and beliefs found _ tainly different, yet | believe he is 
within it. crying out for something that too 

many cannot understand. As 

Schwartz throws much light on Schwartz points out, the Humanist 

the dynamics of social struggle, Artist is making an attempt to 

and speaks well of the deeper establish contact with the viewer, 
motives and aspirations of the to tell of the pain, the hurt, the 

Humanist Community. Many pre- despair, the hopelessness and the 

vailing myths fall by the wayside. discontent. His work is not a pur- 

Those that are apt to be critical poseful creation of sickness; rath- 
of art forms because they seem er it portrays sickness that al- 

not well grounded substantively, ready exists. Humanist Art there- 

theoretically, philosophically and by carries with it relevancy; it is 
technically might well be express- _ related to and useful in the strug- 

ing only the fact that they view gle for human understanding and 

80 Humanist art with misplaced val- justice.
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I will show people 
that what they want 
to look at is not the 
kind of thing they 

will enjoy seeing. 
—Peter Saul 

Peter Saul. Mr. Welfare, 
1969, oil on canvas, 93 x 
120”. Courtesy of Galerie 
Darathea Speyer, Paris. 
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As an Afro-American, too many ceived with disfavor because the 

times my cries for justice have raiment of his expression is not 

gone unheard because they conducive to the ‘‘proper’ style. 

weren’t delivered to the institu- Finally, if a person is still unab'e 

tions of man with the “proper” to fit the mold, “force” is em 
rhetoric, procedure or style. Like- ployed resulting in physical, psy- 

wise, because of his different chological, economic or social ex 

style, the Humanist Artist faces tinction. Strangely enough, the 

rejection by the status quo. Yet acculturation process used by our 

what is positive and meaningful society to manage and lessen dis- 

is to stay out of the traps set by content is often the very phe- 
“proper” style and form and deal nomenon that the Humanist Artist 
with bigger problems—lack of depicts as the source of discon- 

brotherhood, the rape of the tent. 

earth, prejudice, and so forth. en i 
Within Schwartz’s exposé formal Re-education is vital. The artist's 

institutionalized art is not being @chievement depends not So much 
attacked, rather it is the right to UPON his knowledge of “academic 
shape your own destiny and to rt” as upon his reacquaintance 

express your own uniqueness that With human nature and his ex 
is being held most precious. perience of life. If today’s artists 

rely too much on tradition they 
Because Humanist Art is a form frustrate their own experiments 

of media that depicts the needs Nd fail to produce the extraordi- 

and anguish of mankind, it is oft- "@ry results we see in Humanist 
en considered threatening to our Art. 
technologically advanced ‘Society. In a new art movement it is im 

Schwartz expounds on this point. fasstt 
. ‘ portant that we re-vitalize the 

If taken seriously, Humanist Art : : < 
. high idealism and moral commit 

calls for a reevaluation of the sys- . i 

tem’s effectiveness in serving its ment aeiwes) rebornein te 
oe ving States with the black, red and 

own. This threat tendency is com- 3 
‘ brown third world cultural move- 

batted, as it always has been, by . . 

a four step acculturation process ments; \But, In this ‘Case. Wexde 
p p not build around the effort to get 

that sets out to control and man- . ae 
age humana: The first’step of ace a migrant farm worker minimum 

9 < : * Pp te wages, a small black child a place 
culturation that occurs is our ‘“‘so- ’ ' 
ializati » which att t in an integrated public school, or | 

to ton n hat | wate nt Rae an “indigent” housing program. 

° ens cin a thouahie our ce- To receive more than token pay- 
ane ed ral tduar ann aspira- ment of the overdue democratic 

fone Sf ; in IN Me tt te but promise of our time—in regard to 

are eee | ae eee a put art movements—we need to legit- 

wrong. The main source of this jmatize art with social images that 
socialization process is our family reflect, as Schwartz says“... the 

of orientation. Group pressures realities of our time, its illusions, 
is the second step, which may be tg slogans, its programmed hu- 

exerted from a number of sources man relationships, and its lies...” 

such as peers, business associates, 

jail house lawyers, relatives and In a discussion of the artist’s at- 

other primary and secondary re- tempt to communicate “‘the reali- 

lationships, The third step is “lan- ties of our time” we can not ig- 

guage” itself which is a direct nore the importance of imagery. 

outcome of education, skills, train- Imagery plays a very important 

ing and culture. Education is a part of our whole (Bio/Psycho/ 

systemized process which often Socio) development. Life is full 

thwarts a person’s desire to ex- of it; we can not escape its influ- 

press individual differences and ence. We are constantly receiv- 

uniqueness. Too often a person’s ing images (as viewers of art and 
82 efforts to communicate are re- commerce) or projecting images



to others (as the artist or ad-man), like people of color in America, 

though we are not always con- Humanist Artists are being sub- 
scious of the power we are exer- jected to ‘‘doses of oppression,” 

cising. The artist who creates but at the same time they are 

images depicting life experiences more loudly demanding justice. It 

becomes a threat to ‘most peo- is important to bear in mind that 

ple,” simply because his work of _ the response of the oppressed is 

art has the potential to raise the as varied as life itself. Sometimes 

social-consciousness of the peo- oppression produces compliance; 

ple who view it. The artist who at other times it is vehemently op- 
chooses a form of Humanism as posed. The Humanist Artist like- 

his artistic expression becomes wise has various responses to 

another participant in a new surge oppression. He is compelled to 

of individualism, which this au- Communicate, through ill-fated 

thor finds refreshing. Of the many images, oppressive social condi- 

and varied art forms | have come _ tions and the limitations of man- 
in contact with | have found the _ kind to cope with these conditions. 

Humanist’s approach the most Again, | agree with Schwartz that 

real—l am able to identify with it. the “emotional stance” of the art- 

| must agree with Schwartz when ist directs the manner that he 

he states in his work that “the chooses to express his discontent. 

Humanist aesthetic is best dem- Images are created with intent 
onstrated when the totality of that ranges from repulsing the 
human experience is maximized viewer to engaging him in similar 
through a tension between human __ feelings of life circumstance. 
potential and human actuality.” 

As a result of variations within 
On cursory inspection, the Hu- peoples subjugated to oppression, 
manist Artist seems to project an ours is clearly a time of wide- 

overly sensational image of social spread but diverse protest. The 
problems. To be sure, there is struggle against differential op- 
deep anger and frustration, as portunity, “benign neglect,” sex- 
well as varying degrees of suspi- ism, and racism is probably more 
cion and resentment toward these __in evidence now than at any time 
social problems. Yet there is still in history. In the words of the 

optimism about the possibility of | author, the Humanist Artist por- 

change within the system. The _ trays “tension between life as it is 

Humanist Artist is the cultural an- _ lived and life as it could be lived.” 
alog to the Ombudsman, Social Humanist Art then is an image 
Worker, Psychologist, Psychiatrist | that is the in-between, or the ten- 

or Welfare Worker, projecting sion (anguish and despair) that 

psycho-socially in ‘one visual results as the Humanist Artist is 

form.” subjected to the real; seeing all 
. _,,. too clearly the often forgotten 

But should the Humanist Artist's “potential” that life has ie estate 
hopes for true equality be thwart- for us all, 
ed and the road to economic 

autonomy, political liberation, cre- In short, Barry Schwartz provides 

ativity and justice remain closed the reader with interesting infor- 
to them, there will certainly be a mation and thoughtful conclusions 

bitter harvest. about The New Humanism: Art in 
. . a Time of Change and the whole 

The New Humanism: Art in a problem of developing an under- 

Time of Change delineates the standing of “the Humanist inten- 
problems, now we must get on tion.” 
with the solutions. Despite the 

opposition, the Humanist Artist The lights are perfectly natural 

is quickly moving ahead to shape and harmless, and the seers 
his own destiny — already there are only sensitive persons. 

are many signs of this. Just —Bernard Hollander,M.D. 83



Whom Are We Talking To? e 

Certainly Not to Artists 

by Nat Hentoff 

Staff writer, The New Yorker; co/umnist, The Village Voice. 

Aleksandr Solzhenitsyn’s unde- But if he so chooses, an artist ob- 

livered Nobel lecture parallels viously has the right to do that 

much of what Barry Schwartz says And who can predict with certain. 
—though more passionately, Solz- ty that such an artist, whatever 

henitsyn having discovered the his intentions, may nonetheless 
risks of Humanist art in a most have a humanistic effect —by 

non-abstract way. But even he, Schwartz’s criteria — through his 

while pleading that artists be hu- work? 

manists, recognizes an essential 

caution in any attempt to lecture Schwartz, for example, is scornful 
artists: of a statement by Richard Anus- 

kiewicz in a museum catalog: “My 
“Who is there so bold as to pro- work is of an experimental nature | 

claim that he has defined art?... and has centered on an investiga: | 

Let us grant that the artist owes tion into the effects of comple 

nobody anything.” mentary colors of full intensity 
when juxtaposed and the optical 

Yet Solzhenitsyn, like Schwartz, changes that occur as a result.” 

does go on to moralize at artists. 
The full context of the last half of | But what if his work works with 

the preceding quotation is: some viewers? We are not going 
to be able to significantly help 

“Let us grant that the artist owes create the kind of society that 

nobody anything; it is still painful Schwartz—and |!—desire until 
to see how he can, by retreating many more of us are less anes: 
into a world of his own creation, thetized. The normative brutali- 
or into the open spaces of sub- ation that is done in the name of 

jective caprice, deliver the real America, here and elsewhere in 
world into the hands of mercenary _ the world, could not continue with- 

people who are often insignificant out the non-resistance of most 

84 or even out of their minds.” Americans. And the capacity to



be passive, to viscerally ignore or even a glimmer, of recognition 

the spiritual mutilation of children of how much more he can see 

in our schools and the literal muti- (and thereby how much more he 

lation of Asian children wherever can feel), then this ‘‘experimen- 

the bombs for so many years hit tal” artist has had a humanizing 

—l use two of myriad illustrations effect. 

of brutalization— comes from a 

deadened sensibility. A deadened This is all quite speculative and 

sense of what it fully is, or can certainly tenuous, to be sure. Re- 

be, to be alive! And if Anuskie- | member the German concentration gayee Tietman Ananile 

wicz can stir a viewer to a shock, camp commanders who were de- 3971-72, oil on canvas, 70 x 
70”. Coil: Whitney Museum 
of American Art, N.Y. 
Photographer: Frank J. 
Thomas. 
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voted to Beethoven. There is no that may, in alliance with other 

predicting what effect any art, in- forces, actually lead to fundamen 
cluding avowedly “Humanist” art, tal change. 

will have on any particular viewer, 

listener, reader. But that works Leaving aside my conviction thal 

both ways, which is why | find even what Schwartz would regard 

Schwartz’s summary dismissal of | as non-Humanist art has unpre 

Anuskiewicz more than somewhat dictable effects, some of which 

simplistic. might well confound both him and 

its non-Humanist creators, how 

| gather from his essay that much change “within the human 

Schwartz and | have similar socie- _ situation” can Humanist art, as 
tal goals, and probably share much _ defined by Schwartz, stimulate? 

the same politics; but | am more 

“permissive” than he concerning The answer is much more difficul 

art and the artist. | don’t think to come by, if there is an answer, 

artists can or ought to be guided. than Schwartz apparently can con- 

And | think it’s foolish to try. ceive. During his term as Secre- 
tary of Defense, for instance, Rob- 

Consider this Schwartz dictum: ert McNamara was much taken 
“By opposing the direction of the with the poetry of Yeats. I’m rea 

society in which he creates, the sonably sure, moreover, that oth- 

Humanist artist is in a state of ers of “the best and the bright 

perpetual antagonism with reality. est’? who were piling up corpses 
Out of this conflict comes the in- long-distance in those years had 

sight of what it is we need to tastes in painting that Mr. Schwartz 
know in order to be able to sur- might certify as Humanist. But 

vive.” they were able to separate out 

whatever urgently human impulse 

Wow! they received from art which nour 

ished them after hours; by day, 

Perpetual antagonism with reali- they continued their murdering. 
ty? | write more polemics than 

fiction (though | much prefer to On the other side, there were deep 

write the latter) because of the currents of Humanist art in the 

way we live and kill now. But in music that became a common 

neither area of work, am | an- consciousness among the young 

tagonistic, let alone perpetually, during those years. Humanist 

to all of reality. And more to the though he is, Schwartz seems to 
point, certainly more to the art- have an elitist view of what he 

ist’s point, how easy is it to know describes as ‘‘so-called popular 
what “reality” is? Battling, often culture.”” But there was much 
quite joyfully, with that conundrum — serious, and seriously playful hu- 

is what art— almost all kinds of | manism, in the work of the Beatles 

art — is about. and the Jefferson Airplane and 

the Grateful Dead as well as in 
What his essay, and what this the astonishingly energizing com- 

symposium, comes down to is ic drawing of Robert Crumb. That 
how much effect art can have on generation was much more suf- 

enabling ‘“‘something better” to fused with what I call Humanist 
emerge from present “actuality.” art than, | expect, any preceding 

Schwartz is right in his conten- American generation. And yet its 
tion that “although the technolo- resistance to the war went slack 

gical society wishes to maintain toward the end, and many within 

an appearance of progress, it ab- it retreated to various forms of 

hors fundamental change.” Hu- _ privatism. They may awaken again, 

manist art, he believes, can, by in part because of the sounds and 

“creative resistance,” provide an words of the art that once was so 
86 effective “‘countercultural force” integral a part of their ardent



faith in, as Schwartz writes, “the Essentially, | think Schwartz mis- I try to paint people 

priority of human life, the neces- understands the fundamental in- as I see them and 

sity of change and their willing- tractability of any serious artist show the way they 

ness to contribute to the possi- when it comes to being told what feel about life, other 

bility.” he ought to do. Even by Human- people and the world 
ist Schwartz. Alberto Moravia around them. 

Many may again awaken to possi- once tried to explain why he had —Robert Broderson 

bility; maybe only a few will. Some to write; and in so far as one can 

have remained awake. What I call generalize about all artists, what 

Humanist art had something to do Moravia said applies to the way 
with what they had become when all artists create: “We live in or- 

the country seemed to be “green- der to know why we live. That is 
ing,” but | do not know whether why | write a novel, in order to 

subsequent forces of Humanist art know why I write a novel. We live 
can bring them to where Schwartz for continual discovery, It is rath- 

—and I—would like them to be. _—& entertaining.” 

My own view about the kind of Yes, it is. Even artists locked in- 
proselytization (What Art Should to a state of “perpetual antagon- 

Be) which Schwartz's essay rep- gm with reality” find pleasure in 
resents is that while: it may, be the pain of creating, and surely 
therapeutic for the proselytizer, they create in order to continual- 
it's not going to affect many art- ly discover. That’s the base of 

ists. And furthermore, | am an art, Some include in that base 
agnostic with regard to whether their need to try to humanize their 
the most Humanist of artists can contemporaries — and hopefully 

realistically be charged with a generations beyond—through their 

mandate to help bring about ‘‘fun- art. Others have rather different 
damental change” in the society goals. Céline, for instance. What 
in which they create. Certainly would Schwartz do with that mis- 
art can, and has, played a central anthropic fascist? Blackball him 
tole “within the human situation.” from the club of artists? 

And art can, and has, postulated 

the brutality and fragility of exist- 

ing structures (Schwartz’s term); . z 7 _ 

but how much of a threat art can LT asa unien , 3 foot 

be to those structures | don’t novel, | do not prepare myself by 

know. reading a series of analyses of 

what my responsibility as a writer 

It's worth trying. Dickens had an jg to humanity. | write a novel 

effect, as did Thomas Nast (whom because | want to find out what 
| consider to have been an artist). happens to me, and what | learn, 

And not only concentration com- ag | write it. Also, admittedly, be- 

manders were reached by “The cause I am a humanist, the novel 
Eroica” and the Ninth Symphony. would pass Schwartz’s ethical, if 
And there was Guernica. In my not necessarily aesthetic, criteria. 
own life, jazz has been a profound —_ But other people write novels with 
force of Humanist art. no desire to ‘deal with society” at 

all. They quite hungrily, and with 

It's worth trying, but advocacy in no guilt, commit another heresy- 

this case is useless. There are according - to - Schwartz: they re- 

artists who cannot be anything treat “into freedom in isolation.” 

but Humanist. And others will 

choose other directions, even com- 

mitting what Schwartz considers What are you going to do with 

the great Clive Bell heresy: “Why them? Excommunicate them? 

should artists bother about the They have already excommunicat- 
fate of humanity?” ed themselves. And again, what- 87



ean ~ ee \ ny \ Ci a . 

Wiles ee \ \ ee ~~ OR ais F y 
t a. Sie ae Fe \\ La ik — ee ‘ 

> ee <i Fao) ee < | De 
| batt ‘ a ol syste Fie pgs ‘hd rita! 4 ioe, f ood 

i re y é ‘ re 5 i | a Nes 

ae i hia a Oe Ss 

ess ew Pie pee we" a , i 

_ ee Sh y ea = Bw ae Fe “ dy @ 
' TS (lr Pe SZ a Al a ¥ a3 

sez 3 ww — hie, Ow ee ed 

oo ae a See Pa Pee we 

a Bi ‘-) S| | er ek - i ail 
NSE, a , he ee oe Se 5 eS AR Slay ot be 6 Pine oie A | ce | 

eS SENT Des a ae eee” Se A aD yy ae ce Lee eo Se ;, eee 
ms ee ee Phe: «i Ae A i qe os a4 \ ee, 7 gus, We eS heres a 
ay sig ha eA f le «i \ — | \ \ Ses k 
On EN ee, ee aw Aap 2 > Ye ? i 
Nye Sey ee] SLY .\ a © gap iy 

< See ane pe te Le se Feo | Se aw. Fo 
oe gee END f { i ioe eae A a \ 
+ fl Al Fs Bee 4 | | | ae Sh Gls 2 ae SBR 
a ua ae Soames 4 ee han va 3 BS ete 

we P oa ‘\ eg Ah AG Vg 
% Ye i 4 \ \ 7 oe A 4 

ea ES a NG . on ad ety 2 \ Se Se 
: o 7, i) ‘d ~ ) Ld oe ag By ag a gt | ‘ ‘ f 

dissnyenbate. anti pea ey) . ‘ 4 Ey 

: by ee es | : . 
i Ae. — ee 4 . 

a Ml By Sc easel pe 

Sa 2 cet ; pol /; 
Peter Dean. Circus Family, 
1969, oil on canvas, 8 x 
By Courtesy of the 

88



ever their intent in their work, you thus the twists and turns of Iam bored with the 
may well become more strongly human history are shortened. art-as-decoration 
girded for the struggle against scene. I feel that the 
“technological medievalism’” out | don’t know about that “most artist’s hand and 
here by reading what they’ve writ- favorable case.” Solzhenitsyn heart must be 
ten. Schwartz himself says, as T. sounds somewhat like Schwartz exposed in a work of 
S. Eliot said before him, that in that line. He hopes for literal art. I am involved 
“though the artist may or may not miracles from art. But the first with both the fantasy 
create with (the) ‘other’ in mind, part | accept. We learn more and reality of my 
once the work is completed it be- about ourselves and about each life and times. 
longs as much to the ‘other’ as it other, and about the dead, from —Peter Dean 
does to the artist.” art. And in some of us art also 

quickens a need to engage in 
As | expect is by now evident, | some kind of humanistic “creative 
have small patience with setting resistance” where we are. But 
up manifestoes for artists, includ- when art does not quicken that 
ing such relatively qualified mani- need, has it failed? 
festoes as Mr. Schwartz’s (His pe- 
nultimate paragraph, for instance). We do live, as Schwartz says, 
Nor do | pay much attention to ‘“‘with social fragmentation, polari- 
manifestoes promulgated by art- zation, poverty, racism, sexism, 
ists themselves. What changes violence and spiritual death.” And 
me, or does not change me, is so | too wish for more Humanist 
each individual work. Work of art, art, both for its own sake (the re- 
| mean, not a statement of moral generating of a sense of Possibili- 
or any other kind of intention. ty) and also in the hope that such 

art can accomplish at least some 
The only grand statement about of what Schwartz expects of it. 
What Art Can Do for Man that (My own doubts about the social 
makes much sense to me is Solz- efficacy of art notwithstanding.) 
henitsyn’s in that undelivered No- But | don’t want all art to be Hu- 
bel speech: manist. What a beneficent desert 

that would be. This can’t happen, 
From man to man, filling up his however, humanity being as di- 
brief time on earth, art com- verse (unto anti-human artists) as 
municates the whole burden of _ it is. 

the long life experience of an- 

other being with all its hard- So what are we talking about? 
ships, colors, juices, recreating Whom are we talking to? Imag- 
the experience endured by an- ine, after this issue is out, how 
other human in the flesh—per- many artists will have this set of 
mitting it to be absorbed as essays by their easels, how many 
one’s own. writers by their desks. 

. .. We have been given a The editor of Arts in Society sug- 
miraculous faculty: Despite the gested | might want to base my 
differences of language, cus- piece on Mr. Schwartz’s statement. 
toms and social structure we | did, and | have. The editor also 
are able to communicate life told me that Mr. Schwartz’s state- 
experience from one whole na- ment “is a bold one.” Yes, | sup- 
tion to another, to communi- pose it is, But it has nothing to 

cate a difficult national experi- do with the creating of art. It 
ence many decades long which does relate to the way some peo- 
the second of the two has nev-__ ple write about art, and | would 
er experienced. And in the agree that it would be a boon to 
most favorable case, this may have more Humanists among crit- 
save a whole nation from a_ ics. But the artist has only one 
path which is dangerous or way to go—his own, Humanist or 
mistaken or destructive. And not. oO 89



Against the Claw 

(Some Notes 
° 

on the Art of Being Human 

by Walter Lowenfels 

Author of Land of Roseberries and To an Imaginary 

Daughter. 

Humanity doesn’t need artists to ganizer. | asked him, ‘How can 

“inspire” it— it will find its way you relate your work as a writer 

ahead via inexorable laws. Mean- to your work as trade unionist?” 
while, art is one effort today, His response: ‘Il am not trying to 

along with all our others, to de- organize people with my writing; 

fend the integrity and dignity of | am trying to put them in the 

human personality against the state of mind where they can be 

world’s statistical claw. organized.” 

Whitman (and | think Williams, | thought this was an insight into 

too) thought that one could change what we can do. We can influ: 
society by poems —an extension ence people a little and put them 

perhaps of Schopenhauer’s con- in a state of mind where they are 
cept that man is doomed to disap- more receptive, maybe, or we can 

pointment and frustration, and the make them more aware of the val- 

only thing he can do is to find ues we consider important. But 

some solace through the arts. it's only over a long period of 

time that they are going to change. 

My own feeling is that only through 

human activity are you going to The total accumulation of human 

change society; it’s not going to culture acts on all of us. That 
be through art—not even through you can’t avoid; you may hate 

the greatest poets in the world. poetry, you may hate the Bible, 

Poems are a part of human activi- you may never have heard of Whit 
ty, not a substitute for it. man, you may even hate Beethov- 

en and jazz. It makes no differ 
A friend of mine expressed this ence what your attitude is; you 

recently. He’s a novelist, also a are being battered by the total 

90 trade unionist and trade-union or- accumulation of human culture



wherever you go. In the long run, change between the artist and his In time [future 

this has an effect. audience. artists] will realize 
that a big idea or a 

In the United States, we white in- In Mexico you find participation poetic idea expressed 
vaders have a thin accumulation in common historical experience, graphically is 

of culture — not the kind of roots ‘anging from the struggles against nothing to be 

in the soil that our native Ameri- the Conquistadores to the 1912 ashamed of. 

cans share. We are planted on Revolution to contemporary han- —Philip Evergood 
this continent very close to the dicrafts. (The saying goes, “Every 
surface. Cultures that are not Mexican is an artist.”) 

white or in the Anglo-Roman- 

Graeco lineage are rejected by When the day happens that man- 
most white people. kind hates the sun, then the Aztec 

Temple to the Sun will no longer 

Blacks were brought here from speak on the plains of Mexico to 

Africa and developed their own anyone —no matter how “exqui- 
traditions—in music, dancing, lan- Site” the carvings of the Plumed 
guage (Black English)—and in Serpent. 
many arts. Most whites disown 

that. | think it’s part of our Unit- Science in all its aspects—social 

ed States tradition; so is the cul- and technological — continually 

ture of Native Americans (Indians, does away with past mythology. 
Chicanos, Eskimos), The sun itself becomes a concrete 

source of productive energy that 

We could cover many ethnic mankind learns to harness. So 
groups and languages each with _ the elaborate technical devices to 

a cultural tradition that goes back translate the energy of the sun 
thousands of years: The Pueblo become the equivalent of temples 

civilization in the Southwest, the to the sun. And a “new art” 
Algonquin civilization in the North- @Merges. In quotes, because it is 
east, etc. Most white Americans  eally our lives that are being rep- 
don’t know this or they disown it resented in their contemporary 

—they have no relation to it. aspects. 

se + This continually evolving art of 
living, in which we participate one 

Today, right outside Mexico City, way or another, keeps the univer- 
you can unearth little statues (ca- Sal art of previous generations 
bezitas) that were made centuries alive —though the specific forms 
ago. The present art of Mexico is are never twice the same. 
full of its own past and is part of 

the people who live there now. You don’t have to be a Chilean 
You don’t even have to go down’ and know the name of Calvarino 
to the caves as they do in France to behold the bleeding stumps of 

to the cave paintings, where they his upraised, fighting arms muti- 
find ancestors, great artists; and lated by the Spaniards in the Si- 

the same is true of Spain. But  queiros mural at Chillan (‘Death 
when someone stumbles on an_ to the Invader”). Doesn’t Stalin- 

Indian arrowhead in Central Park, grad and Vietnam link the human- 
New York, it’s as foreign to us as__ity of our epoch with the Indian 

if a meteor had dropped it from resisters of 1642? 

outer space. 

It is this participation and inter- 

Ihave learned much from the Mex- change that Siqueiros was refer- 

ican mural artists on the relation ring to when he said, “Art is an 

between art and humanity. Siquei- interchange.”” Our human goal is 
ros said that art is made not only — to make being alive in all its pro- 

by its creator but by the inter- ductive and social relationships a 91



conscious art. We are heading to- once, but over and over again. “In 

ward a time when false distinctions the beginning is the word.” Al 
between art and living will “with- we have to do is to record the 
er away.” But not by themselves facts, arrange them so that they 

—only through the most intense make sense. 
struggle. 

None of this will by itself save the 
8 * world, and all our kisses, from be- 

ing blown to hell. What we are 

As to my own discipline—poems: talking about is the enormous 

the tensions of being alive in the value of that instant of being alive 
age of opposites such as apartheid that the poem seizes for us, and 

and national liberation, atomic thus in its way helps us to fight 

warheads and peace have given for life whenever and wherever 
the language orbit a new dimen- we can. Remembering that not to 

sion. Thus, vast outpourings of know and love the tragedy of your 

new poems everywhere, new tri- own life is not to know the joy of 

umphs against human disaster. being here at all. 
Of course, poets reflect the hor- 

rors as well as the hopes—how We are on the threshold of new 
could they be artists and not? discoveries in verse, precisely be 

Both are part of the way mankind cause we are on the threshold of 
rises to a new level. When the a new humanity. Our poets have 

miasma of the world market no to embrace as much of their to- 

longer poisons the earth, unex- morrows as they can today. For 
pent’ gradations of being in what is most beautiful is the future 
ove with living will emerge. 

spss ! suppose the last poem we can 
The Be eniies in new language, see ahead is the rhythm of pro- 

Inenew, aman tera ons are enor- ducing and distributing—from the 
mous, an wh al ou Poetry UP- grass on the fields to the mik 
fines OE shat are) J eine the from the cow to the human blood- 
te. vite “We we snou ; @ able stream—all synchronized in a liv- 

a WE e Tho sometimes ‘SO ing dance where action and belie 
thot on sand yes tome noise are one and people are reunited 
ies etthe a Tr ddif Me ee it hard to natural things, but on a differ 

g © real drift of the universe. ent hypotenuse, That, of course, 
. is what we are living for, and what 

We are entering an unknown we are talking about. 
world — science fiction is child’s 
play compared to the future we ¢ 2 « 

face. We cannot imagine what the 
people of tomorrow will be but 

without a sense of the human fu- Perhaps the most one can say of 

ture we are dead to what is most ae OF aay a e ay ee 

alive today. Artists who have been that we mountec above t 2 foe) s, 

there in their verbal spasms or made something astonishingly 

jazz improvisations have left the fragile that any mountain upthrust 
scene different from what it was. destroys without a quiver, and yel 

. . . without its poems the Whole 

The minute glimpses of the future Story doesn’t say a word, remains 
make today bearable. Thatis what ? fpr? lava Hel thon ae 
Leonardo told us long before //C resique out of the cracks 0 
Marx worked it out in scientific ‘he universe. O 

Nisikan CabSEHEIa: ‘THE terms; Aeschylus and Aristophanes Ts ’ 

Abduction, 1971, welded have been saying it through the ‘“‘Against the Claw” will be in- 

Midtown Gallerios, NY centuries: the artist is the first cluded in The Revolution is to be 

pneleaapner: posite politician. That, naturally, is the Human, a book to be published 
page) , way the whole story starts—not soon by International Publishers.
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Seeking a Humanist Level 

Interview with John A. Williams 

John A. Williams 

Author. His works include Sons of Darkness and The Men 

Who Cried | Am. 

Interviewer: John O’Brien 

Professor in the English Department at Northern Illinois 

University, DeKalb. 

O’BRIEN: Many black writers in are worrying about writing as an 

this country seem to be experi- art. My own feeling about art in 

encing a certain crisis because of America is that it really doesn’t 

dual commitments both to politi- exist. Like everything else that is 
cal ideologies and their art. Some- produced here, it’s a commodity 

one like Imamu Amiri Baraka and is sold as such. Black writ 
seems to have given up most of ers to my knowledge, at least the 

his creative writing in favor of pol- ones that I’m in touch with, are 

itics. Do you feel any such ten- not that concerned with art as art. 

sion? It’s just the realization that art 

. , . has always been a political wea- 
WILLIAMS: Well, since I’m a little pon, and they use their writing as 

bit older than most of the writers, | such. 

feel the tension less. But | feel it. 

And if | were a young man! prob- Q’BRIEN: Do you see two distinct 
ably would be in a great deal of strains in American black writers, 
trouble trying to decide which | one tending toward social reform 
wanted to do. As it stands now, and propaganda, and the other 

with my family and things | want being more concerned with writ 
to do for myself, I’m not so easily ing as an art form? The first 
swayed and pressured into one group might be represented by 

thing or another. As a matter of — someone like Richard Wright and 
fact, | think that | do better with the second by Jean Toomer and 

writing books than | could pos- Claude McKay. 
sibly do with running around the 

country and shouting “Right On!” WILLIAMS: In the first place | 

Now in terms of art—it’s kind of _ wouldn’t agree with you about 

peculiar. | don’t think that there Toomer and McKay. But there 
94 are too many black writers who were some people in that particu-



lar school who were enamored of that that’s perhaps the best mix. 
art, of being accepted as artists. | don’t think anyone can say that 

Now the kinds of reformist or he’s going to be a pure artist; | 

propagandistic writing, if you want don’t think there is such a thing. 

to call it that, among black writ- | think that any man who is so 

ers really began a hell of a lot good in his craft as Ellison, that 
earlier, in 1853 with William Wells he’s doing the same thing as Wil- 

Brown. It’s not so much a ques-_ liam Wells Brown, Delaney, and 

tion of the writing being political; | others who have been doing it. 

it's a question of its seeking some Perhaps in a more subtle and re- 
humanist level on the basis of mote fashion he’s dealing with it. 

clearing the air in terms of op- 
pression and what it does and O’BRIEN: What special problems 
what would happen if there were does the black writer face in the 

no oppression. | don’t really know publishing world? 

where | place myself; I’ve prob- 
ably become good at mixing both. WILLIAMS: They face the same 
That is, dealing quite openly with problems that the people in the 

universal problems while achiev- Harlem Renaissance faced, and 

ing some small degree of crafts- that is, when is the door going to 
manship. And | think, after all, close on them in terms of this 
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Art is now being sold comparative acceptance into pub- of other writers. And one of the 

like soap powder, lishing and literary circles, even things we’ve always insisted on is 

it’s cleaner than within well defined and limited that we can be dealing with black 

clean, brighter than areas? That’s a primary concern, characters and families but this in 

bright, soapier than because if art is a commodity, no way means that we’re not deal- 

soap. Each artist is then of course there’s atime when ing with the whole of humanity. 
now reviewed in phosphates are in and detergents This is something the critics very 

terms of soap powder are out. often deny us as a matter of fact. 

—he has punch, 
kick, brilliance, clean O’BRIEN: Does the audience pose O’BRIEN: There are many blacks 

color power and so a problem for black writers? who argue that white critics have 

as each Madison no business criticizing black writ- 

Avenue product is WILLIAMS: Well, no, not for my- ers. Have you been involved in 
glorified in commer- self. The novel I’m coming out this debate? 
cial terms as it with in the spring, the King book, 

appears on T.V. so Sons of Darkness, and The Man WILLIAMS: | think that until white 

the critics and Who Cried | Am were written spe- critics are capable of objectively 

curators went to cifically for black audiences, which reviewing black works without 

work on the artists | agree are small. You can’t help racism, overt or otherwise, then 

and it is thanks to but have most of this spill over perhaps they ought to give way. 
them that we have into white audiences; this is the That’s my real feeling. Bob Cro- 

today an art without nature of your reading public. mie is one exception. Thorpe 

values and plenty Most people, whether they’re black Henn of the Kansas City Star an- 

of confusion. or white, don’t read anyway. But other. The situation in New York 

—Jonah Kinigstein | want to get back to the idea of _ is that the business is too heavily 

doing a book for myself. If it hap- involved with money to get rid of 
pens to attract people along the some of the guys who are review- 

way, good. For a writer to sit ing now. Let me see if | can give 
down and ponder what kind of you an example of the kind of re- 

audience it’s for is to have lost verse racism that goes on. With- 
the ballgame before it’s even in the past ten years on only two 

started. occasions the New York Times 
daily reviewers have done two- 

O’BRIEN: The observation has part reviews on a single book. 

been made that American litera- The first was Styron’s Confessions 

ture is steeped in metaphysical of Nat Turner. The second wasa 

problems and themes. Black two-part review on Malamud’s 
writers generally don’t seem as book, The Tenants. Now it’s kind 

concerned with these things. of strange | think that both these 

times, both these books, involved 

WILLIAMS: | think it’s easier to black characters as portrayed by 
worry about large, even insoluble white authors. I’m sure that this 

problems than it is to get down to _— resulted in part because of their 

the nitty gritty about how come reputations. On the other hand, 
this black or Puerto Rican family you couldn’t get a two-part re 
isn’t eating down the block. | view of a book by James Baldwin 

think you’re right about that. or Ralph Ellison, or John Killens 
or Richard Wright, if he were 

O'BRIEN: What will black writers alive. And certainly not Chester 
deal with when racism is no long- Himes who is anathema to just 
er a problem? about every critical reviewer I've 

ever known. | think that there Is 

WILLIAMS: | don’t really foresee this kind of racism that they’re not 

that myself. But | suppose if it even aware of, but it exists and 
were a reality, black writers would makes it so damn difficult for most 

start writing . . . but it’s not a white reviewers to deal with a 

question of “starting.” Their black work. Most people are not 
works would then be accepted aware of it but in recent months 

96 with the same equanimity as those there has been an underground



battle between the powers of the est novel about blacks? 

New York Times book review and 
black writers throughout the coun- WILLIAMS: Chester Himes said 

try. One of John Lennard’s re- Shane Stevens is “the blackest 
cent columns was in part directed writer | know,”’ but I think Chester 

to this underground struggle. The was being kind of cute. But to 

consensus of Lennard and some answer your question. Do you 

of the other people at the Times know a book called The Horn by 

is that they have done a great John Clellon Holmes? It was a 

deal for black writers by review- fantastic book about the lives of 
ing their books, despite where black musicians. It’s modeled on 

the review might be placed in the Lester Young. That is the one 

paper. Just by printing reviews of case | can now recall where it 

their books. One gets the feeling was beautifully done. A white 

that the people at the Times think writer got a group of black char- 
that blacks ought to be more acters in a situation where the 

grateful for all that’s been done language is so esoteric that most 
for them. people would not understand it, 

catching all the nuances of what 

O'BRIEN: Would it be possible a glance means, or a shrug of a Giirsioeeih Separatists, 

fora white writer to write an hon- shoulder, or a certain note on a 39". 'Gountesy of ine artist. 
Photographer: Charles 
Anderson, N.Y. 
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horn. So, | can’t say that white WILLIAMS: Well, you're talking 
writers should not write about about two things. You're talking 

blacks, if they can approach their about the White Alliance, which if 
subjects with as much talent and you know anything about Euro- 

concern and humanism as Holmes _ pean-African history, has been in 
did. It came out in the middle existence since the days of Rome, 

Fifties and it just sort of vanished. though we only have records 

It would be smarter not to reissue since 1888 when the Europeans 
it now because I’m sure there went over to Africa and sliced it 
would be all kinds of black criti- up. The slave trade... the whole 

cism. But | think it’s a very beau- bit. You can call it anything you 
tiful book. So there is that ex- want to but the fact is that just 

ception. because white nations were work 
ing together, it created a White 

O'BRIEN: Do you think that our Alliance. Now in terms of the 
government has such a plan as_ King Alfred plan in the United 

the “King Alfred” plot which you States. Just take newsreel clip- 

describe in The Man Who Cried pings of American history up to 
| Am? Or is it merely an attitude the present. You stop at one 

which persists about how blacks point: massacre of the Indians. 

came Byron Crowd, ugh should be treated? Or even the massacre of white 

Jodi Scully ‘alfory, Los 
Angeles. Photographer: 
Thomas J. Crowe. 
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groups—the American soldiers of shit. But now the Vietnamese 

who deserted the American army people have to import rice from 

in the Mexican War, who went to _us. They can’t grow it anywhere. 

fight with the Mexican forces. It’s well documented. 

Wiped out. You see the Japa- 

nese American camps. You go to O’BRIEN: And, of course, it has 
World War Il: two companies of been suggested that narcotics 

black troops wiped out by Ameri- have always been used to keep a 
cans in Italy. Click. You put it certain part of the population, usu- 

all together and there’s no room ally the poor and the black, in 

left for doubt as to what’s going the same economic situation. 

on. And it doesn’t really matter There were few well financed gov- 

whether it’s conscious, subcon- ernment programs to fight drugs 
scious, or unconscious. The end until they reached the white mid- 

is the same. All these people dle class. 

have been dispossessed and op- 
pressed. WILLIAMS: | think that one of the 

things that has been evident since 

O'BRIEN: American involvement Attica, but it his always been evi- 
in Viet Nam had the effect of tak- dent in American history, is that 
ing a large number of blacks out @/though all classes of white peo- 

of this country during the time of Pie have been raised and trained 
major riots in the Sixties. to stand apart from blacks or Chi- 

canos or other groups of that sort, 

there are vast numbers of white 
WILLIAMS: Yes, but what do you people who are as expendable as 

do when all of these guys come these other groups. We've known 
back to the ghettos with all of that since the pioneer days. And 
their training? Those who sur- of course, in Attica, they just went 
vive Viet Nam? in there and started shooting up 

everybody, black as well as white. 

O'BRIEN: Who said the govern- And people never seem to mind 
ment had much foresight? it. It’s the one big, unlearned les- 

son in this country. 

WILLIAMS: In its haste to get rid 
of the blacks in the first place... O’BRIEN: How do you relate to 
yes. Do you know Sam Yette’s radical groups such as the Pan- 

book, The Choice: The Issue of thers? Do they have a greater 

Black Survival in America? He's effect on blacks in changing so- 

the correspondent for Newsweek’s_ cial conditions than do black 

Washington Bureau. The book writers? 
came out last year. A very quiet 

book. Being on the Washington WILLIAMS: | don’t think the job 

scene Yette’s been able to docu- should rest with any single group. 

ment certain things that senators Both have functions. Certainly the 

and congressmen are into, as well Panthers have done marvelous 

as the administration. Vis-a-vis, things in terms of creating a lot 
the possibility of some kind of of backbone in the black commu- 

genocide, which they practiced nity that was not there before. 

very well in Viet Nam. The legis- Around the country | think that 

lators who come from the rice cops are not going around and 

cup states in the South work hand- kicking in doors in black neigh- 

in-hand with the Air Force to de- borhoods the way they were. And 
foliate not only the trees in Viet  1|’m told now that around Berkeley 

Nam but the rice fields. Indo- and Oakland they even say “Sir” 
China was the first producer of when they stop somebody. And 

tice in the world until we started that’s important. The Panthers do 

defoliating so we could see the their thing and the black writers 

enemy, which was always a crock do theirs. 99



Notes 
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on the Guidance System 

of the Cinematic Time Machine 

by Clarence Robins 
Research Assistant for The Human Communications and 

Territoriality Project at Bronx State Hospital, Bronx, New 

York. 

In this post-Einsteinian world, man part of the larger system of the 

discovers a cybernetic universe, universe. 

and his connection with it is seen 
as part of a lawful process. As In this same sense the film indus- 
difficult as it may be to under- try has no meaning in isolation 

stand, even man’s consciousness — from other institutions with which 
is ultimately governed by the same __ it is connected in our social sys- 

laws which control the vast and tem. It is these inter-relationships 

surging movements of the galax- which determine the nature of a 

ies. To understand these relation- _ film industry. 

ships man must at once distin- 
guish between a system’s content In all societies there are formal 

and its context. Content has no and informal rules, called laws or 

meaning without context and vice- customs which operate as the 

versa. The milky way, our galaxy, means of social control. These 

is context for our solar system’s rules appear most often within the 

content. Our planet is content to corpus of a culture’s mythologies, 
our solar system’s context. Man and eventually become trans- 

is content to the planet earth’s formed into a rationale for the so- 

context and so forth. These bod-  ciety’s moral posture. In the Unit- 

ies have little meaning individu- ed States a good deal of the syn- 
ally but have a great deal of mean- thesis of modern day myths is 

100 ing where their connectedness is located in Hollywood. As culture



bearer to the millions the film in- manipulation of the myth system. 

dustry is extremely influential as The American film industry is es- 

a context for shaping the attitudes sentially a subsystem of larger 

and beliefs of the film-going pub- bureaucratic systems which main- 

lic. This complex delivery sys- tain power no differently, when it 

tem's interconnections touch on comes to the crunch, than that of 
all aspects of American institu- ancient Greece. 

tional life. First, at the media 

content level and secondly, at the The coercive relationship of the 

contextual level of the political- movie industry to other social in- 

economic structure. Simultane- stitutions is pervasive and funda- 

ously, American movies reveal, mentally schizophrenic. Pervas- 

obscure, reflect and are a reflec- ive in that the film, as metaphor, 

tion of the complex process with- is software to society’s hardware 

in which it functions as a guid- of laws and customs, thereby of- 

ance system to the culture, where _ fering alternative realities. Schizo- 

the essential operation is the phrenic, in that as feedback it 

epistemological defense of the can be manipulated to replicate, 

boundaries of western idealism distort, reconfigure and dissolve 
and its political-economic systems. the past, present or future of any 

social reality. When unambigu- 

This important communicational ous, film can be a creative tool of 

institution does not and could not immense power; an oracular time 
be allowed to exist in an uncon- machine whose limits have not 

trolled vacuum doing its own been reached. The tragedy of 
thing. Film exerts powerful influ- American film making has been 

ences over prevailing social atti- the limits imposed on the subjects 
tudes, and the laws which they which can be shown to an audi- 

influence. Those who control any ence in their local theater through 

part of film making’s institutional various types of censorship. Un- 
inter-connections feel compelled fortunately, controlling film in this 
to carefully monitor all of the in- way has not prevented discrepan- 

dustry’s products. The information cies between what society says it 
(film is information) flow is moni- is all about, and what, for exam- 

tored within the society by the ple, minorities have always known 

application of censorship, through _it was not. During the last decade 

teview boards, obscenity laws, we have experienced the most 
rating systems, film classification violent social changes, with re- 
and license regulations. These gard to social equality, since the 
techniques for controlling a socie- _ Civil War, yet the film industry has 

ty’s myths is part of a long histori-  characteristically ignored these 

cal process going back to the time events as they wrenched and 
of the ancient Greeks. ripped the fabric of our nation. 

Since the days of Socrates most The film industry has not brought 
establishments have understood to bear, on these issues, its fan- 

how myths are mechanisms for  tastic potential for exploring and 

social control or change. So-_ illuminating the serious concerns 

crates was accused of importing affecting the real rot of our 

foreign myths and had to be elimi- culture. For example, the destruc- 

nated by his own establishment. tion of the planet’s ecology, the 

Therefore, a fundamental task of manipulation of human and natu- 

bureaucracies is the maintenance _ ral resources, the political eco- 

| of correct social attitudes (boun- nomy of scarcity in the presence 

daries) with regard to the laws of plenty, the business of war and 
' and customs of society. Seldom the ‘future shock’ of uncontrolled 

is this accomplished by direct technology are some examples of 
physical confrontation, but it is the contextual priorities which 

most often achieved through the need attention where film can be 101



Politicians recur in influential. It is this potential for  tionistic framework so that its hid- 
my work—that influencing change that is crucial den connections are never dealt 
group of men upon to understanding the gaps in the with. That is, all phenomena are 

whose supposed record where movie making is handled in isolation to the rest of 

wisdom, good will, concerned because it represents the ecology, social and otherwise. 

and intelligent a real failure of will. In order to 
behavior our very see the picture, we would have If the reasons for censorship or 

lives depend. It is had to see the pictures, so to film classification are to be more 
the subtle relation- speak. In other words we have to clearly understood as mechanisms 

ship between these see the whole thing. of social control we must avoid 
men and the goals reductionist analysis. We must 

and methods they Unfortunately, social scientists, learn that a regular pattern of 

use in politics that amongst other critics, tend to cite rules are tautological structures 
interest me. specific films, or situations, as the within a system of events and that 

—Sidney Chafetz villain in the piece. We must avoid culture provides the context for 

this approach because our judg- the modification of the above. 
ments, like theirs, then become Thus, the film classification sys- 

the repositories of aesthetic and tem raises the profoundest ques- 
moral positions which reduce the _ tions as to the nature of relation- 

world of events to a set of prior ships between the present episte- 
causes ..... like original sin. mological matrix of laws, social 

These critics tend never to indict customs, commercial endeavors 
the industry of film as part of a and those who are affected by it. 
system of inter-connected institu- The function of this classificatory 

tions whose existence, in combi- rating system is that of a homeo- 
nation with the banks, judiciary, Static device for maintaining a 

theaters, unions and so forth are moral redundancy pattern. 
a greater organism than one film 

company in isolation. To criticize The use of this mechanism for 
an industry for not upholding the controlling information flow, which 

moral fabric of society would tend might tend to alter the current 
to violate the idealism, inherent in orthodoxy, generates a false con- 
the spirit of liberalism, by remov- sciousness because ultimately the 
ing the basis of the blame system epistemological structure slips out 

from the individual to that of the Of phase with reality. Critics at 
institutional collective. Thus, these tempt, inappropriately, to manipu- 
critics are double-bound by the late human behavior through legal 

old epistemology which allows and other means, by controlling 
them to have a sense of moral the myth-making apparatus while 
outrage, yet prevents them from apparently ignoring the time 

correctly perceiving the source of bounded quality of their en- 
their discomfort. Many are unable deavors. 
to understand or have the cour- 

age to admit that if they were This misplaced concreteness ig- 
effective in criticizing the film in- | nores Marx’s famous insight .... 
dustry they would probably lose as to the origin of a society's 

their jobs. Liberalism fails to morality. The industrial infrastruc 
alleviate the dilemma between the — ture gives rise to the ideological 

individual conscience and the one superstructure. So long as the 

created by society, standing in for myth-making apparatus supports 

the state. It becomes clear that the establishment epistemology 

the way one is expected to per- the bourgeois critic thinks por 

ceive his relationships to the rest nography, as such, endangers the 

of society is a question of the ut- state. 

most strategic importance. The 

control mechanism for film is the This perception of hedonism as 
same for the rest of society. The the enemy of the social order is 

epistemological conception is a reductionistic trap which pre- 
102 carefully maintained in a reduc- vents him from observing obscen-
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ity in film as reflective and symp- over their own bodies. Film has 

tomatic of deeper conflicts within often pulled the covers off of the 

an on-going process. These crit- control mechanism called original 

ics have continuously ignored a__ sin, forcing the state to invoke re- 

fundamental dialectical problem — straint as the social corrective. 

of change and stability, as it re- 

lates to law: that as society The notion of original sin can only 

changes continuously, laws tend be maintained through the care- 

to remain static giving rise to all ful programming of guilt. Control 
manner of social contradictions over one’s own body, where guilt 

within this type of social paradigm. is not manipulated externally by 
Societies which maintain the the state, is dangerous to all es- 

blame system have a functional tablishments. In this instance, the 

belief that bad thoughts cause paradoxical nature of law turns 

people to do bad things. This, ac- out to be a producer of conflict. 

cording to Dr. Albert E. Scheflen, Law, in this sense, no longer 

a psychiatrist at Bronx State Hos- serves the society as a means of 

pital, is the basis of controlling an regulating the affairs of men. As 

individual through the program- outmoded laws and traditions with 

ming of guilt. This belief is ap- support end up fighting a rear 

parently applied to the subject guard action in which the cry oft- 

material of motion pictures which en becomes “Law and Order,” 

might show people committing so- law is revealed as restrictive and 

cially proscribed acts. The media __ repressive, providing no feedback 

itself is then accused of having to society as to how it too must 

the power to affect the minds of change with the times. The only 

those who view it with bad _ other source of information which 

thoughts. For at least one thou- lends itself to providing directions 
sand years Judeo-Christian civili- for change, in an explosive world, 

zation has located the source of is art. Art ideally plays the role 

original sin within the boundaries of providing feedback to the so- 

of the human body, not within the ciety through its aesthetic truth. 

surrounding social context. The 

struggle as to whether blame is to To deny the film-maker and his 

be placed on the shoulders of the audience the art of film as a func- 
individual, or that of society, con- tional system is to replay the an- 

stitutes the politics of competing cient passion play of moral scape- 

epistemologies. As long as the goating, which we have had en- 
individual can be blamed and _ tirely too much of for too long. 

scapegoated he can be controlled. All film classification systems are 
All advanced societies believe inherently repressive. To rate 

that they have the right, through “Sweet Sweetback and His Baaad- 
the democratic process of elect- aass Song” as an ‘X’ film is to 

ed representatives, to determine deny the truth of Melvin Van Peb- We popes: frets. 
how the bodies of their citizens bles’ autobiographical and aes- woodcut. The editors 

are to be exploited. Yet, simul- thetic vision, no matter how hor- forthidwendout dese 
taneously, these social systems rendous a truth is depicted. [] — fSbscistay Jor inis issue. 
contradict themselves by suggest- 

ing that the individual is respon- 

sible for all of his actions within. 
those systems. This is the es- Note: Readers of Arts in Society have a special opportunity 

sence of western idealism’s mor- to order an original print of the Sperakis woodcut shown 

ality. on the opposite page. The prints are 6” x 9”, hand- 
pressed onto fine quality rice paper, unmounted, and from 

Whenever films depict sexual @ limited edition of 200. This woodcut was done by 

behaviors, which violate a moral Mr. Sperakis specifically for this issue. The editors thank 

code, the information, which is him for his generosity in making possible this offer to 

inadvertently revealed, is that of Arts in Society readers. Prints may be obtained for 

human beings exercising control $6.00 each by filling in the form on page 151.
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Dance is a Human Art 

by Marcia B. Siegel 

New York dance correspondent, The Boston Globe. 

A collection of her reviews, At the Vanishing Point, was 

published in September 1972 by Saturday Review Press. 

| am not a philosopher. Neither of creation/acceptance, it ceases 

is anyone else | know who makes to exist —all attempts to plan it, 

dance or comments on dance. preserve it, determine its politics 

The term humanism intrigues me, or locate its status in history only 

because it sounds as if it might diminish its essential identity. 

be very important to dance. | (You can play a recording or hum 

even used the term once myself, a tune, you still have music. A 

when | was just beginning to re- painting can hang on the wall in- 

view dance and was trying to definitely whether it’s looked at 

group things under impressive or not. What a playwright writes 

labels. down can be filmed or read on 

the radio, it’s still the same play. 
But | suspect the philosopher's But the only way to have a dance 

humanism is a lot more compli- is to do it or to see it.) 

cated than what I had in mind 
that time. A lot more remote and Nothing else about dance really 

less real than what I still see as seems so important to me. It can 
the quality that ties dance most be any style, any period, it can be 

profoundly to contemporary life. held in a loft or Lincoln Center, 

But for the sake of getting some- paid for by millionaires or contri- 

thing said about dance in a _ buted by poor people. Increas- 
learned volume, let me go on as__ ingly, | see dance as something 

if | did understand what Mr. intimately related to me. About 
Schwartz means by humanism, me in fact. No other art, no mat- 

and let me propose flatly that ter how much | may appreciate it, 

dance is the most humanistic of does that. 
all the arts. 

America’s first professional dance 

Dance is a people art. It’s at its critic, John Martin, attempted sev- 

best when it focuses on people, eral times in the early 1930s to 

and it can reflect the life of peo- explain the phenomenon of dance, 

ple with a depth no other art per- and especially modern dance, 

mits. Dance requires human be- which was then very new. Martin 

ings for its existence— people spoke of the kinesthetic response 

make it with their bodies and peo- and metakinesis, two related proc- 

ple must be present as witness esses by which the audience iden- 
106 for it to occur. After that instant  tifies with the dancer. Everything



adancer does is a reflection or a__ing participants? Does any non- 
stylization of movement we all do, literary artist really have clearly 

and, watching dance, we feel an- thought-out intentions when he 
swering vibrations in our own starts to make a picture or a 

muscles and emotions. This is song? Does the artist really care 

the least understood and the most —__ what occurs in the audience’s mind 
threatening facet of dance, and | after the performance? Critics 

think the source of dance’s ap- and professors can concern them- 
peal even when it is least recog- selves with these things. | think 

nized as such. certainly the choreographer does 

not. 
Dance is always more or less tact- 

fully relegated to the back shelf But that doesn’t make his work 

when the arts are being discussed any less “relevant.” It doesn’t 

by intellectuals. It doesn’t follow mean he “thinks” less about his 

the rules set up by a verbal culture society, or isn’t “exploring” or 

for what constitutes a meaningful ‘“‘investigating” or “commenting” 
experience. If conceptualizing is on what is going on in his world. 

always equated with verbalizing— Our society has attached a verbal 
if an art work cannot be validated component to all these activities. 

until its emotional and sensory If we can account verbally for our 

impact wears off and the critic “exploration,” then we have ac- 
explains it to an otherwise uncom- complished something positive 
prehending public —if a work of for society; if we can’t see any 

art must bring forth a repeatable verbal result, we assume explora- 

and increasingly organized set of tion hasn’t occurred, or it has oc- 
fesponses—then dance falls short curred on only the most ephem- 
of aesthetic good form. eral, disorderly level and doesn’t 

count—certainly it can’t be called 
But isn’t it possible that these art. Maybe ‘‘media” at best. 
measuring sticks have been de- 

vised entirely by people on the Dance suggests a possibility that 
outside of art, as a means of threatens this whole verbal mono- 

gaining access to art without be-  lith—that thinking and doing can 
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If one of the things be the same thing—that some- its own metaphor. Suppose the 

we look for—and I thing can be “said” without form- language of dance is dance, and 

do—in art is vitality ulation into words —and |’m not suppose its constituents are space, 

—not only a state- surprised that the verbal-intellec- time, weight, energy, the body. 

ment but the very tual establishment has discounted What a different perceptual appa- 
presence of human the whole art form as a serious ratus we’d have to put into oper- 

striving, thinking, activity. ation. 

feeling, a paradigm 
of what it means to We are so used to having dance I’m not advising that we ignore 

live—then art which talked about in the more accept- the Romantic messages of “Swan 
is based on formula, able phrases of theater or musi- Lake” or the Freudian symbols in 
“marinated,” is art’s cology, or having it shunted off Martha Graham, but that we stop 

opposite. into some corner beneath the in- Wallowing in them and look at the 
—May Stevens  tellectuals’ notice, that the actual '™ovement—for confirmation, or 

dance event seldom gets dis- even denial, of whatever other 

cussed. The event is shrouded in Stuff is being laid on. 
mystery—people think they aren’t 

supposed to understand it. | con- “Swan Lake” doesn’t impress me 
stantly meet people who are new onan ethereal/theatrical level. As 

to the dance audience and eager 2 matter of fact | have no patience 

to “get it,” who ask me whether for its long-winded style, don't 

something was good or not, who like big showy ballets, am bored 

think they don’t understand dance Usually by the acting, and think 
because they don’t understand the story is silly. Then one day 
every single movement. As if last spring | was watching Deanne 
every gesture a dancer makes is Bergsma of the Royal Ballet make 

like a word that can be looked up 2 exit, and suddenly | saw that 
in a dictionary! she was flying away. | didn’t see 

her as a Swan. | couldn't have 
| . cared whether she was wearing a 

The current popularity of dance is white tutu or a smock. | didn't 

usually diagnosed as an enter-  eyen expect her to leave the 
tainment success. People are at- ground. But at that moment the 

tracted by its glamour, its novel- choreography and this dancer's 
ty, its virtuosity, its theatricality. understanding of it combined to 

More and more we are being en- create the metaphor—weight sus- 
couraged to watch dance without pended, she wheels through space, 

having to face its movement im- expanding into her own buoyancy, 
Plications—to watch it as a show,  |ifting and going, all at the same 
a circus, a game, a tract, anything time. As | write this | fill my rib- 
but a document of ourselves. Be- cage with air and feel my weight 

cause we live in a verbal culture, lifting and circling, to help myself 
many of the people who are in- recall how it was. 

terpreting dance to the public 

deal with tt only In its verbal as- What the performer has created 
pects, as if it were always de- and what the viewer has perceived 

seribing something oF standing are in their raw state not that dif- 
for something. The entertainment ferent. | can partake in her feel- 

brokers would have | us believe ing because I’m in touch with my 
that the purely kinetic aspect of Gwn movement equipment, which 

dance is merely a matter of good is the same as hers. | don’t mini 

breeding and fine technique. mize her accomplishment by iden- 
tifying with it; on the contrary, | 

It seems to me, though, that rath- can appreciate even more the im- 

er than a personification of kings mense acuity and strength with 
and princesses, swans, Greek which she constructs these de- 

heroes or folk figures, rather than signs to be filled with meaning, 

a vehicle for history, rite or revo- and the particular intelligence and 

108 lution, dance needs to be seen as commitment she brings to some-



thing I’ve often seen as a mere the ground. The light is warm and The painter is 
technical feat. subdued. The sound an electron- always about one 

ic buzz. A man and a woman are thing: he is busy 

| have a feeling that this three- seated on the floor, dressed in creating a world 
way partnership, in which choreog- torn beige leotards. She crawls, which, while acting 

rapher, dancer and audience cre- close to his body, behind him to asa mirror to man’s 

ate the dance together, is what his other side. He reaches around experience in the 

Merce Cunningham is after in his and pulls her back. She rests a real world, also 

work. To achieve it he has thrown minute, then slinks around again. behaves as an 

out all the traditional props and Slowly, without passion or em- autonomous world 

distractions: plot, persona, music phasis, they repeat the phrase of form. 
and moral. He even seems to several times. —Hiram Williams 

have given away much of his own 

responsibility by using chance What is this? A Dadaistic exer- 

methods and indeterminacy to cise carried out according to the 

put together his dances, instead numbers shown on some dice? A 
of his ‘‘creative instinct’ or his  re-interpretation of the Sisyphus 

“artistic intention.” Can this be image? A love duet? The viewer 

art, an earnest young critic won- is free to decide. He may even 
ders. Random like that. The decide it’s nothing more than two 

choreographer doesn’t even know __ people with different, mutually de- 

what's going to happen from one ___feating intentions. He can certain- 

performance to the next. He de- ly see it’s that, anyway. And that 

nies it “means” anything. truth isn’t any less cosmic than 

some programmed simulation of 

But only look at Cunningham’s _ truth that only bounces off the top 
dance, invest something in it. The layer of our reflexes. 

opening duet of ‘‘RainForest”. No 

clues here, or at least, none that The dance metaphor is stronger 

are consistent. Against a black the less it relies on overtly meta- 

background silver, helium-filled phorical devices. When a chor- 

pillows float about, some in the eographer wants to make a politi- Leon Golub. Napalm (1), 

air, some skidding gently along cal statement or a comment on  4$4°x $554'“,on, canvas: 
Galerie Darathea Speyer, 
Paris. 
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To say something in society, he most often adopts the actions. They became slightly 

art is to risk today. “social realism” approach of the more intense. He might have been 

—Paul Georges thirties. This is particularly true of | overtaxing himself but he gave no 
many black choreographers. Us- sign. That pulling in of his flexed 

ing stereotyped characters, themes arms turned into a slashing ora 

from the catechism of black pride stabbing gesture when the narra- 

and white oppression, pantomime, _ tor referred to the piercing of the 

soul music, Afro designs, they bid blind cow’s eye. Sometimes Dun- 

for the audience’s approval, or its as gazed into the distance, but 
shamed silence. usually his focus was_ inward. 

Sometimes his calm face would 

But when | look at Eleo Pomare’s twist into a satisfied snarl of ex- 
choreography, | don’t see these ertion. When the tale was done, 

symbols he has adopted. | see he covered his eyes. 
energy dominated by a clenched 
fury and body-shapes that never | found in this piece a tremendous 
complete or confront anything be- indictment of the American fron- 

cause they are borrowed from the _ tier mystique: the equation of vio- 
oblique, half-closed vocabulary of ence with virility, the impassive 
Martha Graham. Maurice Bejart’s _ killings, the worship of wide-open, 
spectacles of love, peace and clean-cut, all-forgiving, Marlboro 

revolution are similarly empty on Country spaces. | suspect it is 
the movement level; his dancers  @/So politically significant that the 

are painted puppets, jerking from New York Times pronounced the 

one illustrative posture to another. dance “surrealistic” and “quietly 
enjoyable.” 

qT , si 

concer es eae fac! vs not jst hat Duna’ mss 
resentational ones. In his loft |> ees literal than Pomates: 2 
piece, “To Love Us Is To Pay Us”, that it probes deeper into the rot- 

performed only five times for a ted fest) ‘ot on society aw order 
capacity audience of about thirty, to see! ‘Dunas dance, the! aude 

William Dunas crisscrossed the nee Hasso participate morejeate 

space with slow, deliberately un- gerously. There's no way we 

emotional walks, sometimes cir- this. dance from far away. mee 

cling his arms above and behind hasnit got an Sepecially Sorco 
his head, sometimes flexing them body, heidoesnitzdo great fecnn: 

muscle-man fashion, then pulling cal displays: He dogen't hl a 
them in towards his body. He ries and he doesnt reminisce = 

would spread his body into an X fog 7 to some pygone Peto. 

and pivot sideways, or he would ooking at himsuperncially: youl 

hop on one foot in a circle quite probably be bored, or eg might 
fast, sometimes smiling. charitably dump him into that 

great grab-bag of the inconse- 

quential that official critics call 
A dark-haired, saturnine man sat surrealism. 
in a chair like a host introducing 

a TV drama. He told parts of a Dance is not only about reality, it 
story about some men and some jg real. It is a real thing happen- 
horses, a search, a blind cow, a ing to a real person. Society 

killing. Another man perched on pressures the artist to be less 
a high stool and strummed a eal, to act out the safest proto- 

guitar. types and pave the escape routes 

with modish dissent. If the artist 
This is all that happened for the cops out, it’s with our collusion. 
dance’s thirty-minute duration. If he reveals himself, he does it 

Dunas did his dispassionate, repe- because we have made contact 

titious phrases. Eventually you with ourselves. Nothing could be 

110 could notice small changes in his more human than that. (



je NEEDED: A Hard-Earned 

and Tough-Minded Humanism 

by James Rosenberg 
Professor of Drama in the Theatre Department at Carnegie- 

Mellon University. 

| remember, when | was taking my same passage of Time, bringing 

doctoral orals some twenty years with it an increment of either wis- 

ago, identifying myself (in answer dom or senility (depending on 
to God knows what kind of ques- which side you're rooting for, | 

tion) as a “humanist,” whereupon guess). The two terms are closer 

one of my faculty tormentors, a than most of us are willing to ad- 

lean, cool devil with flashing eye- mit, and there is a sort of I-Ching- 

glasses, gazed at me patronizing- ish area where they more or less 

ly and purred: “Ah, yes, Irving overlap, if the truth were told. 

Babbitt and all that, eh?” | felt 
stingingly put down, meditated on In any event, | find a number of 

dark thoughts of revenge, and problems in Mr. Schwartz's essay. 
now feel indeed ‘that Time has One of them is the fact that he is 

brought it t6 me in full measure writing from the perspective of a 
with the repudiation over the years critic of the visual arts; | am in 

of the iwhole: New Critical -T. 8. the field of theatre and literature. 

Eliot-T. E. Hulme mystique. And, while there are certainly 

ways in which artistic activities 

Why, then, am I so loath today can be roughly differentiated from, 
to shout “Hurrah!” to Barry say, technological ones, | am not 
Schwartz’s cry for a return to at all satisfied that there is such a 
“humanism” and “content” in the topic as “art,” any more than | 

arts? am that there is such a topic as 
“humanity.” Or “truth.” Let us 

One reason, | think, is simply that try to follow Dr. Johnson’s advice 111



The whole excruciat- to Boswell, “Clear your mind of really means. (Certainly anybody 

ing effort of the cant, Sir,” which means, | take it, who puts Genet and lonesco in 

artist is to express in sharpen up your phraseology and the same box is suffering from 

form the content of clarify your definitions. some kind of confusion!) 

personal existence. 
—John Fenton And, speaking of definitions, what But all these are relatively minor 

exactly is it that Mr. Schwartz quibbles. 

means (what do | mean? what 

does anybody mean?) by the | suppose my major criticism of 
word, “humanism”? At one point the Schwartz essay is the con- 

he says: “The metaphysical Hu- sistent attempt in it to separate 

manist creates work that is active form and content as two discrete 

symbolically; he engages the view-_ entities. Frankly, | had thought 

er in the interpretation of the this aesthetic battle had been 

work. The existential Humanist fought and won many years ago. 

creates images which confront the But evidently not. It’s not just that 

viewer by provoking a response.” | get a kind of Sovietized squeamy 

I am at a loss to think of any “for- twinge in my belly when | hear a 

malist’ — or, indeed, any serious critic attack an artist on the 

artist of any size, shape, or form grounds of “‘formalism;” it is that, 

—to whom these statements would — very frankly, | find no sense or in- 

not apply admirably. Perhaps the _ tellectual validity in this kind of 

question is: Who would Mr. criticism. As | said earlier, it may 

Schwartz identify as “‘anti-human- be a little different in the visual 

ists” or “formalists’? Klee? Pol- arts, but | can think of no work of 
lock? Mondrian? But surely it is literature—play, poem, story— 

clear that their paintings are the about which | could meaningfully 

Products of all-too-human hands _ discuss “form” as separate from 

and brains and eyes, and—though ‘‘content.” Even in the field of the 

they may have no identifiable visual arts, | would like to have 

“story” content or representation- Mr. Schwartz explain to me the 

al humanoid forms—surely we success of the ‘form’ as against 

respond to them with all the tra- the failure of the ‘‘content’” —or 

ditional weaponry of human re- vice versa—in something like Pi- 

sponse: emotion, thought, preju- casso’s “Guernica.” 

dice, feeling, and even a little of 

that awe which lies at the heart And, while there are damned few 

of mystery. Is Samuel Beckett a things | feel absolutely sure of, 

“formalist” playwright? In what one of them is that something 

way is Waiting for Godot less “‘hu- like, say, an Elizabethan sonnet, 

manistic’’ than, say Goethe’s Eg- is not just an exercise in meter 

mont? For that matter, is Samuel and rhyme-scheme and_ formal 
Beckett an “absurdist” playwright? structure; it is also a way of see- 

| wish | could be sure. Mr. ing (and a way of saying), and 
Schwartz evidently feels he is, that—if you will—is its ‘‘content.” 

and he also evidently feels he So is the “form” of Moby Dick. 
knows what “absurdism” is and 

can identify it (he refers to it sev- But, having come this far in a 

eral times and says it depends generally negative and critical 

on a “regulsion-curiosity mecha- vein, | must say, in all fairness, | 

nism,” which sounds bad). But find much in Mr. Schwartz’s essay 
Martin Esslin, in the classic book with which | am in sympathy (al- 

on the movement, includes Beck- though | do wish he were less 

ett, lonesco, Genet, Adamov, Pin- fond of non-statements like “The 

ter, N. F. Simpson, Giinter Grass, Humanist artist is concerned with 

and Max Frisch among the ‘“‘ab- life as it is experienced”; so what 

surdists,” which leads me to sus- else is new?) | would guess that 

pect he has no more idea than any call for a revival of Humanism 

112 anybody else what ‘“‘absurdism’” would be greeted warmly today,



if only because the word itself has the world seems to me not very I am concerned with 

gravitated back to its earlier po- helpful. “The Humanist,” Mr. man, his mental 

sition as a generally honorific Schwartz says, “insists on social landscape, his inner 

term. | think, too, that most of us change and participates in the structure, his vision, 

are haunted by a nagging sense creation of a system that offers his dehumanization, 

that something is wrong with art greater sanity, humanity and jus- and with the affirma- 

(and life) nowadays, and that this tice.” As opposed to the “formal- tion of his persona. 

has something to do with mecha- ist,” who is against all these —Arnold Belkin 

nization, loss of feeling, technol- good things? By these standards, 

ogy, and dehumanization (although Brecht is one of the foremost “hu- 

definitions of the latter term may manists” of our time (although the 

vary, from that of Ortega y Gasset Soviets found him far too “formal- 

to that of Barry Schwartz to that istic” for their taste), overtly dedi- 

of me, or my corner grocer). But cated to “changing the world.” 

| suspect that saying what's But are we to assume that that 

wrong with modern art is, in ef- noted “absurdist” and “formalist,” 

fect, too much “formalism” and Samuel Beckett, is satisfied with 

not enough “humanism” is not the world as it is, and “art for 

only a staggering oversimplifica- art's sake”? Might we not say, in 

tion but is just simply not so. fact, that the necessary change 

implicit in Beckett’s universe 

To identify the “humanist” artist strikes far deeper than Brecht’s 

as someone who wants to change tinkering with politics, involving, Miriam Beerman. Bloody 

Heads, 1969, oil and paper 
collage, 26 x 36”. Courtesy 
of the artist. Photographer: 
Anthony J. Bruder, N.Y. 
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as it does, a change in man’s Now you may argue that men 

soul, not his body (politic or oth- | should be more “humane” in or 

erwise). The things that are wrong der to produce better art, but 
in Beckett’s world cannot be made _ that’s a different argument and a 

right by working in an election — virtually impossible one to prove. 

campaign or voting a minority And | must also say, | find it in- 

party into office. tellectually indefensible. 

And yet, unless you assume Beck- Am | to make aesthetic judgments 
ett to be suffering from a despair on Proust’s work based on the 

so paralyzing as to disqualify him fact that he lived in isolation from 
from writing anything, you must society? Or on Brecht’s, based 
credit him, it seems to me, with on the fact that he was (or was 

wanting to “change the world’ he?) a Communist? 

with his plays. What artist, in 

fact, ever created anything with- Let us leave that kind of an argu- 
out the intention of its making ment to the Soviet aestheticians 

some kind of a dent in the society and the theologians of the far 
around him? right. Let us by all means investi- 

gate the implications of “human- 
So okay, Barry Schwartz, let’s look ism” for artists of the late 20th 
into the possibilities of more “hu- Century, but let us not delude 

manism” being brought to bear ourselves that “humanism” in art 
both on and in modern art. (After is a touchstone. 
all, who can knock it?) But let’s 

make sure it's a hard-earned and Surely the great thing about art is 

tough-minded “humanism,” not that it has always defied that 
the sentimentalized nineteenth- kind of moral measurement—and, 

century variety that originally hopefully, always will. 

earned the whole movement a 
rather mushy name. To be a “hu- But, having said all this, is there 

manist” may be rather an attrac- anything positive or optimistic to 

tive thing to be, but it in no way be said about applying the values 
guarantees that you are going to and insights of “humanism” to 
produce great, or even good, art. that particular art form in which | 

In fact, frequently — depressingly live and move and have my mar- 
so—the evidence (Norman Rock- ginal being—the theatre? 
well, Edgar A. Guest, the artists 

of “Soviet realism’) would seem One wouid hope So: In fact, the 
to suggest that you are not. question, put thus, is a rather odd 

one, for it would seem that, of all 

All of which brings me (by faint the forms of art, theatre — being 
clews and indirections) back to the most societal—should be (and 
my starting point: | suspect that has traditionally been) the most 
the real issue has little or nothing “humanistic” of them all. Yet itis 
to do with “humanism” or “for- also clear, as | suggested earlier, 
malism” or any other “isms.” theatre people suffer just as much 
(“Isms” make me feel itchy.) 8 other artists from the nagging 

What difference does it make sense that something ‘‘dehuman- 

whether a man is a “surrealist” izing” has happened to their art 
or a “symbolist’? And who can _ in the past 50 years or so. Mostly 
tell the difference? in the name of returning the the- 

atre to the people, ironically 

What we need in modern art (what enough. | recently sat through a 

we have always needed in the performance by a troupe suffering 
field of art) is not more or less under the heavy hand of Jerzy 

“formalism” or “humanism,” but Grotowski, and, after an evening 

Rudolf Baranik Napalm simply better work. More and bet- of watching young people in jock- 
A pea per ter art, produced by men of what- ey shorts posturing grotesquely, 

N.Y. (opposite page) ever philosophical cast of mind. uttering groans and_ screeches,
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and banging pieces of metal to- Arcadian past which none of us 

gether, | could almost yearn fora ever lived in. Granted, there is 

return to Clifford Odets. much ugliness in machinery, and 
the effects of technology and sci- 

It is ironic and paradoxical, | ence have seemed somehow to be 
think, that the new gropey-feeley profoundly dehumanizing. But as 

school of audience participation compared to what? The effect of 

has turned out to be more alienat- the Church on the lives of people 
ing and more truly dehumanizing in the Middle Ages? And when 

than the old-fashioned, box-set we condemn automobiles, ait- 

type of drawing-room melodrama. planes, factories, and highways 

But there is something profoundly as ugly and inhuman (all of them, 
significant about these experi- after all, made by men, in answer 

ments in having actors invade the to human needs) are we not cop- 

auditorium to assault or massage _— ping out on the first, and perhaps 

the spectators, for they represent only, duty of the artist: to see 
a desperate and, indeed, virtually things with a fresh eye? 

psychotic attempt to break through 

what is clearly felt to be an alien- A visitor from another century or 

ating and inhuman barrier of non- another planet would, | suspect, 
communication and non-caring. find a night-time ride in an air- 

Yet clearly mere physical touch- plane a trip more wildly and 
ing is not altogether the crux of weirdly beautiful and_ terrifying 
the matter. than anything Odysseus ever 

dreamed of. And any artist worth 

If, then, we say that neither the his salt should be able to see au- 

Living Theatre nor Clifford Odets’ tomobiles, for example, as aes- 
Awake and Sing! offer viable an- thetic objects of a power and 
swers to our problem, what does? beauty and sheer savage strange- 
I’m not sure that | know, but | do ess, beyond the stone heads of 

feel certain there is a lot of room _ the Easter Islanders in their pow- 
for exploration between those two er to touch the imagination. 
poles (no Grotowski pun intended). 

One answer may be —as | have _ If “humanism” means anything, it 

suggested in an earlier essay in should have something to do with 
this journal—to investigate the exploring the nature of Man now 

virtues of theatrical smallness: —not in the Renaissance—and in 
small auditoriums, limited and in- coming to terms with the condi- 

timate audiences, modesty of tions of life he has created for 

means in acting and production. himself, out of whatever perverse 

The world may well have become’ wellsprings of need. This is what 

too big to be assimilated in the every healthy body of art has al- 

vast sweep of a Goethean Faust ways done: to find the beauty in 
(maybe it always was); confronted the nuts and bolts and junk we 

with titanic nineteenth century live with now, not in the dream- 
panoramas of Morality and His- like and idealized forms of a van- 

tory, we lose sight of man. ished and illusory Golden Age. 

But | think another, and even | would think that the main task 
more fruitful, answer may lie in for humanist artists in the theatre 

ridding our minds of the inherited would be to forge a new definition 

Romantic tradition of seeing Sci- of “humanism,” which means, not 
ence, Machinery and Technology driving the machines and the sci- 

as Evil, and Birds, Flowers, entists out of the Temple, but 

Streams and Rustic Folk as Good. _ finding some way of incorporating 
As long as we cling to this way of | them into our poetry. 

thinking, our art and literature 
and theatre can produce little Until that is done, the rest is rhet- 

116 more than nostalgic odes to an oric.
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The Opportunities 

and Constraints for the University 

in the Arts* 

by Margaret Mahoney 

Vice President, The Robert Wood Johnson Foundation. 

As any American knows, we are technology has outstripped itself 

experiencing change in this coun- and we are left with a code of liv- 

try. While change is a natural ing that does not suit any of us. 
process —a part of living—the We must find a way to make the 

speed of the process has accel- ownership of goods of secondary 

erated beyond most adults’ imagi- importance, and the love of life 
nation. We are aloft, like the pas- of first importance. To do this, 

sengers in a 747, who are told by __ requires replacing the love of ma- 

their pilot, “Ladies and gentle- terial objects ——the two cars in 

men, we are in mid-flight, and | every garage philosophy — with a 
have both good and bad news for love and appreciation of mankind, 

you. The good news is that we and thus of living. 

are proceeding at maximum speed. 

The bad news is that we are hope- Our society needs to be refueled. 
lessly lost.” The arts | believe can play an im- 

portant part in this refueling. We 

The process of change which per- need to connect art with daily life. 
sonifies our society is so rapid It has been a commodity, and 

that anyone at any age today feels available only to those who could 
giddy at best, and lost at worst. purchase it. With this limit in ac- 

Each of us seeks stability, and | cess, it has had limited appeal. 

should like to propose a formula The question that | pose for you 
for establishing what | consider a__ is this: What can we do to make 
necessity for the future, namely people believe that art is relevant 

steps toward a stable society. to their lives? 

We must seek new values, replac- _! should like to sketch out for you 

ing the worn-out ones that have _ the conditions that | think demand 
brought us to the point where an answer to this question. 

*Talk before the South Eastern College Art Conference, New Orleans, 
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j. Leisure time is being redefined. the important institutions in this I do feel that the art 

For example, the old are retiring developmental work. thing is essential to 
from full-time work at earlier my nature and my 

stages; the unions are providing The job to be done is to humanize _ being, but that the 

for sabbatical leaves in collective society, and our educational insti- life is far greater 

bargaining contracts; the young tutions have a significant role in than the art. 

believe leisure and work should’ this. | would propose that the —Joseph Raffael 

be synonymous, because people humanities and the arts lie at the 

should do what they want to do. root of humanizing the curriculum 

and thus society, and that they 

2. Nonetheless, leisure time is must be a forceful part of educa- 

something new in the U.S. The _ tion if we are to encourage young 
mass of Americans—the working people to have respect for human 

public — has had no leisure time life and thought, to express their 
in the past to develop taste and concern for human distress, and 

fefine interests. Public schools to carry forward their innate de- 
have not helped them in this task, sire for social justice and fair 

and the consequence is that the play. Far too long in this country 

mass of people has low expecta- we have divorced the head and 
tions about what to expect from the heart in teaching and learn- 

society or how to get the most ing. To quote Ewald Nyquist, 
out of living. The new leisure Commissioner of Education for 
could be used for learning how. the State of New York, “If we are 

to develop a humanistic society, 

3. Children copy adults, and atan which | think is another way of 
early age are aware of adult stand- expressing the goal of developing 
ards. If art is not in the adult's a stable society, the educational 

life, it does not get included in system must teach feeling (values) 
the child’s sense of values. as well as facts (information).” 

4. All people are potential learn- History tells the student the gen- 

ers, at any point in the spectrum eralized story of what man has 

of life. done, his achievements and his 

failures. Art tells the student a 

Couple these four points with the highly personalized story about a 

earlier one | have made about the man or a group of people, in the 
need for stability, as the process world he or the group inhabits. 

of change in our society acceler- Looking closely at what an artist 

ates, and | suggest that we have has created is therefore one way 

arationale for developing a place of looking at the world concretely 

for the arts in our living, and a —a perspective. 

rationale for the university devel- 

oping a two-fold interest—in the While science and technology of- 

community and in the arts, coup- fer students the capability to alter 

ling the two for the betterment of society, history and art offer stu- 

society. dents the knowledge of what 

needs to be changed or improved 

The real issue today is the quality in society—again, a perspective. 

of life. Communities that seek to 
improve the quality of life cannot The over-emphasis on the accum- 
do the job alone. Community ulation of facts by students has 

leaders need the help of schools, overloaded the faculty and satu- 

universities, churches, old and rated the students. What students 

new institutions—and the help of need now is a different kind of 
people in these institutions in expertise in order to cope with 

working toward the common goal_ the technological world. There 
of improving the way of life. This are far too many facts and too 

is a developmental or building much information to expect stu- 
job, and the university is one of dents to absorb it all. What they 119
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Philip Sherrod. The Holy 
Dumbbell, 1970, oil on can- 
vas, 56 x $0”. Courtesy of 
the artist. Photographer: 
Bevan Davies.



need to know is: 1) What informa- but that other ways of learning, 

tion exists? 2) How do | get it other tracks in the educational 

when | need it? 3) How can | system, other educational styles, 

best use it when | get it? be developed, and that the hu- 

manities and the arts have a spe- 

Good scholarship gives students cial place in this proposed system 

some of this capability. The stress of opening up education at the 

in true scholarship is not on fac- university level. 

tual information for its own sake, 

but on the acquisition and integra- Education at all levels and in all 

tion of knowledge for the precise fields must direct itself toward 

purpose of expressing points of the process of becoming aware, 
view and transmitting content. as an end in itself. Our society 

needs a new goal in life: living. 

Complementary tools for helping 

students integrate knowledge can Now, to be practical about the 
be found in the arts. The arts problem, where do the arts fit 
provide the best tools that man exactly into this concept of edu- 
has developed to communicate, cation? 

and if they are properly intro- 

duced to students can become a__! would not like to divorce history 

critical tool in the students’ life. of art from the practice of art. | 
Now is the crucial moment in should like to see faculties link 
time, in my opinion, to employ facilities, so that students can 
them. We must teach to learn, to move easily back and forth be- 
train the emotions to respond, to tween historical references and 
attempt to inculcate perceptual the studio. History gives us the 
awareness, to teach people to ap- Story of what man has done—the 
preciate their knowledge, and to ‘eal story. This is what students 

provide the means for them to ex- are interested to know. 
press it creatively. 

And the arts? The artist shapes 
lam proposing that universities consciousness, or to put it an- 
become artistic enterprises, pro- other way, gives shape to ideas. 
fessional in the true sense, pull- This is what students need to be 

ing together the rich resources in introduced to, to see objects not 

faculty and facilities, and offering as objects of material worth but 
them in a new style to their com- as embodiments of ideas. 
munity of students, indeed to the 

community that surrounds the uni- A general outline for an approach 
versity. | am not suggesting that to learning and teaching has been 
all people should be trained to proposed by Ken Lash, poet and 
be practicing artists, but | am philosopher, currently head of the 
suggesting that all people should University of Northern lowa’s de- 

be helped to be creative about partment of art. | should like to 

how they live their lives and how explore with you this curriculum 
they go about the process of learn- in the arts, organized in three 
ing and living. parts but designed to be inte- 

grated: 

The time has also come to recog- 

nize that there are alternatives to 1) Art as a way of extending the 
Tesearch as a route to academic senses, encouraging discovery by 
success and individual satisfac- affect. Photography would be a 
tion. Students are aware of the major tool, helping students deal 

need for alternatives, but faculty with such questions as: What do | 
and administrators do not seem to see? How do | see? Am | sure? 
understand. Again, | am not pro- What effect does the look of things 
posing that research be forsaken around me have? What happens 
or made of secondary importance, when | look at things? Do | 121



I believe in painting “learn”? Does anything else hap- _ responsibility for guarding against 
that is by a human pen? Why do people decorate this accident of fate, brought on 

being, directly things? What happens when you _ by the kind of educational system 
painted by him, by like the look of something? What’s we have developed. The respon- 

an individual. “beautiful”? What’s ‘ugly’? sibility is particularly crucial since 

Painting that is they are training many of the 
about the human 2) Art as discovery, a demonstra- teachers who teach the younger 
condition and his tion of creativity. Actual experi- generations in the schools —the 
environment, and ence in translating awareness in- place where lasting values are in- 
that in some way to creativity — whether in theatre tilled. 

rejoices in this life Production, playing out a part, 

we have.... painting on canvas, working a pot- artists as teachers should be seen 
—John Bratby ter’s wheel —is needed by stu- as processors and providers of 

dents. In the course of the ex- information. They can teach peo- 

perience they should be encour- ple how to get information, to 

aged to inquire about the world of know when they need it, and to 

non-verbal communication: How learn how to use it. They as art 

does it operate? Does it have ists have been taught — or teach 
laws (concepts)? Is it orderly themselves — how to get informa- 
(customs)? Is it a world of sur- tion and how to use it, and to 

faces? How can one describe avoid storing facts beyond the 
something and not see it, even most needed ones. 

paint something and not really 

see it? What's a visual cliché? Historians can teach their tech- 
What’s the essential difference niques — how to question, how to 

between look and see? What are recognize important facts, how to 
the connections between aware- gather facts. Thus, going back to 

ness and creativity? Where is the my earlier point about the need of 

creative process in day-to-day contemporary students for infor- 
life? What is “art” used for? mation on how to get information, 

. . as against information for its own 

3) Art in uses the history ot the sake, the artist and historian can 
uses; of art din society, This: ts each be an unusual teacher in 

study, integrating what is learned this process of learning about the 
through: perceptual: ‘and: .cteative storage and use of information. 
experience, with an appreciation They can also engender respect 

of man and of his achievements, for facts, and coupling this with 

an essential step in helping stu- teaching the actual practice of art, 

gents assess themselves and to the artist as teacher can engen- 

weigh the value of knowledge. der two needed ingredients in the 

To develop such a three-prong ap- lives of people: awareness and 

proach will require a re-definition respect. 

iow, tie teacher Bane knomen Environment affects learning, both 

responsible for transferring the Positively and negatively. This is 
“known” to the student, the “learn- 4 value judgment but essential to 

er.” In such a process, the teach- ™y argument that the arts and the 
er becomes untrained as a learner _ history of art can help to develop 
himself, and his separateness from better environments for learning 
the student is complete. More- in our society, and in the long run 

over, the teacher loses tolerance better environments in society as 
for uncertainty or for dealing with 4 Whole. 
the unknown because the teacher 
is responsible only for a set 10° help achieve the goal of a 
amount of factual information, and Stable society the university of 
is not expected “to know” more. the future will have to encompass 

the arts in a new way. There will 

Those teachers who are teaching have to be a university within a 

122 in the universities have a special university as a place for the study



and the practice of creativity, open _tistic endeavor at several levels, 

to undergraduates, graduate stu- simultaneously: 1) in general edu- 

dents, and people from the com- cation, available to all ages, and 

munity. | believe it will happen. to resident and non-resident stu- 

This will be another approach to dents, the latter to deepen the 

the “open university,” linking the community ties; and 2) in pro- 

total university to the community fessional education. Universities 

through a variety of services. may choose, for reasons of budg- 

Scholarship will continue at a ets and reasoning, not to train in 
high level, as will the practice of all of the professional sectors of 

art. The individuals engaged at the arts—independent art schools 

such high levels of activity will re- may do a better job—but | do not 

side in the general setting, on see how they can ignore the gen- 
view so to speak to generate un-_ eral education role. But, money 

derstanding and respect for their is never the real issue. It can be 

work among the great variety of found, and new dollars may not 
students, but allowed to pursue be needed if reallocation of money 

their individual pursuits for given is possible. Making new priorities 
periods of time. Thus for faculty, is the real issue. The university 

the year can be broken into a_ has to see the importance of the 

precise time for teaching and_ arts. It does not. 

working with students, and a pre- 
cise time for individual work. What are the constraints that pre- 

There will be times for off-campus vent the university from moving 

work also, in order to refuel teach- toward a new perspective on the 

ers, aS a principal means of humanities and the arts—beyond 

fefueling the society. Talented funding? Faculty commitments to 

teachers can not continue to give certain forms of teaching is one 

out month after month, year after constraint. Space, another. But, 

year, without depleting their own above all, resistance is probably 

creative capability. If they are to basically a question of inertia. 

femain good teachers, they must We have done things one way for 
be given the opportunity to re- a long time, and calling for a 

fresh themselves. change when we are in fact com- 
bating change in general in socie- 

About forty years ago, the crea- ty disturbs what we honor so much 

tive and performing arts began to these days, namely, tranquility. 
work their way into the university Nonetheless, change must occur 

curriculun—they were not warmly — within the educational institutions, 

welcomed. They came in by two precisely to keep up with the in- 

toutes: the training of profession- _evitability of change in the total 

als, and the development of ap- society. 

preciation courses. | believe this 

touting led in some cases to a_ The constraints are real, but so 

permanent rift between the history are the opportunities open to uni- 

faculty and the creative faculty, in versities. | see these opportuni- 

others to an uneasy relationship. ties ahead: Campuses becoming 

We now need to reexamine the cultural centers for communities, 
necessity for these two groups of enlarging the student and faculty 

teachers or learners to work more community to encompass resi- 

closely together in a joint rela- dents of the surrounding area; 

tionship—for the sake of students. universities through the humani- 

Administrative mechanisms must ties and the arts enlarging the 

be developed beyond the stand- educational community, providing 

ard schoo! of fine arts or depart- opportunities for the young and 

ment of art. The university ad- the old to learn and to practice 

ministration must make tough de- the arts, at home and on the cam- 
cisions about how to develop a_ puses; artists becoming true mem- 

mechanism that will encourage ar- bers of the university faculty, not 123



adjuncts or visiting fellows; his- danger in the present mood is 
torians becoming central figures that the arts and humanities will 

in making the arts relevant to to- be used for non-educational ob- 

day’s society. jectives, and thus as commodities. 

If all this occurs, the university The future campuses will have 

will be a vital community institu- tangible and visible links to the 

tion, it will become desirable for arts. Artists will create art for the 
people to live in a university lo- campus and the total community. 

cale, and the university will wel- Architects will develop new ap- 

come the residents in its surround- proaches to buildings by careful 
ing community because they give study of new approaches in edu- 

Stability to the area—they stay, cation, and the emphasis on the 

young students come and go. arts in the total community struc- 

ture will help to dictate the de- 
| am not engaging in prophecy. | sign of better buildings. Univer- 

am reporting what is beginning to _ sities will provide assurances for 
happen in some university do- creative people, whether scholars 
mains. However, what is going on or artists, to carry out their own 

is a movement in a general direc- work at agreed intervals of time, 
tion without a set of clear goals. on university payrolls. 

Sometimes it is a movement of 
Jacob Lawrence. Builders expediency, and the level of ac- In the April 14 issue of Science #1, 1971, gouache on i? ‘ . : + . paper, 30 x 22”. Coll: tivity is not high enough to con- Magazine, there is an article by 
AB naenas Ama. vince me that the commitment, or Dr. Leon Eisenberg of Harvard, 
rouge etry Dintentass: the understanding, is there. The Dr. Eisenberg, a psychiatrist and 
Rosenblum. scholar, has made these observa- 

tions: 

nusmeee ee re i Understanding the nature of 
— — eet man and his works has become 

ba hone [SERNA = aera Se a precondition for the survival 
 —_—— a r Ee TR seamen, of our species, as well as for 

By go a the enhancement of the flow- 
2 = ering of human_ individuality. 

‘haat a / “Se The search for that understand- 
a é é ing is the central purpose of 

' the university and the source 
oe) of its relevance to society... 

eas een a Bese If we have listened to what our 
> = ci ‘ | students are telling us, learn- 

Care ing for personal embellishment 
r yr. 9 i or for the acquisition of virtu- 
‘ cd a 4 osity no longer satisfies a gen- 

Fes | eration intensely aware of in- 
\ Pag et justice and impermanence. 
ee “@ Learning must become a social 

fb aad : , ; enterprise, informed by con- 
& Daca a 4 cern for others... 

‘< PS te 
». y ; Members of the university com- 

Na \ a munity carry a heavy measure 
ee intel ; nO A rs _ of responsibility for the privi- 

iH 2 y i lege accorded them; that re 
pe /* m4 | a sponsibility is to pledge them- 

—— i selves to the service of man it 
< al knowledge is to be transformed 

a into wisdom.



Finding Community 

Through the Arts: 

Spotlight on Cultural Pluralism 

in Los Angeles* 

by John Blaine and Decia Baker 

John Blaine was formerly Administrative Director of the 

Los Angeles Arts Alliance. He is presently Director of the 

Seattle Arts Commission. 

Decia Baker was past Conference Director, Los Angeles 
Arts Alliance. 

Because established cultural in- cess to these institutions, they 
stitutions in the United States al- are now creating their own, which 

most all look to Europe for valida- are uniquely rooted in their own 

tion, it has become increasingly cultural experiences. 
difficult for them to orient their 

values to the rising cultural needs This impulse toward what could 
here at home. They have grown be described as community arts 
alittle too structured, too narrow, expression by ethnic minorities is 
and too closed for the majority of burgeoning throughout the entire 
people to be able to relate readily | country, but nowhere has this de- 
to them. Since minority citizens velopment been as striking as in 
have traditionally been denied ac- Los Angeles. The community arts 

‘The American Council for the Arts in Education recently chose Los 
Angeles as the site for a national conference on community arts. Held 
June 19-23, 1972, and entitled “Community Arts and Community Sur- 
vival,” this was a landmark event, whose extensive documentation is 
tichly suggestive of the scope and importance of this movement. The 
authors who were involved in the local planning committee for the 
conference drew much of the material for this article from the prelimi- 
nary research conducted by the Los Angeles Community Arts Alliance. 
For information about the availability of the documentation of the 1972 
Los Angeles Conference, write: Allen Sapp, Executive Director, Ameri- 
can Council for the Arts in Education, 638 LincoIn Building, 60 East 
42nd Street, New York, New York 10017. 125



It is the common- groups and organizations that shaw district is black for the most 

place world which I have emerged there in the last part with distinct lines between 

have depicted, not in several years are deeply centered the rich and the poor. St. Elmo 

the petty details of in social urgencies. These run the Drive is not where wealthy people 

daily existence but full gamut, from food to nuance, _ live. 

in its essence.... from jobs to work space for art- 
—Jose Luis Cuevas ists. The vitality of these new’ It is a pleasant enough street. 

emerging institutions gives proof There are a few trees, and lawns, 

to the belief that culture must be a few overused wood apartments 

considered an important ingredi- among the houses. The Village is 

ent in the dynamism of all social a group of frame-houses and ga- 

groupings. rages that surround a courtyard 

filled with trees and painted walk- 

Because Los Angeles has a rich ways. Birds seem to like it there. 

admixture of races and cultures, On Saturdays and Sundays, Roz- 

the rush to cultural pluralism and zell and Roderick hang dozens of 
community arts started here years their paintings everywhere around 

ago and long before the glaring the courtyard, and people come 

headlines focused national atten- and sip tea and coffee and kids 
tion on its Inner City. Commu- play. Local children: «who have 

nity arts groups in Los Angeles painted ye the Sykes workshop 
have often operated in a vacuum, classes display their paintings on 

off in a corner, not aware of a the sidewalk out front, and charge 

similar operation or program only fees for their work. 
a few blocks away. At times this 

was necessary because it was all Dialogue: Founders: Roderick 
so new; no one knew who was for Sykes, Rozzell Sykes. Interview- 
real and who was shamming. (But ers: Eugene Greenland, Elvie 
it seemed especially necessary Moore Whitney. 
after the Watts Riots because gov- 

ernment money seemed to flow Roderick Sykes: There was a time 

for a couple of years, and the when you would walk out and you 
“vultures” were thick.) would see someone and say hel- 

lo, and they would look at you like 

To thoroughly understand commu- YOu are crazy, call you a freak, a 
nity arts in Los Angeles, one 2 beatnik, a hippie and whatnot. 
would have to go into each organ- But from our consistent brighten- 

ization in each community, since ing up here, they have discovered 

above all in this city the concept we're people, too. And now peo- 

relates directly to cultural plural- P!€ are saying hello to each other 
ism. The following five groups are up and down that street. 

suggestive of the considerable 
range, and logically the approach _So this is truly our seed, just for 

of each of them is different. For people to say hello and be proud 
this reason each group must be Of that hello, instead of waiting 

viewed and understood in the and feeling that, “I can’t say hello 
light of its own social context and to him until | get that suit of 
unique resources. clothes or that big car,” that 

you’re a person from birth. 

Greenland: How do you support 

ST. ELMO’S VILLAGE this place financially? 

Rozzell and Roderick Sykes are Roderick Sykes: From our efforts, 
the founders of the St. Elmo’s Vil- our paintings, and you see, this 

lage art center and workshop on__too is our seed, not waiting for 

St. Elmo Drive in the Crenshaw that grant or that large sum of 

126 district of Los Angeles. The Cren- money or for someone to pass a



bill saying, ‘‘This is needed.” We  Rozzell Sykes: We happen to live 

feel it's needed, so we will find a here and we happen to be paint- 

way. This is how we've been here ers and we happen to enjoy what 

for the last seven years. Without we are doing, and we happen to 

waiting, we’ve done those things, love people. It is through people 

made those ways. that we have survived to this 

point. And, hopefully, it is through 

Greenland: Have you ever received meeting other people that we will 
a grant? continue to survive, for we need 

to. The children here need to, 

Roderick Sykes: No. This is basi- also. This is how we support our 

cally people, and the efforts of work with the children, through 
people. people. For if we do not meet 

t people and happen to sell a paint- 

Greenland: What about future ing, or if someone does not hap- 

plans? pen to drop something in that jug, 

then we cannot survive. 
Roderick Sykes: We plan to grow 

as far as we can grow, stretch out Whitney: How does the commu- 

all around the world, say hello to nity relate to this? Do they come 

whoever we can say hello to. and actually support you? 

Whitney: | want to know how you Roderick Sykes: The neighbors 

set all this up. have seen from our truth, from our 

St. Elmo Village; Roderick 
Sykes hanging a painting. 
Photo by John Bright. 

A = % 
Z = = NS : , oe eel ata 

J P 44a.) am 
is a pie me %4) 9 

le ‘., |= . a 4 
Bicmanociiand 2 ay ad AC.) . i 
AT eo Ce ate a a 

eit ln) . ry “ ~ 
Se Saee ania’ Ce 5 co - U ee 7 _ 

I acentaicaninihnesiisll Ga cr | 

emer | 3% i$ ere 1 Aen: as 
eae . Asien eal yy ‘ 

ee a eS ee { 
a nd 
— a 1 te —— 

re, i] ie A 
Ss - i , if J ae 
aR 5 aX te Uj aes : oa i ; 4 

oot AW i &.. 
a nae eae a Vv 

a aa =: a 2 
ome |r ee ee aoe 1 
ol a 4: t ie 2a . 
aes . Tie) ae | er] oh —— > eta ek a — ae. {#e Naas Les 
-— i} ——__.. B- tae oer Ne a tow od M1 

Sates ae y = = By: See eee Eee, <a 

ae | Fags CE eR ders Tes . 
, ao \ oe ak Meta ik: ate ! a> a) Seat aa 7. t 

P 4 ¥ i ’ i is 

} sl J Bari sella sf Po Ae\ ORR erties ae Bs SNe *) fy tee ee eee oe gues (> EAs BL



doing. There was a time when STUDIO WATTS WORKSHOP 

there weren’t any green lawns, but 

from us taking care of where we Studio Watts Workshop started 
lived and showing what can be out as a storefront art center in 
done, and from the children’s in- 1964. Local artists had a place to 
volvement, they have begun to work and exhibit; a master/appren- 

take care of their lawns, they have _ tice training program was started. 
begun to paint their houses, they The space was left untouched dur- 

have begun to take care and be _ ing the riots. 
proud of their person. And this is 
the involvement of the community. Jim Woods, its founder, kept the 
There is an atmosphere of sharing studio open for three years on the 

in our neighborhood, not money, strength of his part-time job, con- 

but feeling and expression and tributions from friends and sup- 

truth. This is our growth. porters, and his growing aware- 

ness of the potential for such an 

Rozzell Sykes: You see, there is °rganization. 
an insecurity that has been hov- a 
ering over us for five hundred In 1967, he moved the administra- 

years. And our people don’t think tive office to Echo Park. He shared 

they have time for creativity, not his space with some other peo- 
knowing that it’s creativity that ple, and got down to the business 
feeds many of your hungers and of articulating the use and value 

despairs. There is a myth unfor- Of community arts. He has since 
tunately in our society, that says moved into larger offices nearby 

that you need this thing or that ©” Sunset Boulevard and has cre- 

thing to be a person. But we know ated . a reputation for program 

that you are born a person, and building and fund-raising. 

all of the rest is an additive. And 
you ask about our relations be- The Studio itself is gone, a victim 

tween this place and our commu- Of Urban Renewal, but Woods’ 
nity? | say, we are winning. genius is turning what seem like 

unfortunate events into launching 

Whitney: | see the children are Pads. Studio Watts Workshop is 
really responding. They're com- "OW a network of operations that 
ing in; they’re painting. Seems include: the Watts Media Center; 

like they’ve taken it over—that it’s the Environmental Pre-School; the 

their thing. So we know that they Annual Watts Chalk-In and Los An- 

will have a different feeling toward eles Festival of the Performing 
the artist, toward their community Arts; a two-year old documenta 
as they grow. But what about ion program funded by the Na 
their parents? Are they still into tional Endowment for the Arts; a 
the Cadillacs, the “striving men- Museum Program, called “Con- 

tality?” temporary Folk Art”; and the Stu- 
dio Watts Endowment Fund, a 

Rozzell Sykes: Yes, but slowly "€W Corporation devoted to rais- 

they are beginning to lift their ing capital for the purpose of sup- 
eyes to see for themselves, raise Porting innovative programs of 
their hands to feel for themselves. Studio Watts Workshop and other 
As | said, this has taken time. Community arts groups. It also in- 
Remember, we are here for peo- Cludes a housing development 

ple. So little by little they are Program that so far has waited 
coming out. Over there are a few three years for funding, and may 
of the parents. Little by little, Wait for a while to come. 
they are coming out, realizing that 

all you need is your hello; all you Dialogue: Founder: Jim Woods. 
need is your heartbeat. Interviewer: John Blaine. 

128 “2 Blaine: | was reading a New York



Times article about Studio Watts compete in the arena for the im- 

Workshop that came out a couple provement of entertainment. That’s 

of weeks ago, and it mentions a what happens to them. 

lot of different programs, but the 

major emphasis is given to the Blaine: Do they get any support 
housing program. How do the from Studio Watts Workshop? 
arts, or a community arts institu- 

Honatalete: to-housing? Woods: They get support from 

Woods: We started Studio Watts Studio Watts Workshop if they are 
. . willing to re-think their concept 

Workshop in a storefront in Watts. A eye 
We were displaced by the: Com= which means considering them- 

" selves, the artist, as a resource 
munity Redevelopment Agency. for community development 

We decided we would not come ” 
back into the area in the same 
way that we had been there; that The artist, historically, has been 

we would take the responsibility very well integrated into the social 

of linking into the priorities of the structure. Because of the desire 
community. The main priority of for the artist's end-product, then 

the community is housing. So the artist became a segment of 

therefore, our responsibility was the Gross National Product. But | 

to make sure that we build hous- think of art as the ability of peo- 
ing for the community. Since we ple to come together and to ex- 
are a community arts school, then press themselves. 
we were primarily concerned with 

building housing for artists. But Blaine: What kind of artist are you 
we realized that we could not iso- joking for? What kind of artists 
late the artist from other members gan grow out of the structures 

of the community. that you have built? 

| have always felt that if a com- . e 

mitment cant be linked into a Woods: 'm not talking about “art- 

need in the community, then there ists.” What kind of person can 

is no need for that commitment. grow out of the structures that we. 

It gets lost. And that’s what has have developed? | am looking at 
happened in community arts in a kind of person that understands 

this country today, is that they is artistic values within himself; 

have not primarily linked their and understands his relationship 

commitment into community de- to his environment. Whether his 

velopment. And that’s what Stu- environment be people, whether 

dio Watts Workshop is all about. his environment be buildings or 
trees . . . but really understands 

P : that relationship. 
We view art as community devel- 
opment, not art as the improve- sok ® 

ment of entertainment, not art as 
the bringing forth of aesthetic Woods, as an articulator of new 

qualities, but art as the structure structures, talks of developing a 

that causes community develop- “cultural democracy.” The Sykes 

ment. are interested in what they can do 
as individuals to remove some of 

Blaine: What happens to the artist the fear people feel toward each 

in the Watts community who real- other, created by institutional and 

ly isn’t into community develop- cultural regimentation. In East 
ment, but who is into poetry or Los Angeles, another approach to 
painting or... ? similar goals is being developed 

by Frank Lopez and the people 

Woods: Well, that’s simply what who are dedicated to the creation 

happens to them. They begin to of Plaza de la Raza. 129



PLAZA DE LA RAZA has been no center, no facility 

that truly describes or identifies 
Lincoln Park is located in the pri- our background, our culture, and 

marily Mexican-American district | our yearnings. And what you see 
of East Los Angeles. It is not a here is probably the product of all 

large park, but it has a lake and these yearnings over a long period 

beautiful lawns and trees. People of time. 

use it for Sunday picnics and 
birthday parties, family reunions, Blaine: So far, we've seen pic- 

and club socials. A boathouse is tures of the boathouse, and we've 

there, boarded Up now, and dotted seen pictures of magnificent plans, 

with Chicano gang identity sym- but I’d like you to have a chance 
bols, spray-can art. In 1970, the to tell what Plaza has done ak 

boathouse was set to be demol- ready in programs, actually work 
ished or concessionnaired by an ing with people. 
outside group. People in the com- 

munity joined together to stop the 

demolition or its “takeover.” A Lopez: Well, | can describe it best 

group of these people came to- _ by telling you that in May of 1970, 
gether to discuss how to bring the we had $36. And by June of 1971, 

boathouse back to a relevant ex- we had a fund that approximated 
istence for the community, and the $300,000. And this was done by 
idea of Plaza de la Raza was born. neighborhood residents, by peo- 

Plans now involve the building of | ple who represent a cross-section 

a $12 million cultural complex of our community, and... 
which would incorporate the boat- 

house and would create museum Blaine: You mean they raised 

space, performing arts space, $300,000? 
workshops, and two plazas on a , 

grand scale. Plaza is an attempt 

to reclaim and recognize the cul- Lopez: No. They made it possible 
tural territory Mexican-Americans _ to get it. Because it was that stub- 
have been denied in an “occupied bornness and determination that 

territory.” made it possible. And it came 

. about this way. From the City of 

One of the most difficult things to LOS Angeles, we got $110,000. 
accomplish in any low-income From the Model Cities program, 

community is anything to do with We got $147,000, of which only 
joint effort. Poor people who live $100,000 has been allocated for 
in the city are conditioned to mis- construction. Altogether, what you 

trust most everyone they meet, see in our first stage represents 

and cynicism is not limited to the $210,000 for the construction of 
larger issues of the day. The buildings and facilities that will 

Plaza project, therefore, has a cost about a quarier, of a million 

special kind of validity in that it @0llars. So we're somewhat shor, 
has managed to progress with and we'll accept your check now 
broad community support in a for the difference. In any event, 

most ambitious cultural plan for we will deliver. When | mentioned 
East Los Angeles. the community desires and com- 

munity stubbornness, I’m saying 

? . “ that those people on our Board of 
Dialogue: Project Director: Frank Directors include a bishop, a tele- 

Lopez. Interviewer: John Blaine. vision station manager, a lady 

who is on relief, a fellow who 
Blaine: Where did the idea for works ina factory, someone who 

Plaza actually come from? is an accountant, someone who 
is a project director of Lincoln 

Lopez: Well, this is a very old Heights NAPP —Ed Bonilla, our 

130 yearning in our community. There _ president.
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This is a cross-section of our com- It is true that people who do not 
munity, and it is these people who _— feel a sense of hope or any ex- 

have had the determination to pectation of achievement do not 

bring about Plaza de la Raza, be- try, except the most stubborn and 
cause we all share in common the the most unusual. And this has 

desire to have something that will been what has happened to our 

provide us with a feeling of ac- people in this area and in the 

complishment, pride, and achieve- United States because the stereo- 
ment. type has provided that kind of an 

image to us, that said, ‘Look, 

In July and August of 1971, we you're not worth it; you can’t make 
launched an experiment with chil- it. So what’s the use.” 
dren here in the neighborhood, 
and over the next ten weeks, we Plaza will contradict that premise, 

entertained about 200 children by showing not only what has 
every Saturday under the trees been accomplished but what is 
out in the open there in Lincoln being accomplished, thereby hold- 

Park. It’s a program that we call ing up a goal and demonstrating 
Plaza de los Ninos. It included to the viewer and the participant 

the flavor and direction of the that he has the capacity to 
Headstart Program. They were achieve, and he has the capacity 
given free milk, cookies, ice to identify with his own culture, 

cream, fruit, as well as merry-go- Something that has been kept 
round rides. And they had paint from him. 
and paper and glue and clay and + oe ® 
scissors and such as that. And 
they had a thoroughly good time. Community arts probably got its 

But what was beautiful about the start as a concept in the store- 
program was that it included the front “neighborhood arts center’ 

entire family participation. The approach. A group can get some- 

mothers and fathers and older thing going without a large outlay 

brothers and sisters also came, of money, can exist for years with- 
and as a consequence, this pro- out foundation or government rec- 
gram has been so well received, ognition. The neighborhood arts 

that there was a demand placed centers are probably closest in 

on us to make this a year-round touch with the community be- 

permanent program. And we will cause they are right there, where 

be doing exactly this, but at this the immediate neighborhood de- 

time we will not do it again on a__termines the nature of their own 
volunteer basis. involvement. 131



MECHICANO ART CENTER hibit, and workshop space for their 
silk-screen project and their visu- 

Mechicano Art Center is located al and performing arts programs. 
in a converted storefront in the They also sponsor a program 

center of East Los Angeles. The which puts exhibits of Chicano 
area is isolated and uprooted by artists’ work into schools and oth- 

four recent major freeway installa- _ er institutions throughout southern 

tions, cut up by county and city California. 

boundaries with no regard for 

neighborhood settlements. Pri- They started there two years ago 

marily a group of Chicano artists, and existed for a year on dues 
the center has created gallery and grit. They received a small 

Meshiosno-nermenter space where Chicano artists ex- grant a year ago from the Catholic 

including murals on front. 
Photo by John Bright 
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Church, and another small grant Texas, Arizona. It’s a very well- Art must relate to 

just recently from the Expansion known poster, and we’ve been people. The most 

Arts Program of the National En- producing it now for maybe six neglected element or 

dowment for the Arts for their months. level in art now is 

silkscreen training program: Blaine: | understand that you’re the human one. Art 
‘ A . . i in some way 

Dialogue: Program Director: Leon- going to train here at Mechicano 7 

ard Castellanos. Interviewer: John people from Centro Joaquin Muri- make a person more 
Blaine. tt Pe M itl th aware, give him 

etta, Casa Maravilla, other groups. — insight ‘to where he’s 

Blaine: One of the main projects Gastellanos: Silk-screen operation t’ and in some way 
that Mechicano is into is its silk- js a kind of viable communication "eflect what it is like 
screen process, and how the silk- factor within our community be- to be living in these 

screen can be used. Let's talk cause it affords the possibility of times and this place. 
about this poster you designed jmmediate visual presentation in —Juis Jimenez 
which you call “Rifa” [a poster houses, in stores, in buildings, 
depicting Emiliano Zapata. The and if it’s a good piece of work, 
word “rifa” means literally in it's considered art. It’s not just a 
Spanish dialect, ‘‘someone rules.”’]. poster announcing a dance, a spe- 

Castellanos: | think “Rifa’ is the lal occasion. IBS a statement. 
completion of a statement. For And for instance, I’m an artist. | 

instance, right now in the move- want people to become more aware 

miento of the Chicanos, we have of an. | want them to want me to 
a dichotomy between Mexican paint their walls. | want them to 

imagery and that of the Chicano want the sidewalks changed. | 
who is trying to emerge from the want them to want their environ- 

society with some kind of positive ment to be more in Baten with 
identity. And | think that right their life-style. And | think that 

now, we're borrowing a lot of the silk-screen poster operation is 

things because it’s necessary. | more than Justa poster operation. 

think that in designing this poster, | think it's a statement we're try- 
the concept behind it was to make ing” to makes to the _community, 

it effective enough so that it saying, ‘Look, this is what we 

wouldn't be repeated again. Ina Want: this is how we want to 
sense, it’s a complete statement Share our talents and abilities 
indicating both the past and pres- With you, and we will be willing to 
ent, in the sense that “rifa” is a ‘ain children, people, organiza- 
Chicano word. It’s not a Mexican tions that want posters free, and 
words we'll lend them our facilities.” 

We've done that with, for instance, 

Blaine: What does “‘rifa’” mean in the Chicanos for Medicine, we’ve 

this context? done that with other groups that 

Castellanos: Well, it means like, ay weeey ver comers i 

he's heavy, he’s a heavy dude.” went to a commercial company 
Right here we have the silk- they would be charged an enor- 
sereen operation that is producing — mous fee, for five hundred posters 
posters that we get donations for. 6 three or four-run color is a 

We give and lend to fiestas and lot of work. 
festivals, occasions like Cinco de 

Mayo, which is being celebrated Blaine: What’s the basic idea? 

today. And what we do is, we You talk about changing the en- 
utilize the expertise and the knowl- vironment and out here in front of 

edge of the artists who work here Mechicano Art Center, there are 

in producing posters at very mini- some beautiful murals, some of 

mal or no cost. They are made them begun, and some of them 

for the people of the community completed. | understand that you 

and all of East Los Angeles. In change the murals in fact, from 
fact, this poster has gone all the time to time on the walls that sur- 

way to San Francisco, San Diego, round us. 133



y aS) ie. E W AMERASIA BOOKSTORE 

1 ss — u jg The Asian American, like the na- 

wen f yi | tive American Indian, has tended 

qn . to remain in the background of 

‘aia | f people’s awareness as the estab- 
= fas* &: f NES lishment has in turn responded to 

ai ve i 13 : i the demands of the black, then 
\ oS tn ie fe I the Chicano and Latino, and now 
wpa , C aya to the Anglo drug culture. 

PR . 4 Say 
a ee } ie Ac 4 An Asian American organization, 

woe Th - Ly ‘ola - ¥ Amerasia Bookstore, is located in 
" j we ~ ff ‘ Los Angeles’ Little Tokyo, where 

: a 'E ~~ al x CA oo ethnic shops, markets, businesses 
; | my 6 oe ya and restaurants, churches and 

f : — f hei temples occupy about fifteen 
| sa ee B square blocks. Since the Asian 

community is dispersed in pockets 

x ' « throughout Los Angeles, China- 

a Pa ‘ t town and Little Tokyo serve as 
A Ez important meeting places for fam- 

‘ __ Mea = - ily and friends. 

4 P| Ria 3) ¢ 2 pies fetta The bookstore is upstairs in space 

. = Me sa ww BS ae donated by a local property own- 

Te = A er. It serves as a meeting place 
a e a AS “ for several groups and individuals 

yo a} - a involved in the Asian community. 

= ate 3 
aa il a & Amerasia seems to operate ona 

Ba “ee totally democratic non-board mod- 
es el, that is, decisions are made 

Inside Amarasia Book: jointly by all of the participants 
Bright. who are actively engaged in what 

Castellanos: Right. We try to keep _is going on at any particular time. 
a revitalization process around Meetings are held regularly and 

here. We have artists who come business is taken care of. John 
and artists who go. We have some __Ito acts as the titular head or con- 

artists involved in all levels of tact person for the group, but he 
Mechicano Workshop. Some does not consider himself the 

come here and exhibit; some come pacemaker; rather he thinks of 

here and want to do something; himself as one of the group and 

some sweep the floors; some help __ it is the group that sets the direc- 

us paint, and we encourage all tion, not any single individual. 

artists who want to express them- 

selves on our walls. We feel that’s Dialogue: Staff Members: John Ito; 
a very important thing. It isn’t Charlotte Murakami. Interviewer: 

only a matter of letting somebody John Blaine. 

paint on the walls. I think that 
they actually want to share their Blaine: Do you feel cut off, a bit, 

imagery and their ideas with the from the other minority groups 
community. They’re painting here and the Anglo community? Do 

for a reason. They don’t get paid you want to be cut off? At the 

for it. It’s all free. Some of them, meeting a while back, | remem- 

like Antonio Esparza, it took him ber we talked about the notion 

a good month and a half of hard that a lot of financial support is 

work to make a collage and a_ going into the black community 

134 painting. for community organizations.



Ito: Well, | feel that we have been , 

quite isolated and one of the big- i a 

gest problems that we have faced . ‘y 
with the majority community is rc ™ 

that they continue to say that Asi- ee i et . en. 

ans, Japanese or Chinese Ameri- F a8 sng i i , 2 

cans, have no problems, that we - re ull 

are a “successful” minority. This ‘ hy ee M 
is not true. We have all the prob- 2 _ o ag ' 

lems in this society that other mi- re " . = ae | 

norities have: a very big identity ‘ ee | 

crisis, drug problems, and all the 7 - eek 

rest. ‘20 a 4. 

We’re trying to relate directly to ay a WS 4 = *y 

the community and their problems b w ; " = 

and not just laying a trip on them. | " on a a 
q ery 

Blaine: How do you find people? t j “ 
For example, how did the young \ fi fi = f" } / 4 

woman who did the silk-screen ‘ g ‘ pt 
come into Amerasia? a “ar 

Ito: Well, she is a student in Long & 

Beach, and she, on her own, or- yaad a? : >» © 

ganized some workshops in Long Tel 4 “of : mel 

Beach. She has a group down ‘ * . 
there now working on silk-screen- E 1 q 
ing workshops. And they are put- eat Re _ 1 

ting something out from the Cen- on Os k fi 
ter at Long Beach State College. eos. we ‘ 

Instead of thinking from a capi- one RE ts ss 

talistic point of view, trying to make - Co =- 

money, we try to serve the people Johntlts) anerasta BOO! 

in the community. That’s how we store. Photo by John 

Measure our success, on our Bright: 
communication with the commu- professional, or amateur. I'd hate 

nity and their participation in our *© Put a label on it. 
workshops and programs. 

Ito: How to relate, how to identify, 

Blaine: Do you see art as some- who to identify with. Like, we are 

thing separate from what you're not Japanese, per se, nationals. 

doing? Is art like a category with- We are Americans, but it’s been 
in your operation here? I’m relat- $0 long that we have been sup- 
ing to the murals on the windows Pressing this identity that we no 
and kites on the ceiling. How do longer have our own identity. And 

you look at art as being part of | think that’s one of the major 

your scene? goals we have. We’re trying to in- 
still into young people that they 

Murakami: | don’t know too much do have an identity and they have 
about the definition of what art is. an expression of their own, and 
Everybody has their own opinion. we want them to start expressing 
Just how you see things, how you it, their ideas, their feelings, 
express your feelings. By simple through art, or through any type 
drawings or etchings on our win- of creative expression — poetry, 
dow panes, these are just expres- writing, film. 
sions of how these people want 
to show other people how and Blaine: You see films as part of 

what they see. But then, it’s real- both your fund-raising and part of 

ly difficult to say if something is your identity-creating vehicle? 135



Ito: Right. this gap, and recognize people's 

sense of their own identity. 

Blaine: Where do the films come 

from? “eo 

. BROCKMAN GALLERY 
Ito: Well, we’re starting a program 

with student films, Asian-American The founding of the Brockman 

student films, whose productions Gallery is a case in point. Gal- 

have started in several of the col- leries have traditionally been 

leges in the area. Also, some of |imited to affluent communities, 
the films we present are produced because that’s where they have 
in Japan or China. We show them been able to survive. But there 
to our young people to give acul- are now groups trying to break 
tural background to where their that tradition by surviving in com- 
parents or grandparents have munities that have not been 
come from, where our identity has thought of as arts oriented. 

come from. 
, # 3 Dialogue: Director/Founder: Dale 

Davis. Interviewer: Elvie Moore 

There is a common theme that Whitney. 
runs throughout most community . 
arts groups; it has to do with Davis: hts fact that ae my 

establishing identity. It is difficult proher’s praiessors oe Me 
to pinpoint one event or even a there weren't any’ Black eee 

series of events which reversed sent hiny off on a tangent pecelee 

the trend toward acculturation he was trained ‘to be an aust 
and integration into pluralism for and all of a sudden pe Man is 

non-whites. Perhaps the Martin telling him there ‘aren t any fou 

Luther King protests were the know, as if there wes no: history 

start. The protests pointed up the of it, and almost denying the fact 
fact that simply because a law that there was a culture behind 

existed, that did not mean the law the black people. Now maybe i 
was just. It became understood Ae didnt realize e welgitt 
that it was the right and duty of is statement, but that’s essential- 

each individual to help define ly what it was. bie oon out 
“justice” and to bring about those of the community, wherever it was 

conditions which made for equali- and ‘no ‘matter ‘what country. Its 

ty. Each day reveals new inequi- been taken away from the imasses 
ties in city, state, and national and put into institutions. It always 

policy. Individuals reaffirmed the has been,,still Is. 

belief that they did not have to whitney: Do you see any new kind 
give up their identity in order to o¢ institution coming forth out of 
become “equal.” On the contrary, the black community that can save 
they began to see evidence that  inis heritage? 

individuals with a sense of their 

own uniqueness could join togeth- Davis: Well, Brockman Gallery is 
er and make some impact on the one institution. It’s criticized be- 
dominant culture. It was during cause it is. But in the real world, 
the 1960’s that a new breed of we have to have it. You know, we 
community arts groups arose. have artists criticize us because, 
The “cultural explosion” of the ‘You guys are in business.” | 

50’s which had given birth to mas- mean, damn! What are you going 

sive ivory mausoleums for the to do? Show us an alternative. 
white culture did not fill the need 
for cultural expression of those Whitney: As the black community 

outside the mainstream. The pri- becomes more affluent, like the 
mary driving force for the blos- black middle class really getting 

soming of community arts groups their thing together a little bit 

136 was and still is the need to fill financially, and are interested in



decorative pieces for their homes, Davis: They are the worst. They Artists exist as the 

do they come to you, the legiti- are the worst of all. They have only element within 

mate black artist, or do they go to reasons why they are the way — society which can 

the white gallery? Are they a they are. They have dealt with actually afford to tell 

source of your support? going-to-school-for-long-years, be- the truth about it. 

ing shrewd and slick, and having Telling is not only 

Davis: OK, affluence and educa- to deal with the system. And they _ in the ‘what’ but 

tion are at opposite ends a lot of won, like in a chess game. And also in the ‘way.’ 

times. And I’m afraid that’s aprob- that’s where they’ve stayed. Black artists must 

lem with many of the people we Whether or not that’s right or refer to the black 

deal with. They may be affluent. wrong, you know, but you can tell experience for the 

Everybody points at Baldwin Hills, the way I’m saying it, | think ‘way’ if they are to 

you know, that’s our goat that we there’s more to it. But that’s what tell the truth as 
point at, our Judas. And they business is. It’s cold, shrewd, blacks; which is to 

have reasons to do it. I doit. I’m slick. Do it, but be able to jump say, if they are 
very critical of them, but at the out of that when you leave the really to be black 

same time, it’s not like I’m God office. And they have an obliga- artists. 
and want to help them. | would tion. They are the ones who are —Faith Ringgold 
like to educate them, I'd like them making it. They are the ones who 

to know what’s happening around should be giving the most sup- 
them. It’s not coming out of Bald- port. But they are the least ap- 
win Hills. It’s coming out of the proachable. 

people that live below the hill. 

And unfortunately, a lot of blacks Whitney: How can we convince 

go straight to La Cienega (the es- the businessman that it’s within 
tablished art dealer row). his interest? 

Whitney: How do white people re- Davis: You gotta take him out of 

spond to this type of institution? his office. You gotta take him, 

Do they sustain it financially; do take his damn suit off, his shirt 
they come down here? off, his tie off, put him in some blue 

jeans, some tennis shoes. Just 
Davis: They sustain it better than give him the feel of it. Doesn’t 

blacks. And | can rationalize; | mean he has to be dressed a cer- 

can tell you why they do and why tain way. And walk him around, 

they don’t. I can criticize the put him on a motorcycle, put him 

blacks that don’t and criticize the _in a truck, have him putting spikes 

whites that do. The whites do be- in railraod tracks, have him be a 

cause they’re just liberal and fig- plumber, have him do all the 

ure, “Well, | should be doing things that the people have to do 

something,” which is not all bad. to make his job available. Take 

And there are those that come in him, show him dance, show him 

that are very shrewd, that maybe little kids fighting in the street- 
buy out a show, knowing that in cars, show him all of it, and then 
three or four years this is like a after his exposure over a week, 

fantastic investment, like they’ve of these kinds of things, take him 

got the foresight to see it. So, into a cultural center, and relate 
they can be ripping us off, and in him to the arts and show him that 
a sense they are, but in another what those people are doing out 

sense, they’re supporting the gal- there are the same. 

lery; they’re paying the rent, which 
means that another brother can We want to be, and are, indepen- 

come in and show. So what do dent black people and business 

you do? You don’t cut off the people and professionals. Now 

head to spite the body. that doesn’t mean we’re making 

money, because we’re not. We’re 

Whitney: I’d like to know why _ sustaining what we set up or what 

some of these very affluent black we started out, which was a black 

businessmen... gallery for black people. 137



People are my sub- POSTLUDE: COMMENT ON CONFERENCE ACCOMPLISHMENT* 

ject, people asa 

drama in opposites, Since self-awareness and self- manner of a connoisseur, but to 
among them hiding, identity have been so elemental a__ learn to hear, to see, to move, to 

and showing, cheap- fibre in the week’s extraordinarily feel, to touch—to develop a litera- 

ness and grandeur, rich and very human tapestry, | cy and articulation of the senses 

meanness and want to summarize my thoughts as well as of the intellect. 
compassion. with a new-found sense of pride, 

—Chaim Koppelman thanks to the events of this past There are dangers, lures, traps, 

week. and thoroughly enjoyable seduc- 
tions that constantly threaten to 

| was born a congenital optimist compromise the integrity of the 

on May 23, 1933, in Atlanta, arts. In fact, one of the most 

Georgia. | am a white, Anglo- lethal baits, particularly for the 

Saxon agnostic (if you’re seeking community arts, will be the one 

an acronym, that’s a WASA). This which tries to homogenize them. 

conference has done nothing to In the language of The Godfather, 

diminish my optimism. In fact, it ‘The arts will be made offers they 

has even made me decide to give cannot afford to resist.” But at 
up my recurring fantasy of want- times we simply have to resist 

ing to take off for Tahiti as a sec- them in order to preserve the in- 

ond mate on a fishing ketch. tegrity of the arts—the integrity to 
say it like it is. 

These images of the last few days, 

all of which comprise the arts— The arts and education (I can 
that strong yet simultaneously fra- | never understand why the two are 
gile, exciting magic of human ex- separated although such is very 

pression — are, as | am sure we much the case) must come togeth- 

have all come to acknowledge’ er and lay their mutual distrusts 
through the week if we hadn’t and suspicions to rest. How to do 

known it already, a key, an ineluc- it? is the critical question which 
table human key by which we can _ this conference has —at /least— 

learn to sing, to dance, to laugh— asked. The question will be dit- 
occasionally at ourselves and con- _ ficult, exasperating, at times seem- 
stantly at our situation. And by ingly impossible to answer. But 
doing so, to know ourselves bet- | remain that congenital optimist 

ter, and by knowing ourselves | was born. For the question will 

better, to like ourselves better, be answered. It will be answered 

and by liking ourselves better to because all of us here, and every- 
be proud of who we are and _ one we met throughout the week, 

where we came from. are committed to finding the an- 

swer of how to involve and inte- 

The important, fundamental fea- grate the arts into the educational 

ture of the arts, particularly in the fabric not only of society but of 
form we have seen them here in our own lives. 

Los Angeles, is their integrity. 

They have been and must contin- This conference has given us— 

ue to be expressed on the terms certainly me — a renewed convic- 

of the artist, in the terms of his tion that the arts are the most 

and her experience. We know in positive human force in society 

our bones the value the arts can today. And we must all combine 
bring to education, to learning our energies and our strength to 

about ourselves not by learning to see that the arts not only survive 

distinguish between what is alleg- but flourish because, if they do 

edly good or bad in the detached __ not, neither will we. 

*Editorial Note: One of the panelists at the final session of the Los Angeles Conference 
was John Hightower, President of the Associated Councils of the Arts. This shortened 
version of his concluding statement bespeaks the success of the conference and the 

138 validation which was accomplished there.
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Closing Comments 
by Barry Schwartz 

When Edward Kamarck, editor of A number of the essays require 

Arts in Society, originally suggest- no additional comments. | have 

ed this issue he spoke of a sym- responded only where | believe a 

posium. The word passed by me reply is necessary or where addi- 

like an advertisement; it was not- tional commentary elaborates my 

ed but without respect. With the basic thesis, written almost one 

realization of this issue, however, year ago. While | hope my com- 

| have a very different feeling for ments adequately conclude this 

what a symposium can be. | am __ issue, | do mean for them to open 

very grateful to have been able to yet further discussion of Human- 

participate in this one. ism in art, in education, in life. 
; | | In this | have been much aided by 

Writers who contributed to this the imagination, commitment and 
issue were asked to respond to@ humanism of Ed Kamarck, and 

much condensed version of Chap- those associated with him, Moni- 
ter | of The New Humanism: Art ka Jensen and Linda Heddle. 
in a Time of Change, a some- 

what general and theoretical ra- 
tionale for the specific art the Of George Morgan’s and Michael 

book presents and discusses. Gibson’s essays | have little to 

This edited chapter was to be a_ say. | immediately thought of 

springboard, initiating a discus- George Morgan for the issue be- 

sion of Humanism throughout the cause | believe his Human Pre- 

various arts. Regrettably, this dis- dicament: Wholeness and Disso- 

cussion materialized only toalim- Jution is one of the most in- 

ited degree, and in my closing tegrated summaries of our pres- 

comments | hope to indicate, di- ent condition among those | have 

rectly and by implication, possible read. While others exhaust them- 

accounts for why several of our selves generating new informa- 
contributors were woefully unable _ tion, Morgan has created a philos- 

to arise to the challenge. ophic overview into which fall our 139



I’m trying to paint singular dilemmas. His book is is what art as such means) in or 

the track left by least strong in the section on the der to shock humanity to its own 

human beings—like future. That is how it should be: _ true existence!” 

the slime left by the future needs us all. 

snails. I would like Let us hope we have greater op- 
someday to tryia | Michael Gibson’s essay tells us tions than a simple choice be- 
moment of life in its There's a war on!” Gibson iden- tween art and truth! The ques- 
full violence, its full tities the battleground of two men- tion, of course, presupposes that 
beauty. That would talities, the analogical and the if some artists sacrifice (maybe 
be the ultimate digital, as part of an analysis of they never had it, and hence could 
painting. new consciousness and old. It is not sacrifice it) the image of hu- 

—Frances Bacon 4 very insightful contribution. | man perfection, all artists will, 
wish to express my gratitude for which is foolhardy. Often | argue 

it, and my optimism, once more the injustice of the discrimination 

validated, arising from my belief practiced against Humanist art 

that many people today are com- only to be met with the counter- 

ing to a community of thought, argument that the utopian ideal 

feeling and action which pays no must not be devastated. But it is 

dues to national boundaries, which the critics and the profiteers who 

greets cultural difference with ex- require that artists compete. 

citement rather than hostility, and © Would the ascendancy of Human- 
which finds the Paris editor for ist art spell doom for those artists 

Art in America feeling many of the clearly committed to perfection it- 

same things. self? Does a society assisted by 

visual artists in the search of its 

Parker Tyler raises important own true; ‘existence ee lo 
: : 4 4 produce art? Such questions 

questions in his essay ‘What i 

Price Humanism?’”’ One question sound to me. more Hike Block ise 

often considered by Humanist art- ing than Serious cone E ed piney 

ists is articulated by Tyler: does a are tactical, not inevitable. 

work of art expressing outrage at 

some reainess become under-  |f Humanist art is threatening, it is 
mined and obscured by its ac- only because the value system in- 

ceptance as a work of art. Tyler — spiring the art demands consisten- 
recognizes one of the qualities of cy. One’s work, one’s life, one’s 

some Humanist art is the artist's thought and one’s action are no 

insistence, by the stylistic mode longer divisible. The convention- 
of the work, that the art defy con- al divorce between privately pro- 
ventional criteria for categoriza- fessed beliefs and professional 

tion and acceptance. Yes, some roles is no longer thought desir- 
of the art discussed does draw able. You are either part of the 
attention to unacceptable reali- problem or part of the solution 

ties, and it is true that it can not aj// of the time. Thus, when a Hu- 

do so if it itself is considered an manist asks, ‘‘What do you do?” 

object of aesthetic beauty. We he does not mean “which institu- 

used to call such art avant-garde, tion or information-gathering pro- 
meaning perhaps that the art was fession do you serve?” 

so effective we were required to 

change our criteria for accept- . : 

ance to avoid dismissing that | wish Mr. Tyler had considered 

which is most valuable. It is to his own questions 6 relation 9 
Tyler's central question, however the media he so well articulates. 

a , ; * If there were a wave of Humanist 
such discussion leads: “I won-  fiims (can there be such a wave?), 
der,” he writes, “and to me this would filmmakers interested in 
is the true pathos of the Humanist visions of utopia be “‘sacrificed” 

crisis—if we have to sacrifice the or as Hentoff put it, ‘““excommuni- 

140 image of human perfection (which cated’?



But the problem is, of course, with although such differences existed 

the Humanists, and that is where do they make it impossible for us 

it must stay. To this end | have to recognize broad historical pat- 

asked for permission to publish terns. 

Clarence Robin’s essay on film. 

Mat a, ask, What Price Anhue For example, the characteristics 
manism?”’ Robin's essay is an Pa i 

analysis of the manipulation of of ‘Impressionism: described’ by 

the cinematic experience, one Bercer are’ ai responses. 10 the 
ca , “ technological pattern. The Im- 

that often sacrifices Humanist seca . 

concerns for the efficacy of cau- preesionisis WEIS concerned with 

tious politics or the exigencies of the/properties of ight, but'the, Im= 
eet pressionists also painted “suburbs 

the marketplace. To maintain the 

inhumanity which Hentoff calls 270 Small towns, ‘Seen from the 
“normative brutalizations,” it is point of view of.ene:day visitors. 

necessary for all art forms, among And they ‘were one-day visitors 
themdilim: to be ‘sure: nat“te do because of the railways and the 

wilde a humane society might well new means of tansport, They 
were not painting from a point of 

sncotiege- view of community; they painted 

from the point of view of what 

Because John Berger’s comments they observed there, and for this 

come closest to the specific area reason they already reflect an 

in which | too have been work- early form of what later became a 

ing, | will take this opportunity sophisticated preoccupation with 
to clarify several important but the forms of things, rather than 

hardly profound questions of ac- the meaningfulness of content. 

curacy. Berger first takes excep- The divorce between thought and 

tion to what he feels is my over- action so prevalent today has as 

generalized assumption that the one of its origins the divorce be- 

technological pattern affected all tween the eye and the life, the 

artists in the same ways. | ap- things seen and the see-er; a di- 

preciate the historical differences vorce encouraged by the on-going 

Mr. Berger explains, but | still af- technological pattern, now so well 

firm my major point. Berger para- developed it is almost invisible, 

phrases my thesis distinguishing hiding as it is within “anonymity,” 

between artists who “believe in “convention,” “‘objectivity.” 

this technological solution” and 
those who reject it. The tech- , . we 

nological promise means very dif- Berger's third point Is a fandé- 

ferent things to the Constructiv- mental ‘one: Here iM must take a 

ists, the Futurists and the De Stijl SU° with the distinguished Bre 
group. Actually, | never spoke of ish critic. Berger writes out of 

a technological promise, only of one perspective, Schwartz aricth- 

the response to the technological er. Berger writes, Given “the 

pattern itself and of those who Present contradictions and con- 
responded to its impact on hu- flicts existing in the world, it is 

man life generally. The De Stijl premature to talk of man as a 
: . " species.” Schwartz writes, ‘“‘Giv- 

saw mathematical order in meta- on the present contradictions and 

physical reality; the Futurists saw conflicts existing in the world, it 
a return to the “‘cult of the indi- is imperative to talk of man as a 

vidual; the Constructivists saw species.” To do less than that is 

the advancement of socially use- to validate, accept and incorpor- 

ful tools. Though Berger is cer- ate the barbarism perpetuated in 
tainly correct when he says we the name of differences today. 

should not “ignore such differ- 

ences or simplify them out of ex- Berger’s final statements com- 

istence,”” nor should we say that prise a moving insistence that we 141



clearly identify that which op- secure planet and a human com- 

presses us. For Berger the cause munity. There is no question that 

of oppression is capitalism and the economics of Humanism te- 

imperialism, specifically the op- quires economic and social equity 

pressor is the United States qua among peoples. | obviously do 

nation, and the “ruling bureau- not subscribe to Darwinian or 

cratic class in the Soviet Union.” Hobbesian views of the world. 

His comments evoke a certain There is no humanism in life 

nostalgia for the kind of Marxism where there is rich and poor, 

that becomes reduced to plati- opulence and destitution, exploit- 

tudes. Yes, the United States and ed and exploiter. But given our 

the Soviet Union (ruling class di- world today, these exclamations 

rected) are playing havoc with hardly constitute an operation 

the world. But inevitably we ask, manual. The reasons | advocate 

as so many have asked, what is a post-ideological position is that 

to be done? There is no doubt we are too far gone to take much 

the sooner we have a world so- hope from action that will lead 

cialism, the sooner we will have a_ to reversal of the master-slave 

Seymour Rosofsky. The 
Suburb, 1970, oil on can- 
vas, 63% x 51”. Coll: Mr. 
Arthur Paul, Chicago. 
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relationship. However, a widely rhythms of the sixties become in- A Humanist painter 

accepted, universally implement- corporated into the life-affirming can do great work 

able value system can void the action of the seventies? instinctively, and 

master-s!ave relationship altogeth- with passion and 

er by radically altering conscious- Kampf unfortunately seems. ill- energy. He does not 

ness enough to undermine its @CO-  brepared to connect to the mus- have to be able vo 
nomics. If Berger lived in the cular spirit of Humanism. Thus, objectively intellec- 

United States, what actions would hig first paragraph is an embar- tualize his activities. 

follow from his “truths”? Would  ;assing encounter with responsi- He might work in a 

he teach in a university and wait  pijity. Like Hentoff, the question Zeitgeist that 
for the oppressed to come and of Humanism and the writer's re- encourages;him.. 
dislocate the oppressor? | think  jationship to it has touched some Take that Zeitgeist 
not. What other course of action sensitive chords. Like Hentoff, *”@¥ and he is left 

do those of us who are Americans Kampf considers the values art puzzled and — 
have but to live a life fully in- might create, and is not in touch impotents, Hormer 
volved with a morality and a con- with the values art is now creat- Humisnist- painters 
sciousness which, if widely ac- ing Either the discrimination in England (post-_ 
cepted, would alter the existing against exhibition and discussion war) Uae like this in 
structures of society, and which of Humanist art is more effective the o ‘, and ante 
is committed to an enduring than | thought, or the authors a ¥ ose 
struggle to confront all that OP- have located themselves far from need. a ote = h 

presses us. Such a life is an aS- the arts of protest. It is our loss eee on wie 
sertion of the value system of that the teacher of literature is un- tomwork: h b 
Humanism and specifically the able to write about the values lit- eJohn, Brathy 
path chosen by the artists of Hu-  gyature is creating. 

manism. An advocacy of Human- 

ism in art is an attempt to am- 
plify the message in the form of In the December 1972 issue of 

the message. Esquire, Tom Wolfe has written 

the article | thought Louis Kampf 

F could write best. “‘A treatise on 

fouls Rempel has anotiier enower the varieties of realistic experi- 

fo thekguestion, What is to ibe ence,” Wolfe’s article considers 

done? z Kampf says, “Have a the broad questions of social real- 

good ile — Hustle ine govern- ism, the novel and the important 
ment, foundations, schools, cor- direction he perceives in some 

porations for all the money you contemporary writing. 

can—Don’t worry too much about 
what your art says; it doesn’t mat- 

ter; only the institutional way in !n the end Kampf believes art to- 
which your work gets used does.” day is the “Modern art scene,” 

that formalism and modernist art 

1am not exactly sure why | rec- are the only possibilities, and that 

ommended Louis Kampf for the literature has meaning only as a 

issue. Perhaps | wanted to see private enjoyment. He concludes 

what the former president of the by suggesting that no serious 

Modern Language Association, the ay anti mae eee 

cane eee fa he proceeds to get lost in Thomas 

new Humanism | advocated. Per- Mann and political invectives. 

haps | wanted to gauge what in- 
fluence the sixties continued to Throughout Kampf’s essay is a 

have on those who were drawn sense of isolation. | hear the ab- 

into public roles by its passionate sence of community: the individ- 
recruitment. Perhaps | wondered ual orbiting above the milieu, very 

how tired they were, or if they much alone and with little sense 

had come to realize, as many did, of the organism that continues to 

that survival itself was the goal. grow. While the absence of com- 

How much did the liberating munal possibility is studied by 143



I think that art, scholars, while a significant num- fallen into despair, nihilism and 

especially prose ber of people take to the hills to lethargy—all because they thoughi 
fiction, is directly reestablish an acceptable model that the world should have been 

connected with cul- of communal life, the contempo- changed in a decade and for then 

ture, with society; rary writer has investigated the it changed too little? 

that there is no ‘art | subtle causes and human conse- 

for art’s sake’ and quences of communal breakdown. Humanism is a fundamental social 

never was, but only Much contemporary writing, from involvement incorporating every 

art as a more con- the onslaughts of Nikki Giovanni aspect of life style—from work to 
scious, formal to the absurdity of Donald Barth- pleasure. It is not an intellectual 

expression of a olome, is a proud engagement fad, a burst of momentary energy, 

human communal with the consciousness that op- a “‘political’’ action. The Human- 

need, in which indi- presses us. Rather than a private ist does not participate in social 
viduals seem to speak _ pleasure, literature today may as- change and human change based 
individually but are, _ sist many to strengthen their dual on probabilities of success or 
in reality, only giv- perception of reality; a double based on the pressures of one's 
ing voice and form vision of the world is required if peers or contemporary social fash- 

to the intangible that we are to secure our own sanity jon. One does all one can be 
is in the air around among the “normative brutaliza- cause it is right to do so, because 

them. tions” which comprise, for so emotional and psychic survival, if 
—dJoyce Carol Oates many, the reality. you are white, and emotional, 

psychic and physical survival if 

It is no surprise to me that one of YOu are not, are seriously in ques- 
the great statements to recently tion. The Humanist has the key to 
appear on the question of Human- dignity and self-respect, and he 
ism is authored by one of our very has cast off the serious doubts of 

best contemporary writers, Joyce self-worth that characterize most 

Carol Oates. In her essay she Of our society. 
speaks of “a sudden and startling 

turn toward optimism,” ‘‘a trans- We must change the political fu- 

formation of being.” She asks, ture, sure. We must have social- 

“What will the next phase of hu- ism, sure. But now is the time to 
man experience be? A simple stop reassuring ourselves of the 

evolution into a higher human- __ fact that we are privileged enough 
ism.” It is this theme one finds to know the truth; now we need 
so well articulated in the essays to /ive the truth. 
by Leviege and Lowenfels, that 

one finds deep within the entire Though | have only known him 

community arts movements elab- through his words, | expected Nat 

orated by Blaine and Baker, that Hentoff would have something to 
one glimpses in Siegel’s and Has- say compatible with my remarks. 

san’s essays. Instead, his contribution to this 

issue assumes a posture | per- 
We have passed through a decade ceive as regressive. In response 

where many people were “‘politi- to it | sent Hentoff the following 

cal,” where they uttered the right letter. Though it is specifically 
political statements, signed ap- intended as a communication to 

propriate protests and occasion- Hentoff, | am reprinting it here so 
ally marched for... And where as to present a critique of the in- 
are they now? Unfortunately for adequacies of the professional lib- 

the seventies, the sixties had too eral generally. 

many casualties. Too many were 

more interested in slogans than a OF 

in the ways one can continue to 

make an enduring commitment. Dear Nat Hentoff, 

How many changed their lives so 

that living itself became a politi: As part of my arrangement with 

144 cal act? How many have now Arts in Society, | am writing clos-



ing statements in response to the We Talking To? Certainly Not to 

various contributions submitted to Artists.’’ But the truth is, Nat Hen- 

their symposium on Humanism.  toff, that it is precisely to artists 

Though it was | who suggested that | have been talking. For three 

that you write for this issue, | now years now, | have crossed the 

find myself with the unpleasant country in search of a contempo- 

task of responding to your essay, rary art that is usually not found 

which was, for me, the most nega-__in Art Forum, not seen often on 

tive and least effective essay in Madison Avenue, not available for 

the issue. As the issue is not yet viewing in the latest museum 

to the printer and as | consider show. In the end, | have found 

what you have written to consti- an art that was committed to an 

tute a wasted opportunity, | have alternative vision of experience, 
chosen to respond with this letter one that helped me to survive, 

and the reminder, there is still one that maintained a dual per- 

time, brother. ception of reality. There is a 

great body of exciting, meaning- 

What a curious piece you have _ ful, disturbing, provoking, signifi- 

written. You start off with alaugh- cant, challenging Humanist art. 

able pairing of Solzhenitsyn and What you call an “attempt to lec- 
Schwartz; you speak of my “‘at- ture” is actually an attempt to ar- 

tempt to lecture artists’ and to  ticulate concretely, and in broad 

“go on to moralize at artists.” theoretical terms as well, the bas- 

You title your essay “Whom Are __ is for appreciation and validation 

Mahler Ryder. Great 
American Subway Rider 
#2, 1971, ink on paper, 15 
x 30”. Courtesy of the 
artist. Photographer: Mor- 
gan Rockhill, R.1. 
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The art of confron- of this art. | have to ask you Nat: Like Louis Kampf in another es 

tation with the real, who have you been listening to? say, you are quick to recite the 

the art of tragiclove, Certainly not to artists. inventory of disaster. Do you be 

of passionate out- lieve there are no artists express 

rage, is both possible Your essay seems remarkably un- ing the same feelings in visué 

and necessary... informed about the plight of art- images? Are you listening to 

expressing hope and ists, about the manipulation of them? Seeing them? And if not 
love in the face of their patronage, about the conse- and if | have tried to correct an 

terror. quences experienced by an artist historical wrong, why have you 
—Jacob Landau who creates images that are not Said this should not be done? 

fashionable, that may even be Why can Hentoff write of “spiritu- 

deeply disturbing. You seem to al mutilation” and “‘literal mutila- 

have little understanding about tion’ and not support an attempt 
the very limited possibilities for to support the work of visual art 
exhibitions of works by a painter, ists who depict the very same 
printmaker or sculptor who makes ealities? 

people feel things when they do 

not wish to feel. Remember back In “The Cold Society,” one of 
to the days of record covers? two essays authored by you that 
Does not the history of jazz, a |! chose to anthologize in Hard 

history you helped articulate, sup- | Rains: Conflict and Conscience in 

port the view that what is vital America, you write and then quote 
and influential in the cultural life Tom Hayden as follows: “Radical- 
of America is often neglected, un- ism—others might call it human- 
recognized and unsupported? You ism—would then ‘give itself to, 
say that | am scornful of Richard and become part of, the energy 
Anuskiewicz. | am scornful of no that is kept restless and active 
artist, but | do believe that it is under the clamps of a paralyzed 
helpful to differentiate between imperial society.’ ”” Who have you 
those artists who help us see, and been listening to lately, Nat? 
those who help us to see certain Surely art is one of the restless 
realities which, if we are to retain energies, and won't radical-Hu- 
our humanity, must be seen. Your Manist art meet with highly elab- 
defense of all art, which becomes oOrated forms of resistance? 
a rejection of my advocacy of Hu- Doesn’t an imperial society favor 

manist art, is pure hype. Would nN imperial culture? And if there 

you say | was scornful of Judy iS a defense and an advocacy of 

Collins because | decried the ‘adical-Humanist art why have you 
neglect accorded artists like Big Wished to impede it with a melo- 
Bill Broonzy? If | argued that dramatic concern that non-Human- 

Dick Gregory pays more dues for _ ists will be excommunicated? |s 

being what he is than Woody Al- it not enough to compare this 
len, would you evoke the virtues Clumsy thirty year old Humanist 

of all humor as a means of dis- with Solzhenitsyn; must you also 
missing my point? Cheap Thrills. saddle him to the Vatican too? 

Are you surprised that in the vis- Really, Nat. 

ual arts too, America prefers to ‘ 

show the public face of only a Had you: read Edward ‘Kamarchs 
part of her total creation? initial letter carefully you would 

have seen that ‘‘Over the course 

| of several years he (Schwartz) in- 

When, in your essay, you speak — terviewed literally hundreds of art- 
of the ‘normative brutalization ists in all parts of the country, col- 

that is done in the name of Amer- _lecting in the process a rich store- 

ica” why have you chosen to place house of materials . . . letters, 

yourself as an obstacle to an ar- statements, photographs, manifes- 

gument that supports visual artists toes, etc.” The primary goal of 

146 who deal with the brutalization? The New Humanism: Art in a Time
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of Change is to present and illus- on countless imagined foes. After 

trate the work of 150 of these art- the nitpicking here, after you 

ists. Most have not been given make me the fall guy, after all the 

nearly the attention they deserve Schwartz and l’s, after the de- 

and none have been seen within preciating and vain sentiment 
the context that inspires their cre- about the value of all art, which 
ation. Among them by the way, is takes nothing into account about 

not only Robert Crumb, and other the problem of social art, | am 
San Francisco cartoonists, but forced to ask if you are part of 
many of the artists who find them- the problem or part of the solu- 
selves in the same position Crumb tion? You create a nifty competi- 
was in several years ago when Hen- _ tion between Hentoff and Schwartz 

toff had not heard of Crumb and - - - Schwartz and |... 1 ama 
Crumb was making postcards for Humanist just like Schwartz . .. 
Hallmark and wondering.... You but Schwartz he is not really a 
see, Nat, for artists like Crumb, good Humanist . . . | am more 
Steve Wilson, Spain Rodriguez, Humanist than thou . . . what the 
and Vic Moscosco, etc. to survive Hell, Humanism is not a club one 
they not only had to develop their joins. Are we really going to com- 
art but had as well to develop a___ pete with each other to see whose 

whole new way of communicating Humanism is purer. Have you 
to people, the underground car- been so long out there alone, dealt 

toon. Not every artist will be able with so many deaths, been so oft- 
to develop excellence in his work en abused, misunderstood and at- 
and a new mode of its exhibition. tacked, that you only know the 

way of those you oppose? 

Your article disappoints me, Nat. To be a Humanist is to have a 

It works by a standard formula first response to give, to give ata 
for dismantlement, a hack job of time when everyone only knows 

straw man argument, easy senti- to take. And the Humanist knows 

ment, exaggeration and misrepre- that if he gives all he has, because 
sentation, and all to what end? he is also victimized by a society 
++. am I your enemy? Are you that kills, he can never give 
really “more ‘permissive’ than!? enough. In the name of justice 

You “Wow!” my phrase “perpetu- you have clubbed down my argu- 
al antagonism with reality.” Per- ment for an art that expresses 
petual antagonism with reality is outrage at injustice. | am trying 
necessary because of the ease to burst forth through the curtain 
with which we can surrender our of critical silence, and you find 

perceptions, be misled, fail to this to be moralizing. Where are 
comprehend yet another norma- you coming from? Give up some 
tive brutalization. How can one of those ego needs, Nat, the world 

retain sensitivity to the sick and has room for thousands more like 
inhuman when it is normative? us. Give up the formula writing, 
You are doing a lot of “Schwartz the suspicions, the coverted ter- 
and I” in your essay, but the im-  ritory . . . don’t be the cold socie- 
Pact of your writing is to reduce, ty you so brilliantly engage. 
put aside, and devalue. Thus for 

you the advocate of what is be- Love to you, Nat, love to you. 
comes, after all, the proselytizer Barry Schwartz 
of “what art should be.” 

You seem in this affair like an old Just as these closing remarks 

fighter who, when he hears the were to be mailed to Arts in So- 
roar of the crowd and smells the ciety, | received a note from Hen- 
sweat, comes staggering out of  toff: “If you want a dialogue, best 

148 the locker room raining punches _ thing is to call.” And | did. 9
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Warrington Colescott: Portrait of an Envi- 

ronmental Artist. Warrington Colescott, 

James Dennis, Robert Grigor-Taylor, Toby 

Olson, Edward A. Foster. 1:129-144. 

WIDMER, KINGSLEY. Sensibility Under 

Technocracy: Reflections on the Culture 

of Processed Communications. 2:215- 

230. 
Words, Words, Words. Dan Lacy. 2:300- 

303. 

YATES, PETER. In the Fourth Year of Nix- 

on, poem. 2:275. 

On a Communication from John Dewey. 

2:201-205.



Edited by Arts in Society contributor, Barry N. Schwartz, and others 

B AFFIRMATIVE or carving out 2:5): Radical Approaches 
to Education 

a better world => Barry N. Schwartz 

THE HUMAN FUTURES SERIES With gloom hanging over the 
Edited by Barry N. Schwartz classroom and students disaf- 
and Robert Disch tected, What We need are fresh 

j ; ‘ . thoughts about education’s 

The, volumes in this series re problems. The kind offered In 
of future life in our technologi- this ey shi eoucation ag It 
cally sophisticated society. Can .afid) Sous pe Me thoughts of Ivan Illich, R. D. 

HUMAN CONNECTION AND Laing, John Holt, William 
THE NEW MEDIA Glasser, eng fourteen more: 

Edited by Barry N. Schwartz joughts which can actually ef- 
The communications media of fect constructive change. A Spectrum Book 
the future are here now—from = 9.45 
lasers and halography to video . 
cables and cassettes. Such con- ~~ HARD RAINS 
tributors as John Lilly and — Conflict and Conscience in 
Arthur Koestler explain how America 
positive use of these new media —_ Edited by Robert Disch and 
can revitalize the life of our = Barry N. Schwartz 

communities and ‘our demo- Campus disturbances, ai alling 
‘ environment, trusted values be- 

oem Book ing discarded. These are some 
. of the seemingly insoluble prob- 

Other books in lems discussed in a book fea- 

THE HUMAN FUTURES series: turing the writings of, among 
others, Benjamin De Mott, 

THE EDGE OF ADAPTATION: Henry Steele Commager, Her- 
Man and the Emerging Society pat peareuse fobert ay ur 

a . con, Pau rlicn. People who Edited by Richard Kostelanetz have made lucid’ far-reaching 

THE FUTURE OF LITERACY eae thelr trademark. 
Edited by Robert Disch Teachers: samination poples aval 

able from youl | 

THE FUTURE OF WORK field representative. rentice-Ha 

Edited by Fred Best RB PRENTICE-HALL 

Spectrum Books, each $2.45 Englewood Cliffs, N.J. 07632 
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othe ffumanist offer to Arts in Society Readers.. 

MORAL PERSPECTIVES ON POLITICS: 
When The Humanist deals with problems on the frontier of political 
change, it does so in a framework of morals and ethics. For example, 
back issues have featured Herman Schwartz, Frank Rundle, M.D., 
and Ramsey Clark on the problem of prisons, and J. Arthur Heise 
on military academies. Other issues in the past included articles such 
as “TV and the Careening of America” by Nicholas Johnson, “Intel- 

lectuals in Government” by Charles Frankel, “The 
Crisis of Inequality” by Robert Lekachman, “Human- 

ism and Behaviorism” by B. F. Skinner, “IQ 
A: and Race” by Arthur Jensen with rebuttals 

: by Jerome Kagan and others, challenging 
Nicholas on political implications of research on brain 

“a manipulation by J. M. R. Delgado, and the 
Cle issue of “Ethics and Human Biology” by 
O77 Daniel Callahan and others. 

co Baty ae 2 BACK ISSUES FREE 
ice when you subscribe to the next 

six challenging issues of 
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| Please send me these two back issues FREE: A B C D 
(as pictured ). I enclose $6 for one year’s subscription to The Humanist. 

| I will also receive the complimentary current issue by return mail. 

| Name Address 

| “Gty State Zip 
| The Humanist, Box AS, 923 Kensington Ave., Buffalo, N-Y.14215 
t



America’s most influential theatre magazine 
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December 1972 * Black Theatre * Olympic Theatre 

History of Black Playwriting 

National Black Theatre 
New Lafayette Theatre 

Afro-American Total Theatre 

New York Street Theatre Caravan 
Le Grand Magic Circus, ETEBA 

Mixed Media Company, Marionetteatern 

Historical: Tristan Tzara’s Mouchoir de Nuages (1925) 

---THE DRAMA REVIEW------------------------------------- 
New York University 
32 Washington Place. Room 73 
New York, N.Y. 10003 
Payment is enclosed for 

One-year subscription. $ 7.50 
Two-year subscription. $13.00 
Student subscription. S$ 6.50 
Back issues. $ 3.00 
(Foreign subscribers add $2.00 a year for postage) 

Name 

Address see 

City State Zip Code __ aos



The Georgia Review 

A Southern Journal of Literature, History, and Ideas 

presents in future issues 

HAZARD ADAMS: “Scholarship and the Idea of Criticism: Recent 
Writing on Yeats” 

GEORGE GARRETT, editor: “ ‘Grace Is Most of It’: A Conversation 
with David Slavitt” 

JOHN DITSKY: “The Man on the Quaker Oats Box: Characteristics of 
Recent Experimental Fiction” 

BRUCE ROSENBERG: “How Custer’s ‘Last Stand’ Got Its Name” 

ALAN SPIEGEL: “A Theory of the Grotesque in Southern Fiction” 

REBECCAH A. KINNAMON: “Eliot’s ‘Ash Wednesday’ and Maritain’s 
Ideal for Poetry” 

_ JAMES SEAY: “A World Immeasurably Alive and Good: A Look at 
James Wright’s Collected Poems” 

Fiction 

WARREN LEAMON: “Fred” 
H. E. FRANCIS: “William Saroyan, Come Home” 

Poetry 

STEPHEN S. N. LIU, LEWIS B. HORNE, JOHN NIXON, JR., JESSIE 
SCHELL, ROBERT WALTERS, STUART FRIEBERT, LEONARD 
NEUFELDT, CHARLES EDWARD EATON, RICHARD MOORE, 
CATHARINE SAVAGE BROSMAN, NORMAN HINDLEY, LORA 
DUNETZ 

Annual Subscription $3.00 Two Years $5.00 

THE GEORGIA REVIEW e University of Georgia @ Athens, Georgia 
30601



The Journal of Interdisciplinary History publishes articles, research notes, 
and long reviews contributing to the exchange of information and meth- 
ods between history and allied fields in the humanities and social sciences. 

We are pleased to announce a special issue devoted exclusively to The 
Historian and the Arts. 
$5.00 for single copies $3.50 for orders for five or more 

Volume IV, Number | Summer 1973 

Style in Culture: Vivaldi, Zeno and Ricci David Burrows 

Volksseelenpolitik and Psychological 
Rebirth: Mahler and Hofmannsthal William J. McGrath 

Film as a Source Material: Some 
Preliminary Notes Toward a Meth- 
odology Martin A. Jackson 

The Cartoon as a Historical Source Thomas Milton Kemnitz 

The Historian and the Art Historian Theodore K. Rabb 

The Fashionable Diseases Ann D. Wood 

Historians and the Evidence of Literature John V. Fleming 

“Christ, What a Fright’; The Tudor 
Portrait As an Icon Lacey Baldwin Smith 

Edited by Robert Rotberg and Theodore K. Rabb, The Journal of 
Interdisciplinary History is a quarterly publication of The MIT Press. 
Annual subscription rates: Individuals $12.50, Institutions $16.50. 
Foreign subscribers add $1.00. 

Order Form 

______ Please send me a copy of The Historian and the Arts. Enclosed is 
my check for $5.00. 

______| would like to order____copies of The Historian and the Arts for 
my students at $3.50 each. Enclosed is my check for ___. 

Name 

OI a 

City and State Zp 

All orders must be prepaid. Make checks payable to The Journal of 
Interdisciplinary History and send to The MIT Press Journals Department, 

28 Carleton Street, Cambridge, MA 02142.



THE JOURNAL OF GENERAL EDUCATION 

Takes ALL KNOWLEDGE for its province — BUT MODESTLY! 

This year, for example, JGE will publish: 

General Education in the Community College J. Derek Harrison 
Imagination and Its Educational Significance Jerome Ashmore 
Did I Improve Any Better? 
The Plight of the Disadvantaged Student Robert F. Moss 
Mao among the Classics Irmgard Johnson 
PPBS in Education Edmond H. Weiss 
Patterns of Diversity and Unity Paul Trudinger 
The Three-year Baccalaureate Edward L. Allen 
Linguistics and Human Values Paul T. Hopper 
The Tenure Controversy George A. Kizer 
Guidance in a General Education Program Karl R. White 
Jung and James on the Typology of World Views Allan Carlsson 
Do We Need a New Undergraduate Degree? Eugene Lubot 

Poems by Nancy Esther James, Jack McManis, Deborah Austin, 
Melvin Palmer, John Balaban, Marilyn M. Carens, Dorothy Roberts, 

Gail Purcell, Judith Moffett, and others 

Books that have not received the attention they deserve in the national 
reviewing media will be reviewed. 

JGE is published quarterly. Subscription rates: $7.50 for one year; 
$21.50 for three years. 

JGE: THE JOURNAL OF GENERAL EDUCATION 
THE PENNSYLVANIA STATE UNIVERSITY PRESS 
UNIVERSITY PARK, PENNSYLVANIA 16802



Our Next Issue: 
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FILM: 

NEW CHALLENGE & NEW POSSIBILITIES
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