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Bowl” from the long-ago Chinese Sung No, the case for the social utility of art’s 

Dynasty to the immediacy of militantly vision must be made in a more complex 

politicalized feelings aroused by a recent and difficult way. While offering some 

LeRoi Jones play. Howsoever experienced, evidence from the present, and a great 

all visions in art which are creatively valid deal from the past, the stress must be on 

speak eloquently for man, denoting his the potential, on what might be achieved 

larger possibilities, extending the horizons if society only had the will and wisdom 

of his consciousness and understanding, to undertake the proper kind of building. 

challenging the systems of doctrine and By and large, that is the approach of this 
dogma which narrow and constrict human issue of Arts in Society. 

aspiration. In an important sense, the 

“Lotus Bowl” can be considered as much In the lead piece, “Social Uses of the 
of a social statement as LeRoi Jones’s Notion of Art,” Vytautas Kavolis asserts the 
The Dutchman. primacy of a generalized notion of art 

among the populace at large as a vital 

prerequisite for the flowering of creative 

One must grant, of course, that although expression. He stresses the considerable 
the immanent energy of great art spans the challenge of achieving such a condition in 
centuries, that the urgency and valuation an advanced industrial society. 

of its eloquence must depend finally upon 

the particular human context in which it is Eugene Kaelin and Leslie Hedley take 

experienced. To wit, against the measure issue with our patterns of institutionalizing 
of their bleak technological environment the arts. The former in ‘‘The Social Uses 

and the intense spiritual hungers of the of Art: A Plea for the Institution” rational- 

age, few segments of our population are izes the need for more adequate institu- 

likely to see much compelling necessity in tionalization and describes the conditions 

the ‘‘Lotus Bowl.” Its message is too on which it should be ideally predicated. 

subtle and too muted, its resonances too In a slashing polemic, “Art Versus 

distant from the temper and tenor of these Society?”, the latter seeks to lay bare the 

times. Thus, it is evident that the burden corruptions and exploitative patterns of the 

of the case for the social utility of art’s institutional complex purveying contem- 

vision must always be borne by the vitality porary artistic expression, most of which 

and pertinence of contemporary Hedley views as being disgracefully 

expression. shoddy, shallow, and dishonest. 

Lee Baxandall, in ‘Old Arts, New Integra- 

And here we face a dilemma. There is a tions,” is concerned with the institutions of 
great deal wrong with how artistic vision art, too, but from the standpoint of the 

operates today in the American experience. possibility of their reform in order to 
In fact, almost everything is wrong. The achieve what he feels to be a desired 
very marginality of the arts in the society— integration between the energies and 
the widespread evidence of neglect, irrele- motivations of the counter-culture and the 
vance, inutility(!)—strongly belies any case old arts. He suggests that in striving for 
one might try to make. In this connection, vivid political statement, the counter- 
many spokesmen and supporters of art culture had perhaps been too prone to 

make the mistake of speaking far too abandon many of those qualities of art 
exhortatively and piously on behalf of what which give it the power of eloquence. 
is, while neglecting to acknowledge all that 

is perverse and askew. Since what is This vexing question of how to reconcile 

is not really terribly impressive nor of much the need for the larger view of the nature 

valid social utility, the temptation is too of reality and truth associated with great 

strong to answer: “If this is all the arts are artistic vision with the pressing need for 

about, why even bother!”’ And in the main, social commitment and relevance will no 
despite considerable infusions of money doubt bedevil the culture to the end of 

and energy, that has been the substance of time. But it is perhaps now apparent, at 

society’s response. least to our time, that political dogma, as 
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an oversimplified view of reality, represents But while Reichert’s words may give cheer 

one major hazard, and the removal of too to many flagging spokesmen for art, it 

many barriers between art and life, remains poignantly true that today’s artist 

another. The former hobbles the freedom in America leads no one anywhere. The 

of the spirit, and the latter the freedom of stern imperative of Vytautas Kavolis, noted 

the imagination. This is not to suggest earlier—the necessity of a prevailing gen- 

that the artist should remove himself from eralized notion of art—must remind us that 

the passions of his time. Quite the con- we have much building to do among the 

trary. As Donald Egbert wrote, ‘‘An artist’s great mass of the people. In this effort, 
social commitment can furnish him with Lloyd New’s “The Role of Art in the Educa- 
an incentive to produce art while also tion of the American Indian,” and Martha 

influencing his choice of subject matter.”’ Gilmore’s ‘‘Twenty Shades of Blue” seem 
Recall Bertolt Brecht’s poem: to offer substantial and optimistic clues. 

The former effectively highlights the poten- 

Within me there is a conflict between tial of the arts in general education as a 

The delight of a blooming apple tree tool for achieving personal integration, a 
And the horror of a Hitler speech; most fruitful notion that we are just begin- 

But only the latter forces me to my desk. ning to explore in this country. The latter 
describes how in one community of con- 

Art can and does have an important politi- siderable deprivation, the black inner city 

cal role, but above ideology. It is in this of Washington, D.C., the arts are being 

light that William Reichert’s “Art, Nature, used as a tool for communal integration. 
and Revolution” views the arts as being In both efforts the arts become a key for 

not only essential to the health of society finding identity and asserting a sense of 
but serving as the chief causative factor in worth. 

significant social change. For Reichert— 

a political scientist, by the way—the artist Isn’t this what the arts are really all about? 
historically has been the true revolutionary, And aren’t these exactly the places that 

benignly employing symbol and aesthetic we have to start our building process— 

form to lead people to accept the outline in the school, and in the community? 

of a new and better kind of world. 

Edward L. Kamarck 
Lotus Bowl Sung Dynasty (A.D. 1107-1127) 

The National Palace Museum, 

Taipei, Taiwan, Republic of China 
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Social Uses of eels 
Professor and Chairman of the Department 

th N ti f Art of Sociology and Anthropology at Dickin- 
e Oo ion Oo son College. He is the author of Artistic 

Expression: A Sociological Analysis and 
History on Art’s Side: Social Dynamics in 
Artistic Efflorescences. 

1 
Art, we might assume, is created because 
people are interested in it. But why are 

people interested in art? Or, conversely, 
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why are they uninterested in art, even ceiver of a work of art, is the perfection of 

when it is being created and exists in their the working out of the specific discipline 
environment in a greater profusion of that a particular act of creation requires of 

forms and impressions than ever before? its author; the sense of adequacy to what 

can only be called “the nature of a created 

A good argument could be made for the order.” 

view that interest in art arises from the 

generalized notion of art and is much less 5. This order is, however, of such charac- 

likely to develop where such a notion ter that the working out of it, and only an 
either does not exist or is preserved in adequate working out of it, gives a kind of 
some vestigial form, unable to regenerate sensuous pleasure, an emotional reson- 

itself from the daily flow of experience ance that enhances one’s sense of exist- 

(e.g., in the urban working class as con- ence, to its maker and others, in his (her) 

trasted to the traditional peasantry)—or own society and elsewhere, whether its 
where the notion of art has ceased to be maker has intended to give such pleasure 

plausible. or not. Whatever the experience of the 

maker in producing it, a work of art exists 
The basic (historically evolved and cross- only if it is capable of giving this kind of 

culturally validated) notion of art contains emotionally enhancing sensuous pleasure 

five defining elements: to others than those immediately involved 
in its production. 

1. It is man- (or woman-) made, an artifact 

not provided by nature. The dynamic paradox underlying the gen- 
. eralized notion of art as a human accom- 

2. It is well-made, an object or perform- plishment is twofold: man recognizes the 
ance of outstandingly skillful execution, a claims that his works make upon him, and 

criterion that initially selects “art” from a he acquires and gives a gratifying emo- 

mass of “artifacts.” tional resonance through the working out 
‘ : of a discipline. By refusing to honor the 

3. The goodness of its making transcends claims of his own works, he destroys or 

the functional utility (if any) of the object diminishes them, and by refusing to work 

or performance, the social purposes for out a discipline appropriate to their char- 
which it was originally intended or subse- acter he reduces the pleasure that origi- 

quently used, and the aesthetic framework nates from his actions. 
(if any) within which it has been conceived 

by Its author. It is this kind of “transcend- This is what the notion of art, more or less 
ence” that makes the aesthetic quality of clearly, has always implied, even in pre- 

works of art recognizable beyond any par- literate societies, where this notion was not 
ticular sociohistorical setting. consciously recognized. (Generalized 

. . i 5 notions of this kind may be most effective 

aiituded oho deals at aH Gareane of precisely where their operations are not 

in the stylistic idiom or the contents of the relfied/andidistorted; Into ideologies:) 
work of art, but is inherent in the order 

that has emerged in the process of work- 2 

ing it out and whose demands on its Conceived in this manner, the notion of art 

creator the latter has so adequately recog- may well be the single most potent inven- 

nized, in concrete detail, that the result tion in the whole history, and prehistory, 

remains admirable even to those to whom of human imagination, far more potent than 

both the elements and the totality of this any specific works embodying it. (And 

particular order are culturally and psy- more enduring, since the notion of art can 

chologically alien. (In its purest case, be continuously retained even in a society 

artistic value can be defined as formal that does not preserve a single one of its 
compellingness of substantively alien per- products embodying this notion, e.g., 

ceptions.) What is admired, in the purest where body decoration is the prevailing 

case of aesthetic appreciation, by the per- art.) 
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What is ‘‘powerful” about the generalized human existence. It is, moreover, not only 
notion of art is the postulation it implies an analytical framework, but also a 

that: criterion for evaluative judgment—of both 

societies (to what degree do they permit 

1. Humans can, by their actions, produce human beings to generate significance?) 

emotionally gratifying orders, physical or and of individual humans (to what degree 
symbolic (although not all orders they pro- do they act, within the limits of the pos- 

duce are emotionally enhancing; indeed sible, in such ways as to generate signifi- 

some objects labelled ‘“‘art,”’ today perhaps cance?). Thus the quality of life—or even 

more than ever, are emotionally constrict- “health’”—of both societies and individual 

ing, or depleting, in their effects). personalities can be evaluated by the 

degree to which they approach the gen- 

2. Humans can recognize and, in a disci- eralized notion of ‘“‘art” (a criterion 

plined way, accept the demands of the empirically superior, in dealing with human 
orders they are producing—i.e., the realities, to any generalized notion of an 

responsibilities imposed upon them by obligatory “nature,” and containing more 
their own works (although they do not precise diagnostic criteria than such 
always fully understand or have the notions as “faith”). 

capacity to fulfill these responsibilities). 

The generalized notion of art is indeed the 

3. An order in which gratification is universal paradigm for a critical analysis of 
achieved by fulfilling the demands of one’s all human ways of life, in all civilizations 
own creative work is recognizable to at and historical epochs, considered not in 
least some people other than its pro- terms of a particular type of their effects 
ducer—particularly to people also skilled (e.g., productivity level, suicide rate etc.), 
in producing artistic objects or perform- but in terms of comprehensive relation- 
ances. Moreover, if such orders are cap- ships between human works and the under- 

able of being preserved in an objectified standing, or lack of it, by their makers, of 
form or in memory, they can withstand the what their works require of them; and 

critical judgment of people in times and between the disciplines accepted, or not 

places other than that in which they have accepted, in the production of these works 

been produced (although only compara- and the gratifications arising, or not 
tively few works of art do in fact survive arising, from their execution. As a para- 

such tests). digm for judgment, the generalized notion 

of art is disturbing by the critical light it 

What this means is the morally—and throws on any existing reality, but it also 
ontologically—important conclusion that provides an orientation for overcoming its 
when humans grasp, and adequately artic- deficiencies. 

ulate, the demands of what they are work- 

ing on, their works are not arbitrary, not 3 

limited to being their own ego (or ethno- If the generalized notion of art is socially 

centric) trips of no general significance or useful, why is it being abandoned by so 

validity. It is the thorough understanding many contemporary artists? Why does it 

and perfect fulfillment of the demands of seem to be losing its plausibility precisely 

the ‘“‘nature’’ of one’s own creations that for the people who have been generating 

endure, embodied in them, as the closest and regenerating it for ages? Is this a part 
approximation to ‘“‘eternal” and “common of the wholesale repudiation by avant- 

human” values. Values arise from the per- garde artists of everything utilitarian? 

fection of the grasp of what one is doing. 
The notion of art, forged in the practice of 

These are notions without which significant generations of imaginative workers, is 
art is inconceivable. But they are also undermined by the experience of masses 

notions which, nurtured by art, suggest a of industrial and bureaucratic workers. 

general metaphor for comprehending the It seems that, in advanced industrial 
manner in which significance—or validity, societies, only in personal relations and in 

or poignancy—is generated anywhere in certain kinds of ideological politics—but 
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nowhere in the sphere of economic pro- themselves sufficient as foundations for its 

duction, including the production of works creation. 

of art—is the generalized notion of art still 

easily at home. (But if mechanistic modes More recently, two other artistic ideolo- 

of production and administration eliminate gies have emerged, (c) surrender to the 

the experience of art, they increase the technological thrust (e.g., electronic art), 

sense of need for it. The notion of art and (d) the self-sufficiency of conceptual 

may yet be recreated from this need.) construction (art works arising solely as 

analyses of formal concepts implied in 
Beyond this, the generalized notion of art other art works, or intended to be suf- 

can lose its credibility for two fundamental ficient solely as analyses of contemporary 

sociopsychological reasons: (a) such con- civilization, or existing only as statements 

tentment with existing social arrangements of the principles for their making). These 

that no symbolic designs to transcend two ideologies articulate some artists’ 

them are felt to be needed, or (b) such sense of being overwhelmed by the imagi- 

despair with existing social arrangements native qualities exhibited by the contem- 

and their possible changes that any sym- porary scientific-technological civilization, 

bolic designs worked out by human beings far more impressive than those of which 
for transcending them must be regarded they themselves, as artists, seem to be 

as mere self-deception. The logical capable. 

response to the first attitude is to be artists 

in a manner governed wholly by habit All four of these ideologies are destructive 

rather than to work at producing socially of the generalized notion of art—the first 
transcendant, emotionally resonant orders two because, at least in theory, they reject 

of art. The logical response to the second the responsibility of working out well-made 
attitude is to debunk the “illusion” of art objects or performances, and the latter 
by committing acts of artistic self-destruc- two, because they refuse, as a matter of 

tion (or to abandon the making of art alto- principle, to give an emotional resonance 
gether and go off into mysticism). or indeed, in many cases, any sort of 

. | sensuous pleasure. 
These are general sociopsychological atti- 

tudes, to which both artists and nonartists Propagandistic—or “‘consciousness- 

(to varying degrees at different times) are raising”—conceptions of art undermine the 

subject. Both attitudes are: operating, toa possibility of art by holding it down to the 

high degree and in most complex inter-_ social purposes for which it is intended 
penetrations, in the contemporary artistic and, if successful, by eliminating its 

avant garde. “transcendence’’—i.e., its ability to com- 

The modern artistic enterprise has, further- municate beyond ine soclo-aesthetic tame, 
tot 7 work within which it has been produced. 

more, generated two, at their inception, : ¢ 
: fetin t . But strangely enough, this conception, 

specifically artistic ideologies that tend to : wee fe ‘ tespcthh 
; 7 : . while quite incapable of generating signifi- 

undermine the generalized notion of art: 
sae + cant works of art, does not seem to destroy 

(a) the romanticism of self-expression, . , 
aaa the generalized notion of art. It preserves 

individual. or-by ‘now: more trequently:col- the promise which it cannot itself meet. 
lective (e.g., in the “participation” arts), an P . 
ideology implying that everything in the 4 

self,” oe what ae Self perceives OF What happens when (or where) the gen- 
experiments with, is equally worth express- ‘ . 5 ae 
é . ae seesate eralized notion of art loses its plausibility? 
ing, and whatever is expressed is “‘art’’; 

and (6) the romanticism {or surrealism) or One would assume that the impact on 
the artistic role, the belief that everything ¢ : 

" 2 society would be a reduced trust in the 
done while occupying the social role of the 

artist, or claiming such a role, or trying to 

subvert it, is ‘‘art."" These ideologies have Richard Karwosky 

had a much needed liberating effect on the The Barn 
flow of modern art, but they are not by oil 1971 
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potential worthwhileness of human efforts, power of art, a continuous social criticism 

in the human ability to distinguish between of art would have been sufficient.) 

what is worthwhile and what is not, in the 

relative durability of the best of human For art, | would expect the following con- 

achievements (=values), and in the capac- sequences of a decline in the generalized 

ity of people to conceive of more emotion- notion of art: 

ally gratifying designs for their existence 

and to progress effectively, in concrete 1. Whatever art is intended to express, it 

detail, toward their realization. In short, increasingly expresses its own impossi- 

the discreditation of the generalized notion bility. 

of art, in part by the artists themselves, is 

one source of anomie. (To ward off the 2. Since such art ceases to be ontological- 

opposite danger, an exaggerated and ulti- ly and morally significant, spontaneous 

mately self-destructive confidence in the interest in art declines (or is invested in 

Jacob Landau Robert Gwathmey 
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the art of other times and places, perceived 

as more significant)—and has to be stimu- 

lated by increasingly artificial means. 

3. As the magnitude of this task increases, 

so much imagination is invested in the 

artificial means of stimulating an interest in 

art that the means become more challeng- 

ing than the art that they are intended to 

stimulate an interest in. 

4. Art creation is absorbed into aesthetic 
education. 

5. Art history is transformed into the his- 

tory of art interpretation, illustrated by 

reproductions interesting mainly as points 

of reference for more genuinely rewarding 
texts. 

6. The only remaining art becomes the art 

of interpretation, and then of interpretation 
of interpretations. 

5 
It is in the short-run interest of art inter- 
preters to promote artistic ideologies 

which render their own work more excit- 

ing than that of the artists whose products 

they interpret. The spread of “anti- 

artistic’ ideologies among contemporary 
artists, perhaps especially among those 

educated in the universities, represents, to 

a high degree, the increasing domination 

of art interpreters over the artists, an effort 

(whether intended or not) to transform the 

latter into a means for enhancing the 

cultural significance of the former (an 

exact analogy to the use of artists by the 

merchants of culture as a means for 

enriching themselves). Art interpreters, by 

the logic of the operation of their profes- 

sion, are bound to place themselves among 

the destroyers of the generalized notion of 

art (just as culture merchants, in a mass 
market, do)—unless they have an ethical 

commitment to its preservation. 

6 

Is it impossible today to achieve what the 

generalized notion of art postulates, or 

merely incredible, in spite of occasional 

evidence to the contrary, that such things 

could be done by artists—or by anyone— 

in an advanced industrial society? 
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Freedom in Western Civilization from the Privately run galleries are another matter. 

Greeks to the Present Day,’ Horace Kallen Forward looking, enterprising directors 

attributed the growth of art as an inde- have become the new middle men in the 

pendent institution to two principal art Establishment. Like lawyers in a case 

reasons. The first is economic; and the of equity, they settle for thirty-three and 
second, aesthetico-ideological. one-third percent of the take on each pur- 

chase—just to cover their overhead. But 

The economic argument runs as follows. much in the same way as the expert panels 

In the wake of the industrial revolution, the of judges who legislate what is to be sup- 

older patronage system was on the way out ported by foundations, the gallery director 
along with the landed aristocracy, and finds himself in a new position of power 

the rising bourgeoisie had other interests, to make taste: simply by demanding from 

most of which were incompatible with the his stable of artists, still scrounging for a 

creation and appreciation of art. So artists living, what will sell on the active market. 
were forced to scrounge for a living. At The search for bread is not one of the 

the same time the loss of a fixed market changing conditions in our changing world. 
was depressing their economic prospects, Only the institutions surrounding the arts 

however, they were relieved of any exter- change character. 
nal demands by a client on the nature of 

the object to be produced. In strict liber- To view the relationship between the aes- 

tarian fashion, they lost their security, but thetic impulse and institutional involve- 

in the process became more free. As ment as necessarily an exploitation, how- 

Kallen puts it, ever, would be a primary case of cultural 

myopia. That modern industrial society 

Writers and image-makers detach from should look upon artists and their works as 

the patronage on which they had useless (by philistines) or frivolous (by 

depended for support and become enter- puritans) or as sinful (by moralists) is only 

prisers on their own, through the medium interpreted (by dilettantes) as proof of the 

of their own symbols, and not for a unholy alliance which binds together the 

patron ordering in advance but for an power structure determining the major 

open and unknown market.2 values operative in the art world today. 

We know, for example, that at earlier 

If the market was truly open, it was still moments in the history of taste, the aes- 
unknown; and the most enterprising of the thetic institution was bound to activities 
struggling artists were those who devel- other than the enjoyment of an experience 
oped the kind of symbols capable of creat- for the sake of that experience, which is 
ing an aesthetic demand. still the only meaningful interpretation of 

the old aesthetic slogan, art for the sake of 
In our own day, the patronage of the arts art. For the sake of what else, besides 
is performed by the great universities of this, the only truly free aesthetic motive 
America—not as consumers of the aes- could art be pursued? Herbert Read 

thetic product, to be sure, but as employ- sought an answer to this query in his Art 
ers of the otherwise economically unsuc- and Society.3 

cessful artistic entrepreneurs, and tastes 

are literally made by the policies of large Read has shown that art was used as a 

philanthropic organizations whose contri- magic rite by the paleolithic cave painters 

butions are regulated by panels of to secure luck in the hunt; already, then, 

“experts,” nominated in the first place by art was economic, with payment in kind 

the museums and galleries that profit by rather than specie. And the arts in the 

the support doled out in this manner with Australian and African bush exhibited a 

the best of intentions. The museum direc- new tendency, supported by a new philo- 

tors are, for the most part, trained in art sophical belief, animism. Since every 

history, in which judgments of value are living thing was believed to be animated by 

continuously traded off against judgments a controlling spirit, it was thought that one 

of fact, the values of today and tomorrow could control the spirit by manipulating the 

against those of yesterday and beyond. form of the thing. Artists then began to 
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exploit the likeness of a representation this faithless display of sensuosity and 

with the thing represented in such a way demanded a return to the simple needs of 

as to influence that thing by controlling the the human spirit in search of the divine. 
representation. While it could be said 
that the same function may be found in That this move, too, should fail was attest- 

cave art, it should be noted that the cave ed by the ironic development of baroque 
paintings represented animals as killed or music, the most beautiful of which was 
trapped as the hunters hoped later to find written by Bach for performance in the vain 

them; but they are still physical and protestant’s Sunday service. But then, 
organic things. Art did not become music was relatively safe; for it had no 

religious until the represented object or external subject, the religious feeling of 
event was interpreted as a spiritual occur- music being the configuration in a sensu- 
rence. Serving an economic function ous stream of sound. Adequate, at one 
magically to provide food for cavemen, time in the history of humanity, to permit 
art became transmuted by bushmen into a the expression of the aesthetic impulses of 

ritual whose function was to placate men, religion, like economics before and 

marauding spirits, and the magic of the since, has not been big enough, nor 
cave became supplemented by the mystic- elastic enough, to contain it. 
ism of the bush. Our own medieval art 

was still religious, with a change in belief Read’s own account of the changing uses 
only. It allowed for the mediation of the of art in society is an attempt to explain 
two worlds that haunted the everyday this failure of non-aesthetic institutions to 
existence of the members of the Church liberate the aesthetic consciousness of 

militant, nature and supernature.’ Icons men. In the separation of the secular from 

became the means for contemplating the the religious motives in the pursuit of art, 

supernatural on the face of nature itself. man was led to discover something else, 
like Oedipus seeking the reason for 

Read’s arguments are convincing because Thebes’ misfortune only to find himself. 
he documents his points richly with repro- Some mysteries are better left unsolved: 
ductions of the art discussed. The religious art became utterly, vaingloriously, romantic. 

and the aesthetic motive are both visible 

on every religious icon of authentic date. Herbert Read, searching into the “grass 

But for us to be able to read the super- roots” of the matter,6 discovered Freud, 
natural on the face of nature, the work of not unlike the manner in which Freud him- 

art must represent a natural object infused self had discovered Oedipus at the foun- 

with the supernatural light. Artists who dations of the human psyche. Artists, sons 
could do this were the real priests of and lovers all, draw their strength from 
Christian mysticism, the hierophants of the the springs of creativity in the unconscious 
new religion that had rejected the Mosaic drives of an expanding libido. Where 

ban on image-making. Later the icono- Freud had uncovered an “Id,” Nietzsche 
clasts would smash the idols because the discerned a ‘“‘will to power”; but neither of 

uninitiate tended, like the earlier Hebrews, these peerless psychologists could deny 

to mistake the natural for the supernatural the effect of the conscious selection of 

object; and Renaissance artists, in the materials, nor of the conscious arrange- 
mode of the ancient Greeks whose love of ment of forms, to express this irrepressible 
nature always was stronger than their love drive. In their explanations, art became 

of the gods, forsook the supernatural alto- symbolic of a particular frustrated human 
gether, celebrating the beauty of the desire—an Appolonian image throwing 
natural object as it reveals itself to our light upon the dark Dionysian drives of the 

inquisitive eye. Love can be either sacred image-makers themselves. For better or for 
or profane, and each has its charms, to be worse, the art product was interpreted as 
appreciated for what it is. It was this thor- a feeling embodied in a clear, sensuous 

oughly secularized art that produced the form. 

confrontation of Botticelli and Savonarola, 

of the Medici Popes and the growing Depth psychology and German high roman- 

demands of the faithful, who protested ticism thus revealed a specific content for 
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the philosophical analysis of art. Freed ‘aesthetics’ as a separate and distinct 

from all other restraining motives, aes- branch of philosophy, a ‘normative 

thetic expression became in romanticism science’ the peer of the ethics from 

the aesthetico-ideological determinant of which it had formerly been undivided, 

the artist’s cultural freedom. As Kallen and of logic and metaphysics.” 

read the paradigm case of Johann Wolf- 

gang von Goethe,’ romanticism taught artists Unfortunately, however, little use has been 

they had only to express themselves, sin- made of this basic conception since 
cerely and fully and intensely. In this way Kallen’s own encyclopedic work. And the 
they could achieve the highest of human reason is not difficult to state. Contempo- 

values, the individuum ineffabile. So where rary philosophers, who have succeeded in 
classical art was no longer marketable, the putting everything back together again in 

artist himself was. a single meta-disciplinary concern—ethics 

with aesthetics and logic and metaphysics 

Kallen refers to this double liberation of —where the only problems are methodolo- 

the creative artist—freedom from the gical, concern themselves principally with 

economic controls of the patronage system the stipulation of criteria for the validity of 

and a simultaneous freedom to express judgments and avoid all possibility of error 

one’s own inner drive toward artistic excel- by avoiding first-order critical judgments. 

lence—as a “‘new spirit”: But if the philosophy of art is to become 

an aesthetics proper, the older notion of 

It immensely transformed the Greek the normative science of aesthetic judg- 

inheritance by putting it to a different ment must be taken into account. This 
use. It assimilated the ancient Greek means that we must not only make judg- 

to the American primitive, and assimi- ments but also give our reasons for them. 

lated both into the ideal of the natural If the judgment is on the validity of expres- 

man with liberty as his natural right. sion in a particular work of art, so much 

the better. We approach the proper way 
Yet the politico-ideological base which was of performing philosophical analysis by 

to support this new found freedom is open criticizing the criticisms of ourselves and 
to continual change. If industrialism and others. In the end our inquiry shall always 

romanticism succeeded in isolating the be phenomenological since our reasons for 
phenomenon of freedom to create through judgment must be couched in terms them- 

the art of being oneself, a new science was selves possessing empirical adequacy, 

needed to investigate all the phenomena describing the object as it appears to our 
associated with it. It became clear that perceptive faculties. And although it is no 

depth psychology must be buttressed by practical virtue to have done so, theoreti- 

social psychology and social psychology cally it must be possible for us to make 

by sociology for one to grasp the anthro- an error. Our first-order judgments engage 
pological significance of human creation. us—or a part of our freedoms—in the 

The unit of social significance in this new social process of aesthetic communication. 
science, which | prefer to call ‘aesthetics 

proper,” is neither the individual nor the A communication between free individuals, 

group, but the institution, which has both the art process has a direct influence on 

a structure of its own and a function in the the nature of the society in which the com- 
lives of individuals living together in a munication takes place.” A science inter- 

single social body.’ ested in all the phenomena of art cannot 
ignore this influence, nor all the external 

The first expression of this idea may be pressures brought to bear on artistic com- 

found in Kallen’s Art and Freedom: munication from the other institutions of 

the general society. If the art critic is 

The arts are now an institution on their charged with the description of the values 

own account with a philosophy of their he has perceived and thus provides at 

own and an autonomous doctrine and least one check on the free expression of 

discipline. Their institutional coming-of- artists, the social critic is concerned with 
age was signalized by the appearance of the perception of social health, that partic- 
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ular balance of institutions within the body alization, Art ought to remain a free and 

politic which itself guarantees the maxi- autonomous institution; for, if it does not, 
mum expression of individual drives to both individuals and society stand to 
achieve personal significance. And since become impoverished: the creative indi- 
sociologists, even more so than philoso- viduals for having one primary source of 

phers, tend at the present stage of their their individuality removed, and their audi- 

profession to avoid the risk of judging the ence for having a rich source of immedi- 

value of a particular state of affairs, prac- ately significant experiences curtailed; and 

titioners of aesthetics proper will have to without the community arising from their 
extend their interests to include an even communication, society itself—as a nexus 
wider range of normative concern. of communicating systems—is correspond- 

ingly reduced. Moreover, with the sup- 

The guiding principle for such judgments pression of such experiences, it is easy for 

can be expressed in the following gener- tyrannical governments to substitute some 
other, non-aesthetic, ideological message. 

Joyce Treimain But our aesthetic training has long since 

Happy Birthday 1965-66 protected us against these meretricious 
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substitutions: long before McLuhan we aesthetic structure. How can one 

were already aware of the fact, that the describe only form, while not describing 
medium is the message; that the continu- what is formed? An aesthetic structure 

ous development of the various media is an indissoluble unity of form and 
reduces the distances between peoples of content." 
the earth—if not to make a single tribe of 

them all; and that, in a word of Read, the Quite obviously, if content and form are 

organization of art for an extraneous social indissolubly united, they can be so united 
purpose always suffers from “the irrelevan- only in context; and if it makes no sense to 
cy of realism.’’!2 separate form from content, it likewise 

makes no sense to separate content from 

Il form. This opposite side of the coin has 

often gone unnoticed in Marxian criticism. 
The doctrine of the irrelevancy of realism But, to his credit, the same cannot be said 

in aesthetic expression has been argued in of Professor Baxandall. 

many forms. As for Clive Bell’? and Roger 

Fry,"4 it may mean that content may be The difficulty we are faced with in Baxan- 

ignored in our determination of the signifi- dall’s account is to understand why he con- 

cant form of works of art; or, as for Her- tinues to speak of “content” and “form” 

bert Read," it may mean only that artistic at all. He maintains that we must continue 

enjoyment is not to be considered subserv- to isolate one from the other for the 
ient to the didactic and moralistic intent of purpose of making an aesthetic judgment: 
some artists. Indeed, the name of the 

doctrine has been taken from Read’s dis- ... the critic may and must isolate the 
cussion of Tolstoy’s moralistic aesthetic. form and content, although artificially, in 

Nowhere, outside of some formalistic the analytic procedure. The artwork 

music criticism, has it been argued that does not exist while form and content 

content or subject matter is per se a nega- are isolated; yet, when they are not 
tive value in artistic expression. True, at isolated, the aesthetic structure defies 

one point in its development, some paint- analysis. Form is content and content 
ers, sculptors, choreographers and poets form in a single structure.” 

thought it a positive asset to avoid subject 

matter; but this was a calculated decision But this is a debatable issue. Surely to 
not to avail oneself of one of the tools for identify the two concepts is to deny their 
achieving significance in expression. relevance as descriptions of aesthetic 

Anti-formalist critics, not all of whom are structure. And just as surely there is no 
commissars of peoples’ republics, have ground to assume that all aesthetic cate- 

failed to note that Bell and Fry were very gories suffer the same fate. And, if another 

astute judges of the worth of highly set of categories may be found to work in 

realistic paintings. context, aesthetic structure cannot be said 

to defy analysis where content and form 
Even some contemporary Marxian critics are not isolated. 

have admitted that aesthetic expressions 

take place within context, that a context to Moreover, Baxandall’s initial question, 
be analyzable must contain functional “What is formed?” may be answered in 
elements, and that the significance of the various ways. He seems to have been 
context is destroyed when these functional misled by the subject-predicate grammati- 
elements are separated into disfunctional, cal structure of the English language to 
unrelated categories. As a case in point, conclude that anything achieving a deter- 

consider Professor Lee Baxandall’s [of the minate form must be a substance or sub- 
Free University of New York] statement ject. He fails to distinguish between 
of Plekhanov’s social realist account of subject matter and content, and vacillates 

aesthetic judgment: between his interpretation of the former in 

strictly economic-materialistic terms and 
The Marxian will refuse to speak that of the latter as an “idea.” This vacil- 

exclusively of form while analyzing lation allows him to make Plekhanov 
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appear more idealistic than the Marxian It is given a purely formal treatment, and 

“materialistic” critics would find brings the realist Plekhanov back into the 

comfortable. methodological camp of the formalist Fry 

(Cf. Transformations): 

In his defense of Plekhanov’s theory of 

judgment based upon the distinction of What was subject matter will have van- 

“true” from “false” aesthetic ideas, ished, although critics may try weakly to 

Baxandall is careful to reject the vague- reduce the artwork to some phrase. 

ness of the Russian’s definitions of the true Where has subject matter gone? 

and the false, whereby “Truth in art would Schiller is correct: it was annihilated by 

be created and defined ‘in the context of the imagination’s work. Yet the deter- 

historical relationships.’ ”"® And falsity minate idea will have turned up trans- 

itself, for the greatest of the social real- formed, concretized, and deepened in 

ists, became recognizable in context by a the artwork; its correlative will be that 

disruption of the unity of the expression: ‘unity of thought’ which corresponds to 

“... when a work of art is founded upon the ‘unity of form.’? 

a false idea, this produces so many internal 

inconsistencies that its aesthetic value This newer notion of form—the embodied 

inevitably suffers.’ idea, where its embodiment is equivalent 

to its determinacy—is not an element 

But there is obviously a double criterion abstractible from the context, not even as 

here, one subjective and the other objec- a principle of organization, such as the 

tive. A ‘true’ aesthetic idea ‘reflects’ the “rhythms and proportions and balance” 

proper social conditions, and a ‘false’ one mentioned by Professor Baxandall.% 

is improperly embodied. It would be easy, 

owing to the duality of the criterion, to All such merely formal principles are noth- 

maintain that a true aesthetic idea is one ing more than framing devices, and, as 

that has achieved successful artistic such, counters within a context; they may 

expression, and that a false one is any that be exhibited either on the sensuous sur- 

“reflects” any form of nature at all. face or in the experiential depth of an art- 

All ideas are subjective and become work’s structure. No matter where they 

objectified by the determinacy of the form occur, the significance of each of the 

attained in their expression. counters is determined by the context of 

relations established between them and all 

Yet the truth of the idea is said by Plek- other counters of the context in question. 

hanov to be “founded on accurate aware- Aesthetic form is a concrete, significant 

ness of social relationships and conscious- gestalt, and the significance of the gestalt 

ness,”2° and for this reason he could make is felt by the appreciator attending to the 

those silly prouncements (sic) that “No manner in which the counters fund into 

modern artist can be inspired by true ideas concreteness. What is formed, therefore, 

if he is seeking to defend the bourgeoisie is neither content, nor subject matter, nor 

in its struggle against the proletariat.”?! idea: it is the experience of the aesthetic 

But the equally silly pronouncement, that beholder. To isolate ‘‘substance” from 

“Rooted in historical specificity, this “form” and “matter” from “manner” is in 

‘concrete idea’ draws its measure and consequence not even a useful critical 

coherence from the dynamic proportions of device. These distinctions are not 

reality so it ‘encompasses the entire subject aesthetic, but metaphysical; and tend with- 

and not only some favored side,’ ”?? goes in aesthetic analysis to confuse, rather 

unnoted by Baxandall, who is led to admit than enlighten, aesthetic judgment. 

the silliness of the last pronouncement in 

spite of himself. His own aesthetic The Marxians are right, however, for point- 

instincts are the cause. ing out that the creative imaginations of 

artists are not all-powerful; they cannot 

In explanation, consider a second irony in work in a vacuum. The social conditions 

his account of the transformation of sub- under which an artist lives may well pose 

ject matter via aesthetic expression. one of the limits to an artist’s ability to 
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“transform” his ideas. But there are other means to improve industrial products. 

limiting factors equally as powerful as Without retreating to the handicraft age, as 

these. The facticity of any situation always William Morris suggested in the nineteenth 

poses limits and obstacles which are century, we must tame the machine in 

transformed through talent and activity order not to become like unto a machine.” 

into means of expression. On the other And as no solution may be found to 

side of aesthetic communication, the appre- aesthetic problems which is not a better 

ciator likewise experiences limitations of aesthetic product, the solution to this prob- 

his capacity to respond. We may call them lem will be given in aesthetic terms alone: 
‘lapses in empathy,’® if we like; but by improved design, of the machines, of 

neither are all empathic lapses caused by their products, and of the civic terrain in 

social conditions. ‘Bourgeois stupidity,” which we live. Where the industrial revolu- 

“educational disadvantage of the prole- tion created the modern ‘“‘ghetto,” 

tariat,” or “sheer imperceptiveness” are so improved industrial and civic design may 

many ways to explain the failure of aes- succeed in obliterating it. If the thought 

thetic communication. As a corrective to sounds utopian, it is more practical, and in 

such failure, we shall be forgiven for the long run less costly, than the nihilism 

appealing to such procedural devices as of flying bricks and molotov cocktails. 

“letting oneself open” (existential open- 

ness), engaging in “a willing suspension of il 
disbelief,” or practicing “the phenomenolo- 

gical epoché,” all of which are various Social realism was another, and most prob- 

names for one way of overcoming our fail- ably not the last, of a long line of attempts 

ures to communicate for not having per- to foist an alien use-value on the workings 

ceived the working of the work. Our deci- of the aesthetic institution. Like the magic 

sion for openness may be nothing more of the cavemen, the superstition of the 

than a bourgeois prejudice, but at least it Bushman, and the religion of the Middle 
prevents our making a metaphysical Ages, the social and political propaganda 

assumption which falsifies all, including of the Marxian profession represents just 
the most realistic of our aesthetic one more way an artist may be forced by 
experiences. circumstances beyond his control to act as 

something other than a creative artist. The 

The last and most significant account of recent attempts of the governments of 

the irrelevancy of realism is taken as Nazi Germany and Fascist Italy were mere- 

axiomatic in contextual-phenomenological ly cruder forms of the enslavement of indi- 

criticism: no single counter, no isolated set viduals in favor of the ultimate welfare of 
of counters of the aesthetic context bears the State; and the crudity of this attempt 
an absolute significance. But this holds to control artistic production may be 
true for both surface and depth expres- attributed, at least in part, to the lack of 

sions. In practice, to guarantee communi- aestheticians serving in official capacity 

cation it is sufficient to liberate the aes- such as those employed by the Russians, 

thetic institution from all external demands: following the revolution, to organize artists 
that a work of art, to be judged successful, as a political force within the state. 
express this, that or the other, be they the Plekhanov and others still believed that art 

social struggle, the essence of spiritual was for the people, and that it could be 
salvation, or merely a rousing good show. used, in spite of the formal requirements of 

aesthetic excellence, to unite the people in 

The pertinent aesthetic questions of mod- support of a single political aim. It was a 
ern industrial society are not the necessity simple move from the first truism to ultimate 
to represent the social struggles of political tyranny: what was not easily under- 

exploiters and exploited, but the ways and stood by the people was not good art, and 
what was not good art was not permitted. 

For an explanation of the complete debase- 

Elias Friedensohn ment of public taste, we need only point 

Mutual Trust Co. I out the confusion of the intrinsic sense of 

1971 “good” as applied to an aesthetic product 
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and the extrinsic sense indicating a degree timate social need. All we had to do was 

of social utility. The cultural commissar to introduce autonomy into the profession. 

and the aesthetic Gauleiter are twin dem- Why in the liberal West cannot one organ- 

onstrations of a single phenomenon. ize a new profession dedicated to the crea- 

tion and dissemination of aesthetic values, 

All totalitarian regimes have found it both allowing its members the freedom to estab- 

necessary and desirable to tell the people lish their own code of ethics, along with 

what is good for them, not only asa means _ recognizable standards of excellence? 

for social solidarity, but incidentally, as Either no one has understood, or no one 

well, the kinds of aesthetic experience one has really tried. 

may be permitted to enjoy as an intrinsic 

value. No greater tyranny is conceivable; If doctors, lawyers and teachers are 

for when the ukase is issued, obedience is allowed this freedom, the reasons are 

prudence itself. But artists individually and clear: the value each of these professions 

as a class have never been known for their is organized to promote is a readily under- 

prudence. A more troublesome lot it would stood social good; they possess standards 

be hard to find. Driven to create, i.e. to of competence, gained after a long period 

change their environment in accordance of specialized training; in word at least, 

with their own desires and will to mastery, they are dedicated to public service rather 

they have always and most probably shall than to economic profit; and they are 

always scorn the official value in favor of forced to assume a broad personal respon- 

creating their own. Indeed, it could be sibility for judgments made and acts per- 

argued that this refusal to accept dictation, formed within the scope of their profes- 

either by nature or by political agency, of sional autonomy. Of all these characteris- 

the kind of world in which to live is the one tics of a functional profession, that least 

supreme value to be institutionalized in understood by both artists and their society 

art considered as a communicative proc- is the social service performed by the 

ess. If the history of art teaches anything, practicing artist. And one way of perpetu- 

it is the fact that the free institution of art ating the misunderstanding of this potential 

has outlived every attempt to enslave it to service—indeed, institutionalizing it—is to 

a foreign need. Savonarola is remembered, impose a non-aesthetic value on the artist's 

but Botticelli is revered; the music of product.” But for this misunderstanding, 

Prokofiev and Shostakovitch is still heard the socialists might have solved the prob- 

and loved when the names of their accus- lem of integrating the artist within society 

ers have never really been known; and the through professionalization. Plato, who 

genius of Eisenstein never survived the conceived of aesthetics as a single science 

artificial restrictions of a single expressive embracing all the manifestations of beauty, 

formula, the socialist realism he himself would have been proud to perform this 

was influenced to adopt. trick; instead, he panicked before the free- 

dom of the artist. 

In the “liberal” West, where the industrial 

revolution had freed the artist from his The obstacles to a proper understanding 

economic dependence upon the patron, the of the unique social value of art are legion. 

lesson of handmaidenship had already It need not be the negative observation 

been learned; we could agonize over the that freedom for artists is dangerous to a 

stifled Russian genius. But when our own smooth running State.%° Wherever the 

arts, united under the banner of roman- supreme political value is placed upon the 

ticism, became the blind pursuit of the cult solidarity of the State, rather than on the 

of the self, we had grounds for agonizing welfare of the individuals, we shall run into 

over our own plight. Having learned one potent arguments for censorship on indi- 

lesson, the Western cultural elite ignored vidual expression. But where the political 

the other, which the organization of the values are reversed, as they should be in 

arts in socialist republics have made abun- our own government, Plato’s timidity can- 

dantly clear: that art may be a profession, not even be understood. We do not lack 

and its practitioners remunerated to the the daring; only the understanding. 

degree in which their services fulfill a legi- Instead of building our institution on its 
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essential social values, we misinterpret What we must do to overcome these mis- 

aesthetic experiences as entertainment,” conceptions of the social role of art is to 

and so squander the rich aesthetic poten- rethink the process of aesthetic communi- 
tial of the movies and television which cation in such a way as to show that the 

could produce the ‘“‘spiritual” and “‘cul- aesthetic values created and enjoyed are 
tural” values Professor Gotshalk found to essentially social in character, having 

be proportionate to the fineness of the fine natural social consequences (Otherwise 

arts? But that is not all: blessed with a there should be no need to place legal 

degree of automation which bids well to restrictions upon it.); that art, even when 

reduce the populace to the status of spe- pursued for its own sake and in the most 

cialized consumers of industrial products, “decadent” of its forms, is already a social 

our people are virtually threatened with institution working toward the fulfillment of 

leisure, once thought of and desired as the lives of individuals engaged therein; 

indispensable to contemplation, the pursuit and moreover that the communication of 

of intellectual activity of any sort, and the aesthetic values serves a unique function, 

enjoyment of any kind of good life at all. in that no other social institution is capable 

So art in our own time threatens to become of fulfilling the same need (the ever pres- 
a means to while away the listless hours ent need for the renewal of emotional sig- 

of physical and psychic inactivity. Art nificance) in the same way. The social 

likewise relaxes, So we may become a value of art is the community it creates. 

nation of dilettantes and dabblers. Quite If the violence of our sexual natures can be 

obviously, no society will be willing to insti- tamed in one social institution, which is 

tutionalize any of these “‘social services.” left free from outside determination, and 

our need to overcome ignorance, in 
Arnold Belkin another, the violence of our creative 

Mural on facade of Humanities Building, instincts may yet be canalized legitimately 

Lock Haven State College Pa. 1971 in socially approved modes of expression. 
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To this end, | have proposed a reformula- side the context of expression in which 

tion of the traditional task of philosophical they occur. 

aesthetics. We can no longer interpret . . 

aesthetics as the science of the beautiful All this was known by Kant quite some time 

because the achievement of beauty in ago. He was the first to show that logical 

expression is no longer the primary aim of and aesthetic judgments are quite different 

our artists, and as philosophers of art we in nature, that there are no rules for the 

have learned to observe what the artists latter, and that each successful work of 

have created and to describe what we have art is the personal discovery of the artist. 
observed. Although many of us are still His contention that beauty was the symbol 

overly worried about the “essence” of of morality was elaborated by Professor 

artworks which would be inherent in any Gotshalk in Art and the Social Order, 

given work, our attention to the language where we find the explanation of this sym- 

of criticism and the study of criteria by bolism in the attitudes of the Greeks: 

which aesthetic judgments are actually The Greeks saw a suggestive analogy 

made have relieved us of this metaphysical between the construction of a work of 

chore. We have become convinced that art and the ruling of a state. The true 

our task is descriptive, to define the con- ruler or statesman, they held, was con- 

text in which aesthetic judgments are cerned with the good of the whole state 
made; and that the aesthetic categories we and sought to treat each class and mem- 

apply to the description of artworks are ber in such a way as to allow them that 

valid or not depending upon their empirical individual fulfillment which was com- 

adequacy to illuminate our conception of patible with a comparable fulfillment of 

the value of the particular work as it is the other classes and members. The 

experienced in a vivid act of perception. true ruler sought a maximum of imma- 

In short, there is considerable agreement nent values within a harmonious whole. 

on the range of the philosopher’s interest And something of this aim the Greeks 

in art: primarily in the description of works saw already vividly realized in great art 

of art and our response to them. 
Once understood, symbols may motivate 

To broaden this interest for the purposes oe ee Se ad lasel. with the: eas 

of understanding the social nature of art, 

we must include descriptions of the Currently, then, we have only to act in 

various ways in which aesthetic objects are order to achieve that kingdom of ends, 

created. When as philosophers we view where each free individual gives himself a 

the total communicative act—creation, law at the same time he controls the 

object and appreciation—we have the responses of his fellows. Until now only 

beginning of an understanding of the range the method has been lacking. But the 

of social values inherent in the art proc- same phenomenological method which per- 

ess. Let the social scientists generalize mits the description of the development of 

their results either by statistical calcula- the human personality—or transcendence 

tions of the similarities in the backgrounds —by an observation of its activity may be 

of creative artists or by framing a compo- applied to the creation of works of art, to 

site picture of “the creative personality.” the context of significance they generate, 

We as philosophers know that such gener- and to the critical interpretations by which 

alizations tend to falsify the particular this significance is more widely dissemi- 

case; and as aestheticians, that only an act —_nated in the texture of society itself.” 

of communication between ourselves and 

the artist through a mutual experience of If we can be persuaded to pursue the 

his creative work will allow us to know the aesthetic ideal to the hilt, nothing will be 

artistic aspect of his personality, because the same; neither the forms of our indus- 

before the artist has created his world he trial products, nor the machines that pro- 

has himself no way of knowing that the duce them, nor the very structure of the 

precise values embodied in his work are cities in which we live. One condition 

his own. Artistic values do not exist out- seems necessary: artists must be allowed 
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the freedom to discover themselves in their structures of an aesthetic object, provided 

creations. Creating is their way of being one has forged the categories necessary 

in the world, accepting what they cannot for its interpretation. This has been the 

change and changing what they can to traditional function of philosophical aes- 

embody their vision of what is good in thetics in the educational scheme. 

itself; not for themselves alone, but for 

others with whom they share a common When, on the other hand, we turn to the 
world. Being there together, directed to a general educational function of the fine 
new and better world of maximum imma- arts, we find less agreement, and no 
nent value, artist and audience may method for determining answers to 
achieve the highest fulfillment of their society’s questions: Who or what is edu- 
human transcendence within and through cated in aesthetic education? and for what 

the aesthetic institution. purposes? How is the educationist special- 
izing in the arts and humanities to justify 

IV the time and energies spent on the human- 

istic curriculum? Parents and school 

The aesthetic institution has always exist- boards want answers, as do the tax-payers 

ed. It did not have to wait upon the crea- who must foot the bill. They will not con- 

tion of a new philosophical discipline tinue to believe us, if our only justification 

called “aesthetics” to make itself known. is that such things are ‘‘nice” to have. 

It was created by cavemen who misunder- A method is necessary for the eradication 

stood its true function; it continues to of this kind of mysticism. Who is the whole 

flourish in primitive societies whose belief child? or what? and how is he made 

systems falsify its functions. It has with- whole by the inclusion of aesthetic mate- 

stood the tyranny of Church and State, rials in his school curriculum? What is 
together and in their ideal state of separa- “culture,” and how is it to be attained? 

tion. It continues to function in the lives of What effects do cultured individuals have 

men, those possessing imagination and on society as a whole? Any failure to 

talent communicating with others possess- answer questions such as these will under- 

ing perception and taste. All they ask is standably reduce any popular support for 

the recognition of the values they experi- the continued inclusion of aesthetic mate- 
ence and propose to the enjoyment of the rials in the public school curriculum. 

rest of their fellows. If aesthetics proper If parents could be led under the proper 

has done its job, it should provide for the circumstances to accept set theory in the 
establishment of a program of activity to “new math,” they may very well be led to 

maximize the influence of the aesthetic do the same for any new system which 

institution within the general society. promises answers to their questions con- 
cerning the social utility of aesthetic 

As Herbert Read has done,** we may begin experiences. 

with the re-organization of aesthetic edu- 
cation. Where institutions are free, respon- As for the training of artists, we must 

sibility must be assumed by the individuals re-examine our notions about their being 

engaged in the institutionalized activity. born and not made. If this is true, we must 

Artists must be made responsive to an admit defeat and give up the attempt to 

aesthetic demand placed upon their crea- produce students capable of becoming 
tions, and audiences must be trained to proficient artists. The successful attempts 

appreciate the actual values embodied of colleges, universities and institutes of 

therein. Communication between the two art to produce artists belie the old adage, 

may take place only when both succeed in and indicate that here too more progress 

viewing the work of art for what it is, and depends upon our being able to erect a 

not for another thing. Phenomenological method for the codification of results and 

philosophy has suggested a method for the the stipulation of procedures to be fol- 

education of both artist and audience; but lowed. The condition assumed at the pres- 

so far, only the latter has had any wide- ent stage of development to be sufficient 

spread influence in educational circles. for an art teacher—that he be a successful 

It is a relatively easy matter to describe the artist himself—may turn out to be only 
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necessary, if to teach successfully means in this latter type of discovery is to supply 

to be able to explain the worth of an the materials, and to criticize the results 

aesthetic object produced; or, if the art of their manipulation. 

teacher does have this ability and the 

openness to respond to the creative There are no universally valid rules either 

impulses of his students, it may not even for the production of successful artworks, 

be found necessary at all. The successful or for our judgments of them. Certainly 

artists who in their teaching are seeking no examination of content alone will 

replicas of themselves are too numerous justify an aesthetic judgment. Marxists 

for comfort; as teachers they have discov- have admitted this in theory only to deny 

ered another form of human tyranny, it in practice. Only the individual’s 

another way of interfering with the auto- openness to new experiences, and a suc- 

nomous functioning of the aesthetic cessful method for interpreting them, will 

institution. produce the results desired—an open 

society of communicating individuals who 

The check on such pedagogical malfeas- find their highest expression in the com- 

ance is a theory of aesthetic judgment in munion of ideals. If our conservative arts 

which “good” is an open concept, to be programs are dictated out of economic 

determined by the way in which the necessity, because the general public will 

student artist succeeds in ordering his own attend performances only of what it 

qualitative ideas in such a way as to already knows, then some other form of 

maximize their significance in the context public support must be brought to bear 

of his own construction. We do dispute for maximizing the effect of our aesthetic 

tastes, and sometimes for good reasons; institution. The tax supported institutions 

being able to tell when a reason is good is of higher learning are ideally suited to 

therefore an absolutely indispensable fulfill such a function; and when they do, 

condition for the improvement of aesthetic they may even earn the name they claim, 

education. of being true centers of “higher’’ learning. 

Moreover, since the American universities Lastly, when the aesthetic institution has 

have become the chief source of educa- been allowed to grow and to function 

tion in the arts, both for artists and for freely, it should become apparent that 

their audiences, some thought must be there is no need for a superintending 

given to the re-organization of their public censorship, no laws artificially 

institutional programs. And beyond their restricting what an artist may or may not 

primary function to produce young artists express. If his own professionalized con- 

and cultured audiences, they may even science does not suffice to produce 

some day be allowed to fulfill their sec- restraint, which, as in all expression of 

ondary role as art centers to provide human impulses, is effectuated through 

adequate aesthetic fare to the general the form of the expression itself, then an 

communities they are intended to serve. informed citizenry may exercise its judg- 

This too is an educational function, but ment by rejecting the product on purely 

will not be served well until the programs aesthetic grounds. Too many of our 

of traditional artworks are complemented decisions to adjudicate the conflict of 

liberally by experimental works capable of aesthetic and moral values in the past have 

widening the horizons of the citizens of been taken on the basis of a prejudice 

our cities and states. We must be led to for one or the other of our value inter- 

an understanding of the full import of ests—a situation which will remain as long 

Kant’s momentous discovery, that an as there is no effective inquiry into 

aesthetical idea is itself the discovery aesthetics proper aimed at the total 

of an artist. All we can do to aid functioning of the aesthetic institution. 

- Professor Kallen was undoubtedly right, 
Peter Lipsitt the founding of aesthetics as a philosophi- 

Figure cal discipline helped produce the under- 

1969 standing of the independence of the 
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aesthetic institution; but as he under- A Critique of the Contribution of George 
stood it, the new normative science could Plekhanov,” Journal of Aesthetics and 

do nothing but fulminate against social Art Criticism, XXV (1967), 277. 

injustice. It is time for philosophy to do 1 |bid., pp. 277-8. 

better things: we should stop contem- 18 [bid., p. 276. 

plating injustice and start improving the 19 Ibid. 

conditions for achieving at least a modi- 20 Ibid., p. 277. 

cum of social justice. This was Marx’s 2 |pid. 

advice to philosophers; but by a slight 22 Ibid. 

twist in his thought, it might also have 23 Ibid. 

been Emerson’s. For if institutions are but 2 Ibid., p. 278. 

the lengthened shadow of a single great 2 As does Baxandall, op. cit., p. 273. 

man, it would appear that the only way 2% In Art and Socialism (London: Reeves, 
to have an effect on society is to create 1884). The lecture was delivered on 23 

a new institution. We may start by modify- January 1884, before the Secular Society 
ing the one which already exists. of Leicester. 

27 Cf. Lewis Mumford’s notion the 
“aesthetic assimilation of the machine,” 
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Art vs Society? by Leslie Woolf Hedley 
. 

Was critic-at-large for the international 

monthly, The Minority of One. 

Art has direct and indirect social uses. 

Art’s impact on society and society’s 

impact on art are always visible, always 

changing. As man changes, his environ- 
ment changes. This is a complex 
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dialectical process. But these oscillations Bach served lumpish burgomeisters. 

may be extrinsic or intrinsic. Movement Haydn served Prince Esterhazy. Goya 

—RPM—doesn't always indicate uphill served Spanish aristocrats. Stravinsky 

momentum. Much depends on who’s once served Diaghilev. For some years 

driving and who owns the vehicle. Today Brecht served the Communist Party. In the 

the cultural scenario is easily steered, long run society benefited—not because of 

therefore easily manipulated. That’s why servitude, but because this talent could 

the gap between New York art bureaucrats rise above it. Those who witnessed the 

and intrinsic needs of American society Peking Ballet recently can have no doubts 

is beyond measurement. Our socio- that art was used, but used about the 

cultural enemies are mainly those art same level as dancing commercials on 

authoritarians manipulating from New York. our TV screens. Unlike Chinese food, an 

hour after viewing that propaganda ballet 

Therefore | define the problem differently | was still glutted. 
than most. To define is to find. Myth, 
politics, pragmatism, pathology have all Plato and Tolstoy, hardly similar, outlined 

tried to disguise themselves into a socio- social uses of art to contribute to human 
esthetics. ‘Thou Shalt Not Create Art well-being, education, spiritual and civic 
Which Depicts Authority As Less Than virtues. But watch out for those hidden 

Perfect,’ and ‘Thou Shalt Create Art Catch-22’s! To serve is often to become a 

Which Depicts The Perfection Of servant. Ruling principles always over- 
Authority” say the same with contrasting rule art. Plato exiled certain artists from 

rhetoric. The socio-aesthetics of a Richard his hypothetical republic. Tolstoy would 
Nixon and a Herbert Marcuse indicate the have ousted Beethoven along with 
same uses of art, that is, an art which Shakespeare, Van Gogh, Joyce, Kafka, 
serves. Whom does it serve? It serves Bartok, Lorca, Sartre, Solzhenitsyn, etc, 
authority. What is authority? Authority is etc. None of these artists served in the 
whatever it says it is. Unfortunately people manner Plato and Tolstoy (conservative 
seem to equate the fame of authority with and radical) proscribed. In this country, 
wisdom. Authority is the toll master on as in the Soviet Union, authority silences 

that flimsy narrow bridge linking the artist native Solzhenitsyns. Authority doesn’t 
with society. And as Kafka warned, want society to use that iconoclastic kind 

there’s a hangman concealed in every of perception and analysis. If bureaucracy 

bureaucrat. wants a paprika of criticism (to prove how 

sweetly democratic they are), it hires Alan 

It isn’t just who one serves but how one Watts, Charles Reich, Theodore Roszak, 
serves. Several great artists served King Marshall McLuhan, Norman Mailer, Gore 
Louis XIV. Michelangelo served a Pope. Vidal—those boys have respect for a buck. 

Om, Om, Om. 

Cartoon by Franco Giacomini, Torino, Italy The issue sits upon the ticking timebomb 
ABLE se of social conditions in which the artist 

SSS S A lives and his relationship with those con- 
A va; ie J C 5 r ditions. Robinson Crusoe, who directly 

4 re, SNF TCG ¢ related his creative productivity to his 

“Wn OS | social existence, can’t be revived. (Mimic 

\ pot : communards exist today on a lily pad 

\\ / ear dreamily afloat a polluted ocean, scribbling 
\\ fo, |i poems to dying birds. They grow old 

\\ Cray orbiting a meaningless innocence.) The 

\ x cote umbilical cord between artist and society 

\\ \ isn’t a love nexus but a cash nexus. The 
\\ 3 \ S artist needs to create independent of 

CED fae es society, but his livelihood is dependent on 

——— a society. Quid pro quo. The artist is used, 

ae but often badly. Society is used, but often 
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badly. The paradox is obvious. An artist’s artist nor society yet fathom that kitsch 

freedom from his own society is therefore has made them irrelevant to history. Our 

tentative. The fist of authority casts its arts, like kleenex, are disposable. How 

shadow. Only certain kinds of art at more utilitarian can you get? Today only 

certain times are given this tentative free- the merchant is relevant because he uses 

dom. These arts must be geared to the without being used. 

simplest common denominator and must be 

profitable in terms defined by authority. None of this deviates from the question, but 

Authority, then, in the form of a museum rather focuses on the key problem: At 

director, publisher, manager of mass media, this period in this country can contempo- 

theatrical impresario, isn’t a patron in the rary art have beneficial social use? 

obsolete traditional sense, but a master. 
For those who still believe American 

Is this paradox clear to the public? | was democracy works, the answer is Yes. 

taught that society cares about art. It’s 

my present view that society cares little for For those who no longer believe American 

art and sees it as absurd luxury. Given democracy works, the answer is No. 

choice, society much prefers Mario Puzo 

to Dostoyevsky, Grateful Dead to Bartok’s I’m not one to suggest Americans have a 

quartets, Barbra Streisand to Stich- monopoly of weakness, wickedness and 

Randall, Al Capp to Kollwitz, Pepsi to anti-democratic tendencies. No society on 

vintage Margaux. Society, like the artist, earth is psychologically prepared to prac- 

is manipulated. tice democracy. All those pretty words 

, | 7 about equality of opportunity, cultural 

Society gets the art it’s willing to support progress, humanity, brotherhood, et al, are 

and therefore deserves. The American peo- dandruff on the heads of authority. Our 

ple, naive cherubs, thought they were leading indistinguishable artists represent 

protected from junk art by some ethereal the seborrhea of that authority. Art is 
Better Business Bureau or Marine Corps. another kind of patent medicine for the 

Our society, engaged in criminal Asian ulcerated psyche. Kitsch kills instead of 

wars during most of my life, got exactly the cures. Consequently it’s inconceivable that 
kind of artists it deserved: Clifford Irving, the arts currently at full sail in this country 

Jacqueline Susann, Ginsberg, Mailer, 

Warhol, John Cage, Harold Robbins, Bob Cartoon by Franco Giacomini, Torino, Italy 

Dylan, Oldenburg, Ad Reinhardt, Irving ce __ 

Wallace, LeRoi Jones. This isn’t accidental SS 
but a pattern of national malady. We’re a Se 

society in extremis. George Orwell hit the pee yee ar Ss Rea a 

mark when he spoke of the writer who lees AEF Fear ie 

“runs shrieking into the arms of the capital- ad Fe re a 

ist publishers with a couple of horror Fey | fr EF] Fe, 

comics which bring him fame and fortune.” fy aa i Pt fe EET 

This was before Roy Liechtenstein. ail WZ ae P Op er 

Because in our kind of society kitsch is aN F lea AF ~ 

king. Kitsch education and kitsch politics W fe! 4 4 

bred kitsch illusions, kitsch solutions, i ~ os 

kitsch culture. Kitsch art is devoured by tS => 

kitsch crowds like hot buttered popcorn. EE DF Vgg GY <q A 

The artist dances with his public to kitsch . ea BO 3 IA 

anti-music in a kitsch ballroom to raise oH U S AS Af ay 

funds for a kitsch rebellion organized by aan /] 
merchants of kitsch. What’s good for busi- ie P 

ness is good for art. Today kitsch, tomor- A { 

row super-kitsch! Neither artist nor society \ <\ 86 

yet realize they’ve been victimized. Neither : 
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can be of any useful benefit beyond how register upon society. The major 

singing commercials, advertising, packag- harm that sham art does to society is that 

ing, slickly designed toasters, sportscars, it deprives genuine art of its audience. 

gimmick architecture, interior decorating, Then the lie becomes a very real power 
Encounter-type novels, plays of a teen- and society suffers ill-effects. And in art 

ager-in-rebellion-against-an-adult-world-he- it’s easy to tell lies because art is a theater 

can-neither-understand-nor-cope-with, of imagination. Lies seem abstract, harm- 

films of sexually cloying ennui (doesn’t less. But when lies as art are employed by 
anyone fornicate in private?), plus other society they become alive and monstrous. 

trendy manifestations of new art con- How many thousands. of human wrecks are 

formity. These profitable tactics of despair there who believed the newer mendacity 
are often trips into technomysticism: color, (the sacred printed word!) that drugs 
lights, gadgets and ghosts, vampires, expand the mind? Om, Om, Om. 

monsters. But the on-stage orgasm didn’t 

fertilize our arts any more than the elec- Art in our times has told many lies and not 

tronic orgasm fertilized society. Could too many artists challenged the lies be- 
anyone really believe Columbia or Capitol cause they feared the merchants. In 
records, Rolling Stone or the Los Angeles essence, merchants told society what art 

Free Press and their collective graphics to use, what lies were good. But the art 
were going to inspire and lead society choice society faces isn’t between million- 

toward a world any different than Macy’s aire Walt Disney or millionaire Pablo 
toyland on Christmas Eve? Are these Picasso. There's a varied spectrum of 
socially beneficial uses of art? | don’t think creativity which society is barely allowed to 
so. Stockholders think so. know. Alternative arts do exist. The 

exacerbating fact about humans is that 

Now I realize the mention of stockholders sometimes we're splendidly different, that 
is considered a far worse breach of literary all artists don’t wear beards, that every 

etiquette than nose picking, but in our pre- young musician doesn’t play rock, that 
civilization it’s impossible to separate every novelist isn’t rewriting de Sade- 

economics from the content and uses of Proust-Roth-Updike-Segal, that every radi- 
art. | paraphrase Baudelaire: If an artist cal intelligence doesn’t smoke pot.... | 

asked the state for permission to keep a don’t mean to shock, but it happens to be 
few merchants in his stable everyone true. The creative life isn’t a commitment 

would be greatly astonished. But if a owned exclusively by any single ideology 
merchant asked for some roast artists, it or sect of artists. If we ever reconcile our- 

would be considered perfectly natural. selves to that democracy we may then also 
rid ourselves of such archaic nonce-words 

Art is a metaphor of reality. To cripple that as Left and Right. With money you can be 

metaphoric vision, to tie it to one segment both at the same time. 

of ideology or color, to distort it for sake 

of pragmatic expediency, is to mask the Alternative arts do exist. While it was 

total relationship between art and society. brave enough for some artists to protest a 

We need less masks. The onus, as always, war thousands of miles away, the same 
falls on the artist. He or she doesn’t have artists were mute when it came to a war 

to play the willing puppet, whore, or against reason waged under their workroom 

become a public fool. It’s one thing to windows. Why? Because generally 
make a hero out of a schlemiel (Wozzeck, American artists have been in the mer- 

Schweik) because we know him to have chant’s stable, enjoying being roasted and 
limited resources of survival. It’s quite stuffed and basted with rich gravy. It’s 
another thing when the artist becomes the impossible to argue against dollars. Artists 

schlemiel. since World War II failed in their responsi- 

bility toward society. The ‘different drum- 

True, there’s no heavy proof that art leads mer” was drowned out by an electric 

society to goodness or wickedness. But guitar. Alternative arts do exist, but few 

art, added to multiple contributing factors, artists are willing to defend and elaborate 

causes impressions, signals which some- that independence. 
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Then how should society, awkward and and fraud in the precious name of our book 
possibly ignorant regarding art, use such industry? Doesn't all this tell society that 
art as they’re being offered? What can our artists are little different from super- 
society conclude of literature when a New market managers? When Claes Oldenburg 
York prostitute gets a $100,000 advance for dug a hole in the backyard of a museum 
her autobiography, a black racist earns 
nearly $500,000 for a book he didn’t 

actually write, a convicted murderer of May Stevens 
eight becomes a literary folk hero, and Big Daddy Draped 1971 

when $650,000 is exchanged between fool Photo by Walter Rosenblum 
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and called it art, did society view this as pay your money to take a choice which 

useful socio-aesthetic relationship? Would isn’t yours. (Ralph Nader the arts need 

the expiring twentieth century truly miss you!) 

ever hearing another electronic “note” from 

Stockhausen, Babbitt, Wuorinen, Xenakis? Yet it’s not up to society (or any number of 

(New medium doesn’t automatically make “perfect solutions”) to free the artist from 

new genius.) Can anyone evolving through his own lies. Art can only free itself. The 

a long line of musical heritage find Cage’s artist can begin to regain his freedom by 

“HPSCHD” of useful musical “sgnfcnc’’? regaining his self-respect, and he can’t do 

What further significance can develop in either until he respects the entire human 

the plastic arts since Malevitch’s painting community. This means that artists 

“White On White” was followed by Rein- shouldn’t consider their audience as mere 

hardt’s “Black On Black” and then cansumers. When society is in moral 

Villaincourt’s outdoor sculpture ‘“‘Fountain” decline, the arts usually suffer a similar 

(pre-cast concrete squares linked together), fate. Until artists recognize and correct 

unless it’s architect Pereira’s new San their own condition, our arts offer little of 

Francisco office building in the shape of a lasting value to society. 

pyramid? The RPM equation of such arts 

sputters like this: Can it be otherwise at this time? The 

question curves back at us. What can be 

What can society make of such data input? genuine in a society where almost nothing 

What credibility can society have toward is genuine? Lies have always been more 

its artists? How long should society defer fascinating than truths. Truth is the one 

its negative response? You don’t have to thing no one on earth will ever forgive you 
for telling. But a variety of truths must be 

ro 5 Tet faced by the artist in order to make any 

Bee T 4 ‘ genuine contribution. In this society 

he (a ff people cheat because everyone’s expected 

Md gi p to cheat. Temptations are great. The artist 

a . afr. cheated society with shoddy goods and 

ie or society cheated the artist with anti- 

e a 7X ‘ intellectual scorn. The merchant cheated 

JP VieN 5 - : artist and society by out-smarting and 

¢ 5 wi : exploiting both. Now we’re in the glorious 

. Ei ig rigor mortis stages of a crypto-revolution 

are WEA ide which is cheating the future. (A San Fran- 

. & 1 LS cisco newspaper editor told me the 

aa revolution was here because he was now 

Ke) wearing striped colored shirts. In one 

: _-. sense he was illustrating art’s influence 

upon society, but in a deeper sense he re- 

e vealed the thin synthetic content of his 

5G revolution. His editorials are no less 

Ai simplistic.) 

eae It’s not the worst thing to observe that this 

j society and its present artists have 

glee — declined comfortably into a smug, satisfied, 

_ Ames oI arrogant hipness of the too rich. For them 

our peculiar democracy works admirably 

. and no one should envy their success. 

What is far worse is that at this moment 

Nathan Hale there’s no hope for a progressive change. 

Wheel of Life, 1968 

Courtesy: Midtown Galleries, New York The artist and society live in mutual 

Photo by O. E. Nelson contempt. 
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Old Arts Lee Baxandall 

5 
. Recently published two books — 

New Integ rations Radical Perspectives in the Arts and 
Wilhelm Reich, Sex-Pol: Essays 1929-34. 

No doubt a reliable and substantial way to 

get into an essay on the social instrumen- 

tality of the arts would be to detail those 
social “uses” of literature, drama, archi- 
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tecture, etc., which are recurrent and Sartre — or Brecht, or Allen Ginsberg, 

widespread. Thus: slightly our senior — to have that feeling 

about the old high humanistic structures of 

Art informs; it illustrates life and ideas culture. 

about life and life ideals; it communicates 

values; it distills and perpetuates emotions; Beethoven quartets played in the exercise 

it purges illicit wishes, a!so justified fears yard at Auschwitz. The cast of 1776 

and anxieties; its possibly most important (eclipsed blazing radicals, many of them) 
social function is to afford a unique experi- singing their sentiments out at the White 

ence of aesthetic values which many would House while the body-count from Viet Nam 

characterize as owed to complexity and was phoned in. Social uses of the arts? 
intensity and formal harmony, discerned in 

coherent structures of specific sensory What, we wondered, was so useful about 

qualities which generate an internal them if we had the chance instead to work 
autonomy relative to other generic and directly upon society? 

particular values and data. (I'll shortly ex- 
plain why | think the intrinsic aesthetic With marches and organizing and posters, 
effect is at the same time the most im- with writing and speaking and various un- 
portant social instrumentality.) orthodox actions, it seemed possible to 

materially relieve, even with some speed, 

Art does bring off these results — and | the anxieties and crimes and boredom and 

had grown disenchanted with much that is sense of possibilities which plagued us. 
in the arts, not more than a few years ago, 

while a New Left and a Counter Culture Nor were we wrong, | will add. Nor have 
started in to transform the character of we been defeated or stopped. Though the 
what we know as life activity. progress often may seem to some small, 

even nowhere. 

The uses of art diminished in importance 
as one saw that the social and political One more addition: to the activist aims, I, 
structures out of the past — those which like some others, attached the proviso that 

had guided, sheltered, smothered and op- a sharp division between aesthetic value 

pressed my early youth, in upstate Wiscon- and practical value was not a given, was 

sin — began to display their true frailty, not a fact of early peoples nor was it 

and as, too, one saw the chances appearing likely to be true of a future, and more fully 
for some degree of liberation through new humanized, humanity. The split between 

structure formation. man and the arts he generated was 

rather a reflection of the alienated con- 
The old structures of art seemed too dition of society as | hated and despised it, 

compromised through their long suste- and therefore, | would join, insofar as | 
nance at the breast of the old structures of might, the effort for structural social 

social hegemony. If they were paramount change into a tandem with the artistic 

while the vital new culture gasped for its values which | knew and had embraced 

birth-cry breath, why should they have more but which had come for me to verge upon 

right to survive and be honored than their irrelevance. 
patrons and protectors? 

This intention to join the supposedly 
What is the preservation of the Chartres separated values and fields of action into 

Cathedral, as compared with the saving of a ‘“‘dramaturgy of radical activity” has been 

a single human life? That was the question a preoccupation. In elaborating the ele- 

posed by Sartre. Its radical humanism was ments of the project in scenarios and 

appealing. Humanism as centered on even analysis, | was concretely led away from 

the smallest (the least-privileged, the the old arts. Meanwhile the traditional arts 

most-exploited) human being; not as reified were for their part also moving . . . but in 
in a dead-horse ‘“‘Cultchah.” Human-ism. 

Without euphuistic hypocritical hidden 

elitist meaning. We didn’t have to read Photographic visual by Donald J. Cyr 
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the other direction from that in which Happenings and Action Theatre sprang up 
many whom I knew were inclined. It as a live alternative to the crisis of a 

seemed a typical experience — however consumptive theatre. In the visual arts the 

crushing — when my first-written play, poster began to have its day. In film, the 

Potsy, was taken by the Living Theatre, and agitprop of Godard and Newsreel. In 
then, just as the Becks moved it into various and numerous combinations, 

the rehearsal phase, the Federal tax agents political opportunity and pressing need 

closed down the Becks and left their and aesthetic value were brought together, 

theatre no alternative but to seek a foreign or at least into the same space. 

exile from America. No production; and 

that just seemed where matters stood De-emphasized were the more contem- 

generally if one tried to exert different and plative, leisurely, expansive, highly- 

excellent standards within the framework structured, absorbing tendencies of art. 
of the traditional arts, given the lethargy These qualities, as | said, had lost im- 

and often the corruption of the old and the portance. Beckoning were the possibilities 

marginality of the new. of what seemed a more lively or con- 

temporary or practical art or an actual 
Photographic visual by Donald J. Cyr dramaturgy of politics. 
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And where are we now? Look around for the street theatres of 
yesterday. Where have they gone, with the 

If the possibilities of social change are by unique exception of the Bread and Puppet 
no means blunted — as they do not seem Theatre? In place of their agitprop, we 
to be — nonetheless those very aesthetic find more elaborate playscripts, we find 
values which almost yesterday seemed fully produced plays. Which is not to say 
more and more irrelevant, today are assert- that the activated intelligence of these last 
ing a fresh lease on survival. years is suffocated. It isn’t; it already 

shows somewhat in the newer scripts. 
Myron Heise (Which isn’t to suggest that the commercial 

42nd Street, theatre will today be more receptive than 
1970-71 it was to the awakening of consciousness.) 
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perceptions and with new intentions. The 

In place of the posters, in place of more “long march” goes through their sub- 

hortatory art, there emerges a more dued lobbies and training and working and 

reflective art. One which experiments with performing facilities leaving clear if 
the difficulties of how we see prior to sometimes still-crude directional markers. 

action. 

And why, we may ask, do old settled 

In place of narrowly political cinema (its aesthetic values still have this kind of role 

lessons weren't transferrable from the and this appeal? Because, we may answer, 

original event), a more dialectical cinema art intensifies feeling and meaning; it 

exploring American alienation in depth. intimates an harmonious coherence. It has 

represented in a number of ways the 

And so on. In what is hopefully a long closest approach which many could hope 

march through the institutions of culture. to make to the achievement and the 

For it today appears that the personnel on gratification yielded potentially by those 
whom the institutions of American com- same specific aesthetic values in ordinary 

mercial and non-commercial culture must life activity. 

depend, will not stand still for much that 

they themselves helped shovel out, just Yet a mistake would be made were we to 

short years ago. It’s a situation that could judge that the long march through the 

make one want to speak of a comparison institutions (including those of culture) can 

with the art and thought of the French be made without also redefining the insti- 

Enlightenment epoch. Everyone knows tutions worth creating as well as those 

what that paved the way for. worth preserving. The dramaturgy of 

ordinary life activity isn’t yet an institution, 

It seems to me, then, that the time has even in the loose understanding of insti- 

arrived for new integrations. The pressure tutions; nor is its comprehension well 
among those involved with the arts and worked out as yet, much less popularized. 

with social change won’t allow for much 

else to happen. Even so, the opening, the propensity, the 

opportunity is evident. And the enduring 

| have cited some activist arts. For every achievement to which the greatest artworks 

person who has been involved with them, of the past and present eventually may be 

how many more simply felt too bewildered, applied, is just this “institution” of the 
or too paralyzed in these past years, to aesthetic values anchored in daily con- 

be able to drop the traditional art prac- sciousness and daily interactions. That is, 

tices? Or even to participate at all in the at least, how the oncoming era of 

roundabout and diffuse activity which is disalienation starts to look. 

art? And where is the energy of these 

people to go now? | cannot believe it will Meanwhile — and as an integral part of 

be wasted or contained. these processes of disalienation — there 

will be new integrations of the old arts. 

The arts, having always been socially 

influential, are to be infused with new 
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Art N ature by William O. Reichert 
5 3 

d R | ti Professor of Political Science at 

an evo u ion Bowling Green State University. 

Revolutionary change is generally con- 

sidered to be the special province of 

ideologists who place themselves in po- 
sitions of power which they wield on behalf 

of “‘the people.” When we think of revolu- 
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tion the names of Lenin, Robespierre, and not something that has fallen from heaven, 

Che Guevara leap to mind and hold our but humanity itself.”? To look toward 
attention as the movements of the prima political leadership for the initiative for 

ballerina in the spotlight holds our atten- real social change, therefore, is to be 

tion at the ballet. The revolutionary all too turned in the exact opposite direction to- 

often impresses us as the epitome of ward which we should be pointed. 

masculine force and heroic endeavor and 

hence it is to the political type that the Strange as it may appear to some, one of 
world turns its attention when social the most faithful champions of the 
change becomes imperative to its con- aesthetic as a guide to freedom is the 
tinued health and sanity. Social progress, anarchist. Anarchism has been much 
it would thus appear, is dependent upon maligned over the years and it is difficult to 

the strength and courage of the political discuss the idea without conjuring up all 
leader and it is the ideologist to whom we kinds of misconceptions about it. At pres- 
seem to be beholden for the brave new ent, however, the anarchist idea is once 

world of tomorrow. But this is a drastic again being taken seriously, as witnessed 
error in judgment on the world’s part, for by the large number of books and scholarly 
it is the artist rather than the revolutionary articles being published about it. It will 
leader who is the real architect of basic be contended here that the revival of in- 
social and cultural change. terest in the idea of anarchism is due to 

the widespread realization that anarchism 
In proclaiming art rather than politics the is much more than a political doctrine. As 
true revolutionary force in society, we do more and more people are coming to see, 

not in any way accept the argument of anarchist thought makes an important con- 
elitists who insist that only the noble few tribution in the realm of aesthetics. My 

have the power to direct life intelligently. purpose here will be to establish the close 
With Benedetto Croce we must come to see relationship that exists between anarchism 
that “the aesthetic fact is not something and art and to suggest some ways in which 

exceptional, produced by exceptionally anarchist thought might be put to theoretical 
gifted men, but a ceaseless activity of man use in the area of social reconstruction. 
as such; for man possesses the world, so 

far as he does possess it, only in the form I 

of representation-expressions, and only 

knows in so far as he creates.”! We are Since Pierre-Joseph Proudhon was the first 

artists all, to paraphrase a well-known ex- to call himself an anarchist, it is not im- 

pression, and the consequences of our art proper that we start with his attitude toward 

is inevitably a better and more just world. art and the artist. Central to all of Proud- 

But we do not consciously work toward this hon’s social thought is the idea that social 

end, nor do we submit to any ideological progress stems from the activity of man’s 

design in terms of organizing ourselves creative spirit. If we would build a sound 

and our activity. Life itself is our only society in the future, Proudhon maintained, 
blueprint and the methodology we disci- we must somehow free man from the 

pline ourselves by is the spontaneity that is fetters which presently restrict his imagi- 
fundamental to human character. At best, nation and keep him in servitude to the 

as Croce points out, there is a mere political state and other instruments of 

quantitative difference separating the repression. Human progress depends, 

ordinary man from the great artist, for the according to Proudhon, not upon the re- 

source of energy for both is their common form of political institutions but upon the 

human nature. Were the average man education of mankind in the ways of its 

totally lacking in imagination and aesthetic own social nature, for man is basically a 

sense, no artist could talk beyond himself. creative being who has been robbed of his 

“The cult of the genius with all its at- natural social propensities by the crushing 

tendant superstitions has arisen from this weight of the political restrictions he has 

quantitative difference having been taken imposed upon himself over the centuries. 

as a difference in quality,” Croce points To the extent that man derives insight into 
out. “It has been forgotten that genius is the content and meaning of his own basic 
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nature, he becomes capable of perfecting means to social reform. Art, for Proudhon, 
himself and living in freedom and social had the same basic function that it had for 

unity with his fellowman. Shelley or any other artist. But like 

Displayina'd GeRUINSTeaRAIMENtt Shelley, Proudhon felt the need for social 

ISPIayin reform so deeply that the subject was 
science in the very best sense of the term, rarely off his Si and thus it was tine 

Proudhon refused to confine his thinking possible for him to discuss the one without 
within the rigid boundaries of any intellec- at least an oblique reference to the other. 

tual discipline, and hence - acknowledged What is really fundamental in Proudhon’s 
Et oo EXIGE CNSAES OF thought is his libertarian idealism which 

0! , se led him to hope that man might in the 

an sclal bree In Prone ® view of future realize the social strengths he is 

Hee ee sme’ [asl of y rare, “Many nature sinner, — that is, — not essentially i//- 
ways of its own social nature. According doing, but rather ill-done, — and ite his 

Waring a Iuaivaual paces conective destiny to perpetually re-create his ideal 

. in himself,” Proudhon wrote.’ This is what 
Proudhon saw clearly in his own mind that Raphael, the “‘greatest of all painters,” a 
it is the individual rather than the mass meant ahaa he maintained that the func 

upen nom ae tion of the artist is not to portray man and 

hel. It follows from tile that social things as nature made them but rather as : they should be made, Proudhon continued. 
rogress can only take place to the extent ae aes ‘ . 

that the individual differentiates. himself in ihe final abalyels It is the artist: “painter, ae writer, poet, philosopher—who must give 

Sah ire neeaa etre wtoan na society crucial insight into its own nature. 
obser taster than ihe cganevel pees of Where they fail to provide such guidance, 

society must flounder in its efforts t 
social advance made by society as a whole, metabick a real social order. 2 

and hence it is impossible to draw a hard : 

and fast line between the individual and Peter Kropotkin, adapting anarchist theory 

the collective. to the nineteenth century notion of social 

evolution, followed Proudhon in maintain- 
Central to Proudhon’s contention that 3 , fast tes tno F 

social progress stems from the activity of ing that mankind 's inevitably Progressing 

man’s creative spirit is the correlative toward Soclal perfection, “It Is still nak 

principle that art and the artist are essen- widely understood, however, that Kropot- 
tial to the health of society, for the kin’s fascination with the idea of nature 

dialectical surge toward human perfection was not So much scientific as it was 
+ aesthetic.’ If there is any lesson to be 

wends its way from one plateau of beauty learned from the study‘ef evolution 

to another. Truth, to Proudhon, was noth- K . tat y ee, 
. . ropotkin held, it is the conclusion that 
ing less than the continuous progress of h Feat eels S Z 

ind from poetry to prose.? This is why the principle of solidarity characterizes 

ih : him ine every facet of the animal world. But un- 
Proudhon, like Plato before him, insisted . 

‘ fortunately, man, being human, does not 
that the poet must never allow himself to ‘ " 
become a partisan to a cause, whether that always recognize the essential character of 

cause be social, political, or religious. ns own wee gonial ale tien res 

For “every society declines the moment P - p , as 
% : : Be give form and shape to the vague feeling 
it falls into the hands of the ideologists, . an fens (ge 
Proudhon proclaimed.‘ of social solidarity man feels within him- 

= self. And here, according to Kropotkin, we 

It is no doubt true, as Benedetto Croce are dependent upon the artist to transpose 

points out, that Proudhon was greatly pre- the truths of nature into effective social 

occupied with morals, and that his convictions. If the great naturalists of the 

anarchism, for that very reason, had a dis- nineteenth century such as Byron, 

tinctively religious ring to it Croce is Lermontov, Goethe, and Shelley were 

much too severe, however, when he argues capable of extracting from nature the in- 

that Proudhon viewed art merely as a spiration for good and beautiful lives, 
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Kropotkin wrote, why should today’s poet mission of the artist is to demonstrate to 

fail to do the same? the people the ugliness of existing society 

and the “absurdities of the present social 
And when the poet has found the order.’ 

proper expression for his sense of 

communion with the Cosmos and his But again like Proudhon, Kropotkin is no- 

unity with his fellow-man, he becomes where guilty of the superficial thinking 
capable of inspiring millions of men which characterizes the outlook of the 
with his higher enthusiasm. He makes elitist, nor was he foolish enough to sup- 
them feel what is best in them, and pose that the purpose of art is purely 
awakens their desire to become better didactic. The general effect of art is to 
Still. He produces in them those inspire mankind as to what is true and 
ecstasies which were formerly con- beautiful, and in this task the artist is es- 
sidered as belonging to the province sential. But Kropotkin had no more use for 
of religion.® the aristocratic principle in art than he 

did in politics. It is the people who pro- 
It was for this purpose that Kropotkin duce great art, he maintained, and not the 

called upon the poets, painters, sculptors, few. This is the reason for anarchism’s 

and musicians to come join the ranks of the total rejection of political power as a 

great social revolution. For the principal possible means of effecting social order. 

For it is only when the people are unin- 

hibited by law and formal political author- 

Ralph W. Borge ity that the creative energies of human 

Untitled nature may rise to the surface of human 
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society and display themselves. tolemeo Vanzetti as he languished in 
prison awaiting execution for a crime that 

Kropotkin gives expression to his deep in- he had not committed. Exhibiting an intui- 
terest in aesthetics in Mutual Aid, one of tive feel for beauty and the poetic 
his most important works. The breathtaking temperament that is so characteristic of 
beauty and grandeur of medieval archi- Italians, Vanzetti revealed the profound 
tecture was not so much due to the skill depths of his soul when he wrote to a 

of the medieval craftsman, according to sympathetic admirer in China, “Nature has 
Kropotkin, as it was to the magnificence gave us unphantomed treasures for the 

and profundity of the medieval conception security and elevation of life, it breath in 

of life. Medieval art “was grand because it our heart an unquenchable long of free- 
was born out of a grand idea.”"° The well- dom, and it gifts us of such faculties 
spring of medieval art, as with Greek art which, if free and cultivated, would make a 

before it, was the brotherhood and social wonder of us.”!? Since Vanzetti was not 
unity the craftsman daily experienced in permitted to live long enough to develop 
his community. The exhilarating vigor his thought to its logical end, we can only 
which springs forth from his craftsmanship surmise what he had in mind when he 
was a reflection of the vigor of the suggested that the key to social order and 
medieval idea. Medieval architecture was Progress lies in nature. But one thing is 

magnificent, Kropotkin held, because the perfectly clear and that is that the pro- 
souls of those who created it were nur- found regard for nature as the wellspring 
tured on an ethic of cooperation and of all that is social in life is fundamental to 
mutual trust. If the present age is to the thinking of all anarchists and is 

duplicate the artistic accomplishments of therefore central to an understanding of 
the medieval period, it must first construct the anarchist idea itself. 
a social order which will allow men to 

develop healthy social personalities. It Ml 
was the artist in Kropotkin as much as the | . . 
social reformer that caused him to write: Solid philosophical foundations for the 
“art, in order to develop, must be bound anarchist’s attitude toward nature is to be 

up with industry by a thousand intermediate found in the writings of a number of 
degrees, blended, so to say, as Ruskin highly reputed philosophers and aesthetic 

and the great Socialist Morris have proved theorists, all of whom directly or indirectly 

so often and so well. Everything that share in the general outlook of a social 

surrounds man, in the street, in the in- psychology derived from the Enlighten- 

terior and exterior of public monuments, ment. “It cannot be stressed enough that 
must be of a pure artistic form." UIti- the key to a fundamental understanding, 
mately, Kropotkin’s advocacy of com- not only of man, but of the world as well, 

munism was based less on the moral is to be sought in the relation between 

stance that he took than on his conviction creativity and symbolic reality,” Erich 
that only in a society where all men and Neumann writes."* Drawing a close _ 
women enjoy not only leisure and comfort  @"alogy between the human unconscious 
but beauty as well can the better aspects of 2nd nature, Neumann points out that the 
human nature rise to the surface. In an source of all human creativity is the 
anarchistic society constructed along unconscious level of human existence 
communistic lines, Kropotkin held, a di- rather than the conscious. On the con- 
versity of art associations will spring up, scious level of existence, men succumb to 

thereby supplying the culture with the symbolic truths that their common 

abundant sources of energy for its aesthetic everyday experience imposes upon: them, 
development. and hence it is that they accept such brutal 

institutional arrangements as capital pun- 
The essential key to a correct understand- ishment and war and prisons as real. 
ing of anarchist thought lies in its con- On the unconscious level of existence, on 

ception of nature as it relates to the the other hand, man makes contact with 

aesthetic. Nowhere is this more succinctly what is real and fundamental in human 
expressed than in the writings of Bar- nature, finding there the clue to his true 
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identity. This is not to suggest that human designate not the nature of the object itself 

nature consists of any set pattern of traits but only its action on us, on the sentient 

or instincts, or that all men are identical organism.’’5 

with respect to their essential natures. 

It is rather to argue that human reality is There is both a positive and negative side 

not a concrete mass of atoms and mole- to this process whereby man establishes 

cules but a shifting kaleidoscope which the meaning and significance of his 

changes continuously as man becomes experiences by tagging them with names. 

conscious of the meaning of the symbols On the one hand, it leads to the develop- 

he has imposed upon himself. To discover ment of language, the vital medium by 

his true social identity, man must some- which men join hands and create that 

how uncover the multitudinous levels of society within which their lives are immeas- 

myth which the mind has embraced from urably enriched by communication and 

the very beginning of human history. But interaction. Man’s greatest achievement 

to do this, he must first become aware of is just this ability to develop ideas whereby 

the precise way in which symbols turn he has brought collective order and mean- 

into myths to hold him captive to the past. ing to the experience he has felt as an 
individual. “The power of conception— 

It is in this area that the writings of Ernst of ‘having ideas’—is man’s peculiar asset, 

Cassirer and Susan Langer are indispens- and awareness of this power is an exciting 
able. As Cassirer points out, the world we sense of human strength,” Susan Langer 

inhabit has no form or substance from the writes. However, while language helps 

social point of view apart from the design man conceptualize his experiences and 
men have impressed upon it through the develop advanced systems of communica- 
medium of language. In the beginning the tion, it also acts negatively upon society to 
world was mere chaos or at best a void, the extent that it leads men to accept sym- 
given as it was to the growth of biological bolic truths as the bedrock of reality. 
species that reacted to the forces of nature Once any particular idea or conceptualiza- 

on the basis of pure chance and environ- tion has become widely accepted as real 
mental circumstance. The beginning of or true, it is extremely difficult for people 
human social consciousness starts with the to give it up and to replace it with a new 

development of language, for not until men conceptualization more adequate to the 
can communicate with one another can new circumstances that time inevitably 
they derive any meaning from experience. brings. This no doubt is why institutional 
“all the concepts of theoretical knowl- arrangements inevitably lag a century or 

edge constitute merely an upper stratum of — more behind the advanced social thought 
logic which is founded upon a lower of any society. 

stratum, that of the logic of language,” 

Cassirer writes.4 The human mind remains It is instructive in this regard to analyze 

blank so far as cognition and understand- carefully the details of the process where- 

ing are concerned until it has developed a by ideas and concepts become enshrined. 

series of names by which its experiences As Ernst Cassirer points out, ‘Mythology is 

can be classified and labeled. It is impor- inevitable, it is natural, it is an inherent 

tant to recognize here that it is not the necessity of language, if we recognize in 

experience or the thing itself that contains language the outward form and manifesta- 

meaning but the names that we apply to tion of thought... .”” In their efforts to 

them. Cassirer sums up the foundations of acquire new knowledge of the world, men 

this view of things when he writes, “Sweet seek to translate their fleeting reactions to 

and bitter tastes, as well as color and tone, __ their environment into more permanent 
exist only by convention: in reality there form by giving them names and classifying 

is nothing but atoms and empty space. All them into categories. In itself, as we have 

the sensuous attributes which we custom- already noted, this process is essentially 

arily impute to a body, all the smells, positive in that it advances mankind’s 

tastes, and colors, are, in relation to the understanding of the universe, permitting 
object in which we conceive of them as the growth and refinement of culture. But 

inhering, nothing but words, by which we as Cassirer warns, ‘“‘Any sense impression, 
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no matter how vague, if it be fixed and Although Michael Bakunin. the notorious 

held in language, may thus become a start- anarchist, may have been given to fanati- 
ing point for the conception and denotation cism and intemperance in his personal 

of a god.”"® When this happens, man behavior during life, he has left us with a 

suffers the most horrendous of fates—his great deal of wisdom concerning the prob- 

enslavement not to any foreign power or lem of overcoming mythical thought. To 

sovereign but to himself. this day, Bakunin strikes those who dare to 

read his writings as someone to be feared 

It is precisely here that the anarchist pro- because of the apparent irreverance with 
vides us with helpful insight into the gen- which he denounces the idea of god. 

eral problem imposed upon society when When Bakunin argued that it is necessary 
man erects myths. All anarchists, however to abolish the idea of god from our minds 

they may be classified as to their economic if we would be free, however, he was not 

or philosophic beliefs, agree on the funda- so much sacrilegious as he was icono- 

mental proposition that human slavery clastic; he was opposed to the idea of god 
starts and ends with myth. Man as a net because he favored the bad over the 
political animal is the product of countless good but because it is before the god idea 

generations of development wherein he has considered as supreme power that man- 

progressively enslaved himself by fettering kind has prostrated itself throughout 
his reason with the chains of superstition history until today men are almost totally 

born of fear. The anarchist holds that lacking in the strength to live in social 
the precise point at which man lost his order with one another. If we would again 
freedom cannot be determined but we can become free, we must abolish the very 

be relatively certain that the cause of his thought of god, i.e., myth, from our minds, 
enslavement stemmed from his forebears’ for it is only thus that we have any hope 

readiness to grovel in the dust at the feet of reclaiming the pristine social qualities 
of the gods he erected to protect him from of our human nature, Bakunin held. 

the things he could not understand or 
control. Man’s greatest enemy in this Although Bakunin, like most everyone else 

regard has been himself. Unable to attain who lived in the nineteenth century, was 

that solidarity that is essential for real greatly affected by the philosophy of Hegel, 
community, mankind has from the earliest he departed radically from the Hegelian 

of times taken refuge in myth in a futile conception of world order when he postu- 

effort to find the security that is so neces- lated the novel idea that history “is the 

sary to collective life. Mankind, to be sure, revolutionary negation of the past.”’2° Man, 
was never conscious of the fact that it was essentially an animal, according to 

in the process of enslaving itself to the Bakunin, has behind him his primitive 

stultifying grip of a collective tyranny from beginnings during which he erected a 

which it might never escape again, for as social structure built upon a foundation of 

Ernst Cassirer has observed, men who live language and thought. Rejecting his 

under the sway of myth are never con- heritage as grossly inadequate, Bakunin 

scious of the fact that their lives are domi- called upon men to look forward to the 

nated by images and symbols which took development of their humanity in the future. 

form and shape in the dim recesses of the In urging us to look forward to the future 

past.’? The impulses that surge through rather than back to the past, Bakunin puts 

man as he performs his rites of magic and himself squarely within the Enlightenment 
religious atonement are deep-seated, view of human progress. According to 

unconscious relics of the past over which Bakunin, “The only thing that can warm 
he has absolutely no control. If he were and enlighten us, the only thing that can 

conscious of their existence, he would no emancipate us, give us dignity, freedom, 

longer be under their power. If we would and happiness, and realize fraternity 

escape from the chains which antiquity among us, is never at the beginning, .. . 
has fastened upon us in the forms of but always at the end of history.”?! What 

mythical thought, we must adopt a method we must do if we would become whole 

adequate to the task to be accomplished. again, which is to say free, is to reject the 
mythical patterns of thought the human 
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mind became steeped in during the primi- of nineteenth century science as an indica- 

tive era of history and replace them with tion that the scientist is the true savior of 
rational patterns of behavior drawn from humanity, Bakunin issued a severe warn- 

life. ing against this type of elitist thinking. 
“Life alone spontaneously creates real 

In Bakunin’s view of things, life and nature things and beings,” he postulated. 
are not two separate and distinct entities “Science creates nothing; it establishes 
but one and the same thing, and the and recognizes only the creations of 
primary quality that identifies them both is life.”?2, And again he urged: “The sole 
the power of human creativity which is mission of science is to light the road. 

synonymous with rationality. Outspokenly Only life, delivered from all its governmen- 

critical of those of his contemporaries who tal and doctrinaire barriers, and given full 

interpreted the eye-catching achievements liberty of action, can create.” When 

anarchists argue for spontaneity of thought 

and action over a rigid adherence to formal 
Mahler B. Ryder rules and form imposed by authority, the 

Untitled basis of their preference is to be found in 
Photo by Morgan Rockhill the aesthetic inclinations expressed by 
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Michael Bakunin and others who describe over the world through formal methods of 

life as being synonymous with nature. social and political control, the artist con- 

sidered as revolutionary persuades only 

The striking similarity between the way via the means of rational influence. Where 
that Michael Bakunin viewed nature and the political revolutionary utilizes power 
the view of nature posited by Ernst and charisma, the artist employs symbol 
Cassirer permit us to claim that anarchism, and aesthetic form to lead people to accept 

considered as an aesthetic theory rather the outline of a new and better kind of 

than a political one, has much to offer world. For as Professor Ralph Ross points 
those who would reform society without out, art “brings immediate conversion, or 
resort to force in the hands of officialdom. acceptance of the artist’s meaning, as self- 

Drawing upon the writings of Shaftsbury, evident propositions are accepted as soon 
Cassirer points out that “the nature and as they are understood; there is no need 

value of beauty do not lie in the mere for the persuasion, the argument, the 
emotional effect they produce upon man, evidence, which accompanies empirical 
but in the fact that they reveal the realm of statement.”%5 To the extent that art and 

form.”4 Modern science, given as it is to nature are synonymous, anarchism presents 

the observation of empirical phenomena, itself as a highly useful guide to human 
tends to overlook the degree to which freedom and we would do well to take a 
things are teleological in nature, and this fresh look at it. 

is especially true of behaviorly oriented 
social scientists who have of late become REFERENCE NOTES 

obsessed with mathematics and quantifica- 

tion. For Cassirer as for Bakunin, nature is ' Aesthetic, translated by Douglass Ainslie 
not primarily the full range of the varieties (New York, 1953), p. 416. 
of created things but the “‘creative power ? Ibid., p. 15. 
from which the form and order of the 3 System of Economical Contradictions, 

universe are derived.” There is a basic translated by Benjamin R. Tucker 
design in nature, that is to say, that (Boston, 1888), p. 448. 
portends the ultimate form and shape of 4 Ibid., p. 115. 
all things according to the perfection that 5 Aesthetic, p. 339. 
any particular species might look forward 6 The religious undertones of nineteenth 

to attaining under ideal conditions. Or to century anarchism are described in my 
put it another way, “Nature is nothing but article, “Proudhon and Kropotkin on 
a force implanted in things and the law by Church and State,” A Journal of Church 
which all entities proceed along their and State, IX (Winter, 1967), 87-100. 
proper paths.” Working from this set of 7 Kropotkin, as Emma Goldman points out, 

basic assumptions, Cassirer has no diffi- was something of an artist in his own 
culty in pronouncing the individual human right. During his lifetime she found that 

being who puts himself in tune with nature some of his proudest accomplishments 
perfectly capable of voluntarily leading a had been in the things that he made with 
fully social existence with his fellowmen, his own hands—tables, chairs, and other 
and thus for him, as for the anarchist, the articles of household furnishings. And in 

state becomes superfluous if not a music, too, he displayed extraordinary 

pernicious force. interest and talent, so that this might 

have been his vocation had events led in 
Where revolution proceeds along the lines that direction. After Kropotkin’s death, 

of the aesthetic paradigm, as the anarchist Emma, as executor of his estate, found 

argues it must, human freedom becomes a that he also possessed great potential 

distinct possibility rather than the mere talent for painting and drawing. Living 

rhetorical phrase it is on the lips of the My Life (New York, 1934), p. 866. 

politician and revolutionary. Far from ruling 8 Ethics; Origin and Development (New 
York, 1924), p. 125. 

° An Appeal to the Young, translated by 

Jacob Landau H. M. Hyndman (New York, 1948), p. 11. 
Armored Man 1° Mutual Aid (Boston, 1955), p. 211. 
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1 The Conquest of Bread (New York, Y Language and Myth, p. 5. 

1906), p. 139. 18 |bid., p. 97. 

12“An Unpublished Letter,” Resistance VII 1? The Myth of the State (New Haven, 1961), 

(July-August, 1948), 3. p. 47. 

3 Art and the Creative Unconscious (New » The Political Writings of Michael Bakunin, 

York, 1959), p. 170. edited by G. P. Maximoff (Glencoe, 
14 Language and Myth, translated by Susan 1953), p. 173. 

K. Langer (New York, 1946), p. 28. 2 Ibid., p. 174. 

3 The Philosophy of Symbolic Forms (New 22 Ibid., p. 70. 

Haven, 1957), p. 18. 2 Ibid., p. 76. 
16 Philosophy in a New Key (Cambridge, 2% The Philosophy of the Enlightenment, 

Mass., 1942), p. 151. translated by Fritz C. A. Koelln and 
James P. Pettegrove (Princeton, 1951), 
p. 326. 

John Dobbs 3 Ibid., p. 44. 

Deodand #2, 1969 % Symbols and Civilization (New York, 

Photo by Geoffrey Clements 1962), p. 230. 
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The Role of Art = ttt new 
. . Director, Institute of American Indian Arts 

in the Education 
of the Each passing year of tenure in the field of 

. . education reinforces my conviction that art 

education is sine qua non for al/ children— 

American Indian if what we aspire to is a world environ- 

ment healthily saturated with the quality of 

creativeness required to evolve and sustain 
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a saner world than we presently face. constructed great pyramids, produced dis- 

However long range and broad such a goal tinctive architecture, planned and built 

may be, the beginning of its achievement great cities, and developed high social 

narrows to present time, here and now, orders in religion and government. That 

with sharp focus on many different kinds his ancestors were eloquent in speech and 

of individuals, each requiring to be nour- accomplished in music and dance, are 
ished by whatever means and substance facts never heralded in any textbook. And 

will foster creative productivity to the high- somehow the Indian child grows up believ- 

est level of his capabilities. The rote ing that the Egyptians and the Greeks pro- 

learning that presently pervades our class- duced enviable works of arts, while the 

rooms affords the individual neither the Indians produced artifacts. 

opportunity nor the incentive for the . 
exploration and experimentation required In general, me typical European-based 

to achieve self discovery and self-fulfill- educational experience imposed on a 

ment. If it is difficult under these circum- Native American child serves only to force 
stances for the average middle-class white him into the role of a non-achiever. By 

child to establish a meaningful identity, it implication he learns that his language and 

is well-nigh impossible for the child of a bisiife:style. hold:no Importance: In:the 
minority culture to do so. The difference world and, by inference, he eoneludes tht 

between the two is that while the white his‘entire cultural heritage—perhaps jules? 
es ‘ A ; thousand years of it—is empty, meaning- 

child in a white school is apt to gain at ze 

least some useful information, the non- less,-and somehow totally unfitting. They F 

white Chis ripley the same intr. Pn i nponire fon 
mation which often is not only irrelevant . so ; 

to his cultural background but, more impor- can he'function’as an Indian; he has besd 
tant, is at odds with it. taught to bea nonentity. And, as such, 

lacking any functional frame of reference, 

What effect does the question, ‘Who Dis- it is hardly surprising that he has little 

covered America?” have on an American appetite for knowledge of any kind, or 

Indian child? Shall he repeat the lie, or learning, at any level. 

fall? Witat happens toa eee A gala field trip, “A” for effort, and a neat- 

Sea eters 8 eo in a foreign. a ly inscribed diploma are unintelligible 
language? What does an American Indian goals to a person suffering such trauma. 

1 . . a And no amount of prodding will do more 
child feel when he is forced to participate than push him over the edge—completely 

ene way or another, in the roligious out of the educational system. There is no 

celebrations peculiar toils white wey intellectual approach that will interrupt the 
while his own religious calendar is treated cycle of defeat when the individual has 

as nonexistent? How quickly should he be come to accept defeat and all its conse- 

sxpacied tousarn the symbol TELEPHONE. quences as a life-style. He may, in fact, 

wren there is no electricity in ns homes find some pleasure in flaunting his condi- 
ova child, water means a bucket plusia tion by engaging in the kind of overt 

stream plus pure physical heft, how does negative behavior that marks the defeated. 
he reconcile his experiences with the 

scientific explanation of H,O from a water At the Institute we interrupt the cycle first 

tap? History portrays the Indian as a cruel by recognizing the cultural ways of each 

obstacle to progress and he views himself student and showing respect for them; and 

on film and on the printed page as a blood- then by diligently seeking out an art 
thirsty savage. If in the course of his medium at which the student can succeed. 

educational life he is fortunate enough to We have learned through experience that 

be exposed to a survey of world art, he the child who is steered to success in one 

learns about the wondrous accomplish- area will seek success in other areas. And 
ments of the Egyptians and Greeks, with further, we have found that this approach 

nary a word in reference to the Mayans or is workable through the arts even when it 

the Aztecs. Rarely is the Indian child may be quite impossible through academic 
made aware of the fact that his people subjects. 
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The Institute of American Indian Arts is a psychological position of the individual and 

national school founded by the Bureau of his identification with his Indian culture. 

Indian Affairs in 1962 for the express The basic task of the school is to develop 

purpose of creating an environment that specialized techniques for assisting here- 

would be conducive to the emergence and tofore neglected young people to enter 

development of young Indian artists. contemporary society with poise and 
Embraced in the philosophical approach confidence. 

was a strong belief that young Indian peo- 

ple would gain a stronger and quicker The Institute believes that cultural differ- 

sense of self realization if they were given ences are precious. It operates on the 

opportunities to develop within their own premise that, by linking the best in Indian 

cultural framework. The results of this culture to contemporary life, young people 

approach to date have proven that under can find new levels of pride and achieve- 
proper auspices young Indian people are ment emanating from their own heritage. 

not only capable of producing quality art in 

unusual quantity but that, in the process, The Institute’s primary goal is to give the 

they make unusual gains in general life- student a basis for genuine pride and 

skills as well. self-acceptance. At the outset and at a 

very personal level, he is made aware of 

While the Institute does not label itself a the fact that we know, in general, what his 

psycho-therapy center it does, neverthe- problems are, and that we are on hand 

less, core its program around the special to discuss them with him and look into 

what can be done to help in his particular 
circumstances; he is made aware of the 

fact that we respect him both as an 

Woven mountain goat hair blanket, with individual and as an Indian, and that we 

design of a killer whale. cherish his cultural traditions. The school 

Chilkat Tlingit, Alaska operates in a general aura of honor and 
Photo Courtesy: Museum of American Art, appreciation for the Indian parent and the 

Heye Foundation world he represents. 
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All students at the Institute are oriented In a curriculum unusually rich in art 

in the history and aesthetics of Indian courses, a student, who may have become 

accomplishments in the arts. They view dulled to the excitement of personal 

exhibitions of the choicest collections of accomplishment as a result of unsatisfac- 
fine Indian art pieces, listen to lectures tory experiences with academic subjects 

with slides and films covering the in his early years, can be revitalized 

archaeology and ethnology of Indian cul- through the experience of creative action. 

tures, and take field trips into the present- He may have an undiscovered aptitude for 

day cultural areas of the Southwest groups. music, dancing, or drama; a natural 

They are encouraged to identify with sense of color and design, a sensitivity 
their total heritage, harkening back to the for three-dimensional form, or a way with 

classic periods of South and Central words. All students at the Institute elect 

American cultures — heydays of artistic studio art courses. Sooner or later, 

prowess in the New World. And they are with a great deal of sensitive cooperation 

exposed to the arts of the world, to give on the part of the faculty, a field is found 
them a basis for evaluating and appreci- in which a student can “discover” himself. 

ating the artistic merits of the contributions His first successful fabric design, ceramic 

made by their ancestors. Each student is bowl, piece of sculpture, or performance 
led to investigate the legends, dances, on stage may be his very first experience 

materials, and activities pertaining to the with the joy of personal accomplishment. 

history of his own particular tribe. His reaction is one of justifiable pride, 
and sometimes a shade of disbelief, at 

having produced something of worth, and 

Carl Cannon (Oneida) he equates it with his own personal 

Untitled worth. For him, this is a great personal 

Photo Courtesy: Institute of American discovery. It is, also, a most potent form 

Indian Art of motivation toward personal growth. 
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It should be made clear that the Institute personal growth of the student himself, 

does not ram anyone’s culture down his and in his recognition of the fact that such 

throat. It does, in an atmosphere of growth has taken place. 

appreciation, acquaint each Indian student 

with his own traditions and encourage The student body is made up of youths 

his using these as a springboard for ranging in age from 15-22, most of whom 
personal creative action. The injunction is arrive feeling insecure about their place 

never ‘‘Go back” to outmoded tradition. in a bi-cultural world. They are beset 

Rather, it is the purpose of the Institute with misunderstandings regarding color 

to help students take a firm, realistic and race, and are stung by memories of 

stance from which they can step out in discrimination. Many feel trapped at a 

creative action that may lead into new low socio-economic level. Caught in a 

traditions. The Institute assumes that the maelstrom of cultural and social conflict, 

future of Indian art lies in the Indian they are lost in a labyrinth of identity 
artist’s ability to adapt to the demands of search. 

the present, not to remanipulate the past. 

Among these arriving students are the 

A look at students’ responses to date revolutionists, the nonconformists, and the 
happily vindicates these premises and academically disoriented. They have 
ideals. Art critics of stature are excited always found themselves disassociated 

by the quantity and quality of work coming from the common goals set for them in the 
from all studios of the Institute, even in typical school program. In common with 
these beginning years of the school’s 

development. Design and craftsmanship 
reflect classic standards in sculpture, Pete Jones (Onandoga) 
painting, and the various crafts. Poetry Photo Courtesy: Institute of American 

and prose reveal new sources for richness Indian Art 

and beauty in the written arts. Early 

achievements in drama and music promise ae i : 
entirely fresh developments in Indian aN 

performing arts. i : 

Exhibits of student work have been fea- be 
tured internationally at the Edinburgh Ze = 
Festival and the Alaska Centennial; in — = 
Turkey, Argentina, and Chile; and in the = = 

Cultural Division of the 1968 Olympics in Bo 

Mexico City. Students in the Performing ane 

Arts Department have appeared in two Sry 
major productions in Washington, D.C., . = f i 

and in a program of traditional dances at * 
the Mexico City Olympics. Student work in Pg : 

creative writing has been published for BS (ali 

text book use and a full scale novel has oe A eG 

been published by the University of ; SS  —_ 
Oklahoma Press. Doubleday and Co. has co 4 pi 

just issued an anthology of poetry by td ; - 

students, Whispering Winds. Student K ¢ =~ Pe 

works invariably win a disproportionately r 

large number of awards in local and u z . a EI 

regional art exhibitions wherever they are N Geom. 
entered. a i L . 

4 a 
Impressive as these results are in terms of a J LS p>- Vi 
the level of artistic accomplishments, the ie eee og Ae 
real value of the program lies in the See ee ee eS S 
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all creative people, they have a need for student population today, it remains that 

seeking out new ways of saying and doing. members of minority cultures suffer from 
They must explore personal and creative undereducation at all institutional levels 

approaches to problem solving. They, by and face the necessity to become as well 
nature, reject and are rejected by the educated as possible if they are to 

typically programmed school, primarily compete successfully in a world that does 
bent to the production of scientists and not cater to culturally different origins. 
tradesmen. 

Statistics covering Institute graduates over 
While the college route to personal Utopia the years show a drop-out rate of approxi- 
is being questioned even by the general 

Spirit mask representing human face with 
frog coming out of the mouth. Over the 

forehead is the head of a land otter, on one 
Patty Harjo (Seneca-Seminole) side of the face are three frog figurines, 

Blouse & Belt and on the other side three mountain goat 
Photo Courtesy: Institute of American figurines 

Indian Art Auk tribes of the Tlingit Point Lena, Alaska 
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matety 20%, compared to a general drop- The Institute believes that the American 
out rate quoted variously in a range of 40 Indian has a tremendously rich heritage in 

to 50% for the general Indian student popu- terms of viable philosophies regarding 

lation. Approximately 75% of the students man’s relationship to the cosmos. A 

completing the twelfth, thirteenth, and four- wealth of archeological evidence attests 
teenth grade at the Institute this year (1972) to the high level of his past accomplish- 

are slated to continue their education in ments. Failure to use this cultural richness 

institutions of higher learning. In short, as an educational bridge amounts to ill- 

our students show a better rate of conceived social engineering. If this 

accomplishment in these respects than omission is the result of ignorance in the 
the average Indian student outside the field of human relations, it is barely 

Institute, despite the fact that our incoming excusable; if it is the result of apathy or 

students also suffer sorely from all the obstinancy, it is immoral. 

typical social and psychological problems 

peculiar to Indian youth, plus the fact We, at the Institute, are proud of our 

they do not completely overcome the achievements which, in large part, were 
notorious sub-standard academic per- made possible through the special and 
formance levels common to most Indian indeed preferential support received from 
students. It is postulated that this on-going the Bureau of Indian Affairs and the De- 
tendency of our students stems from the partment of the Interior. We enjoy unusual 
fact that they have found additional autonomy and freedom that allows for 
sources of self-power not always attainable innovation. The effectiveness of our ap- 
through other programs. proach lies in offering the student a very 

wide range of work-areas from which to 

In addition to its school programs, the choose and then, through skillful follow-up, 
Institute has other special assignments seeing to it that he finds an area in 

and long range goals. These include: the which he can work with some degree of 
responsibility for giving exposure to the self-satisfaction and success. Through the 
cultural accomplishments of the Indian special emphasis placed on his own cul- 

Population in general, in the fields of tural base, we imbue him with self-pride 
theater, dance, literature, and music; the so that his tendency to view himself as a 

organization of advanced courses in second-class citizen is nullified. Out of 
museum techniques and technological a new position of personal security comes 
production and business training especially a new personality with new capabilities. 
designed to meet the needs of non-college 

oriented students; the establishment of a Needless to say, none of these accomplish- 

broad-service Culture Research Center for ments would have been possible without 

the benefit of all interested scholars and the presence of a dedicated, skillful, 

the general public. The Institute’s charter creative, and innovative staff. 
spells out special responsibilities per- 

taining to in-service training programs and In summary, the Institute of American 

work to be done in connection with Indian Arts is embarked upon an explora- 
other institutions that might benefit through tory program, with many steps yet to be 

knowledge of our methods. taken. Early outcomes are indicative of 
so a . . significant discoveries in education. The 

Due to limitations in funding, only token Indian student is being inspired to new 

advances have been made in these personal strengths in dimensions hereto- 

special programs. fore unrealized. Oriented to his own 

The overall goal of the Institute is that it cultural background, he is not forced to 
become a truly effective educational sacrifice his Indian nature and heritage 

institution and a cultural institute serving en the altars of elther withdrawal or 
not only the needs of youth but also assimilation. He is enabled to function 

serving to enhance the image of the wholly and happily, making a Proud, Pele 
Indian people at large and to stimulate sonal contribution to his time and his 

pride in their accomplishments. world: 
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Twenty two by Martha Sanders Gilmore 

Jazz and Blues Columnist 
Shades of Blue for Audio Magazine. 

What more appropriate place in these 

United States to focus in on an expression 
of the cultural and spiritual pride that is 
rightfully every black man’s privilege and 
ultimate salvation than Washington, D.C. — 
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the Nation’s Capito! and seventy-six per sex, the numbers game, and overall hard 

cent black Capitol of America? More times are evoked by bluesmen in vividly 
specifically, hunt out the New Thing Art imaginative anecdotes, sometimes with hu- 
and Architecture Center, located in a con- mor, sometimes with pathos. They sing 

verted dance studio deep in that city’s songs of everyday life, recounting modes of 
heart, an institution which bends its ener- travel as exemplified by “61 Highway,” 

gies toward black expression in such art “Freight Train,” “80 Highway,” and “John 
forms as movie making, photography, Henry.” 

African dance, creative writing, and jazz. 

Unfortunately, the task The New Thing 
Boldly at the mast of the New Thing is a undertook was ignored, misinterpreted, and 

kind of guru to the blacks, an intense man virtually unsupported by the Greater Wash- 

of philosophic bent, who is a veritable ington black community. Maybe, too, it 

powerhouse of a leader, having earned was mismanaged by The New Thing. Black 

two degrees in architecture from Yale man creates the blues, white man buys 

University and spending as much time out them and supports them seemed the case 

of Washington lecturing as he does in. at this well attended fete featuring some 
Topper Carew, who makes it all happen twenty-two blues acts. 

and plans to expand his efforts to further 

the black community Stateside, remarks: A young, white, hippie audience comprised 
“We don’t believe in art for art’s sake; nearly three-fourths of the audience, fully 

that is an essentially Western concept. We enjoying the music, clapping, participating, 
believe that art is a means to make people and moving down front at the finish. They 
more aware of their presence in the world, were remarkably undaunted by a rather 
more aware of their historical origins and hostile atmosphere provoked by black 
the vitality of their own culture.” members of the management and a black 

emcee who made racial comments about 

Thus, through the encouragement of black “making this thing blacker next year.” 

arts and “‘to teach kids something other Fortunately, no blows were struck, just 

than baseball,” this organization hopes words and phrases tossed about as fre- 

to unite the predominantly black quent inuendos of racism planted them- 
community of Washington, D.C. in a sense selves firmly in and about the rows. 
of pride and awareness of its cultural 
heritage. And what better way than All this was in striking contrast to the gentle- 

through the blues? manliness, warmth, and manners of the 

musicians themselves who spanned some 
On a windy three-day weekend in the fall three generations if one counts the forty- 

an important example of the blacks’ strong Howard University Choir, many of 

struggle for emergence and power mani- whom are in their late teens. The bulk of 

fested itself on the campus of the bluesmen were in their sixties and 

Howard University. Here, Carew and his seventies, retaining the attitudes of their 

New Thing crew staged the first blues own day, but tempered with a keen aware- 

festival to be sponsored by blacks and to ness of the present. They may be said to 
be held at a black university. symbolize the fate of the black man and 

perhaps connote the subservience, but pri- 
In the art form that is the blues, so basic marily they reflect the charm and wisdom 

to our music of today, lies the foundation derived from experience. The young would 

for jazz, soul, rock, country music, folk, do well to listen to them, to learn from 
and many of our more traditional song them, and to try to assimilate some of their 

forms. Blues reflect sadly but accurately genuineness into their own frantically paced 
the Negro plight and experience in mobile lives. 

America after receiving that cordial invita- 
tion to cross the Atlantic so many years There is a sense of tragic dichotomy in the 
ago. contrasting attitudes held, on the one 

hand, by blacks who have actually endured 
The subjects of poverty, loneliness, love, the penury springing out of hard times 
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such as the Depression which blues Blues have had a migratory history, stem- 
singers describe in their movingly personal ming in rhythmic form from the African 
art, and on the other hand, by blacks who motherland, born on the work farms and 
have only heard about these struggles, are cotton fields of the rural South, nurtured by 
understandably angry and bitter, and the gospel of the church, and polished 
consequently want to change their status and assuming more complexity and urban- 
and upgrade their image. ity in a migration northward to the City 

where they can still be heard today. 
Myron Heise 
Willie & Friend Says Howlin’ Wolf, the “Tail Dragger,” a 
1971 250-pound giant of the blues, ‘The blues is 
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how you been treated, good or bad,’’ as he “This is the closest | have ever come to 

crawls about the floor, stalks wildly college,” going on to encourage students 

around the stage, acting out his lyrics. to learn all they can. The musicians per- 

Sunny Boy Slim comments in his dressing formed warmly and personably, seemingly 

room that he used to work for 50¢ a week. oblivious to racial discrimination and 

Libba Cotton, from Chapel Hill, N.C., tells unbalance within the rapt crowd. 
the story of how she once swept the floor 

for 75¢ a month to save enough money for An occasion such as this indicates quite 

her first ‘“gee-tar” which cost $3.75. clearly the change that has occurred in the 

black point of view in America and the 

The blues, regional in derivation, brought growing pride that blacks are gaining in 

together singers from areas of the Deep their own race and cultural background. 
South as far as Razos County, Texas, in the Perhaps this new generation does not want 

person of acoustic guitarist Mance Lip- to be reminded now of the hardships their 
scomb; from the blues center of Green- parents and grandparents endured and of 
wood, Mississippi, Furry Lewis with his which the blues sing, as illustrated by the 
false leg; from Brownsville, Tennessee, small percentage of blacks at this single 
blind Sleepy John Estes; and from Rappa- event. And maybe the tawdriness of the 
hannock County, Virginia, John Jackson, a soul genre has its slick hooks in the new 
gravedigger, whose intricacy of style, blacks. 
charm of delivery, and beauty on acoustic 

guitar always earns for him an enthusiastic In any case, The New Thing promises addi- 
reception. tional black happenings and an annual 

festival, meriting coverage of this event from 
In their musical migration, a large majority the Canadian, French, and German Broad- 
of blues singers chose the windy city of cast Systems as well as United Press 
Chicago to settle, living on Chicago’s South International. This widespread interest 
and West sides. At the Washington fes- underlines the festival’s importance as a 
tival, one could find the electric, amplified major manifestation and voice of a black 

sound of B. B. King, the “King of the ethnic culture transplanted to America. 
Blues’’; famed bottleneck guitarist Muddy 
Waters; the youthful electricity of Luther The blues are living and will transcend 
Allison whose blues reflect rock overtones; time and experience as philosophical com- 
the slide technique of J. B. Hutto who ments on the trials and tribulations of the 
travelled from Georgia to Chicago to work present day. They speak about survival, 
in the steel mills; and the contemporary sing ‘out’ about it! Note the historical 
professionalism of the bluesteam of Buddy import of their message. 
Guy and Junior Wells who portray the 
electric urbanity and polish of a modern White America can gain something in 
city environment superimposed over the understanding and pleasure by sharing in 
traditional twelve-bar blues structure. the blues experience and, since art is the 

| . | great unifier, find a way to avoid the polar- 
In spite of a subtle unfriendly setting anda ities that have too often given rise to 
crackling air of tension, the festival, a mis- violence in recent years. 
nomer in this case, was a miraculously 

happy occasion for these blues artists who 

congregated together as if they were ata 

family reunion and for the blues fans who 

came to listen to them. 

This large contingent of blues artists, so 

infinite in variety and scope, fully appre- 

ciated the historical significance of the occa- 

sion for black people and the sociological 

meaning of their participation. B. B. King, 

a high-school dropout, graciously stated, 
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Dutchman, Or the 9 *™*®= 5 

Black Stran er Playwright and translator; teacher of 
Gg dramatic criticism at C.U.N.Y. and Juilliard. 

in America 
When Dutchman was first staged in New 

York in 1964 white critics took it for an 

assault on white illiberalism, a promise — 
fiercer than any earlier ones — of fire, 

bloodshed, and unassuageable hatred. 
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The effect grew out of a production that She pushes conversation at him, bright 

created a lot of noise and vehemence as chitchat. He takes it all as flirtation, a 

part of the then-fashionable habit of come-on. The scene appears to be another 

provoking the audience. Today we can see of those casual, one-act encounters be- 

that LeRoi Jones (Imamu Amiri Baraka) tween a fast girl and a naif. But instead 

wrote this, like his subsequent plays, for of treating Clay as a likely bed-partner, 
black consumption. | would guess that he Lula goes out of her way to rile him: 

did not particularly care what white spec- 

tators made of it. Since they were likely to LULA. You think | want to pick you up, 
be in the majority at an off-Broadway get you to take me somewhere and 
playhouse (the Cherry Lane), the more of screw me, huh? 

them it rattled, the better. But that purpose 

was secondary. The primary purpose was CLAY. Is that the way | look? 
to present blacks with an alternative to . . 
racial warfare. Dutchman marks an early LULA. You look like you beer trying 10 
stage in the process of what is now grow a beard. . .: You look like you live 

referred to as raising black consciousness. in New Jersey with your parents and 

As such, whatever its author intended, its are trying to grow a beard. That's what, 

social implication is of capital importance ee look like you've ee anne 

to whites, although they seem, like the hinese poetry and drinking lukewarm 

critics, to have consistently misapprehended sugarless tea: 

the play. On target? Some of it. Clay wonders what 

eae eae to make of her. He tries to appear suave, 
Clay Williams is riding the subway on a amused. He tries to be as flippant as 

broiling summer day before the Metro- she is, even when she sweeps her hand 

politan Transportation Authority introduced from his “knee up to the thigh’s hinge,” 

its air-conditioned coaches and its fans and gives him one of her apples, or tells 

designed to promote sneezing jags. Twenty him he is “a well-known type” of black, an 
years old, conformably dressed, and black, imitator of whites. 

Clay stares over the top of his magazine 

as the train roars through the hot darkness. Somehow she divines that he is going to 

Then at one stop he a party, and asks him to take her, adding 
a special plea by grabbing his thigh 

looks idly up, until he sees a woman's again “up near the crotch.” But when he 
face staring at him through the win- does formally ask her to the party she 

dow; when it realizes that the man turns sullen, bored, and “strangely irri- 
has noticed the face, it begins very tated.” Then she reverts to insulting his 
premeditatedly to smile. “type,” only more nastily: 

The face belongs to Lula. As the train pulls LULA. .. . Why’re you wearing a jacket 

away she and tie like that? Did your people ever 
burn witches or start revolutions over 

enters from the rear of the car in the price of tea? Boy, those narrow- 

bright, skimpy summer clothes and shoulder clothes come from a tradition 
sandals. .. . Lula is a tall, slender, you ought to feel oppressed by. A 

beautiful woman with long red hair three-button suit. What right do you 
hanging straight down her back, wear- have to be wearing a three-button suit 
ing only loud lipstick in somebody's and striped tie? Your grandfather was a 
good taste. She is eating an apple, slave, he didn’t go to Harvard. 

very daintily. Coming down the car 

toward Clay. CLAY. My grandfather was a night 
watchman. 

Lula is about thirty. She waits for Clay to 

notice her, sits, and accuses him of LULA. And you went to a colored col- 

“staring through the window at me... lege where everybody thought they were 

down in the vicinity of my ass and legs.” Averell Harriman. 
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CLAY. All except me. are more intimate than before. She “‘is 

hugging his arm”; he kisses her neck and 

LULA. And who did you think you fingers while she wisecracks about the party 

were? Who do you think you are now? they are going to. After the party she will 
take him home with her, when “‘the real 

CLAY. [Laughs as if to make light of fun begins.” 

the whole trend of the conversation] 

Well, in college | thought | was Baude- LULA. ... 1 lead you in, holding your 
laire. But I’ve slowed down since. wet hand gently in my hand... 

LULA. I bet you never once thought you CLAY. Which is not wet? 

were a black nigger. 
LULA. Which is dry as ashes. .. . Into 

[Mock serious, then she howls with my dark living room. Where we’ll sit and 

laughter. Clay is stunned but after initial talk endlessly, endlessly. 

reaction, he quickly tries to appreciate 
the humor. Lula almost shrieks] CLAY. About what? 

A black Baudelaire. .. . Boy, are you LULA. About what? About your man- 

corney.... hood, what do you think? What do you 
think we’ve been talking about all this 

Lula tells him she lives in a tenement; time? 

that she is an actress; and that her mother 

was a Communist (“the only person in my His manhood? This is news to Clay. He 

family ever to amount to anything”). But can see that she is getting enraged about 
she also says she tells lies all the time. something, but he is not sure what. Her 

For instance, she is not an actress. Clay sour comedy keeps pouring out in wise- 

gets the impression that she has given cracks, yet between them she talks 

away next to nothing of herself; she is a cryptically about ‘‘change”: “‘Our whole 

tease who enjoys anticipating him, story ... nothing but change.” What does 

“reading” him, putting him on guard. she mean by “our” story? Whose? And 

she says: 
Unexpectedly her teasing takes on a 
hortatory passion: But you change. [Blankly.] And things 

May the people accept you as a ghost of work on till you hate them. 

the future. And love you, that you 
might not kill them when you can... . At some point she loses control of her cool 

You’re a murderer, Clay, and you cynicism, tries to show him up in front 

know it. of the other subway riders, draw attention 
to herself-with-him. She takes things out of 

And then: her bag and flings them in the aisle of 

We'll pretend the people cannot see you. the car. She stands up and dances, bumps 

That is, the citizens. And that you are into people, swears at them, wants to 

free of your own history. And | am pull Clay to his feet. And she means to 

free of my history.... be heard: 

Shortly after, a scene break is announced You middle-class black bastard. Forget 
with the single word “Black.” your social-working mother for a few 

seconds and let’s knock stomachs. Clay, 

In the second scene other riders come you liver-lipped white man. You would- 
aboard the car, though they take little part be Christian. You ain’t no nigger, 

in the action. They form the onstage you’re just a dirty white man... . 

audience who will observe Clay’s humili- 

ations at Lula’s hands. (Her hands get She also calls him ‘‘Uncle Thomas 
mentioned conspicuously often in the text.) Woolly-head” and “Uncle Tom Big Lip,” 

Some time has elapsed. Lula and Clay and tells him, “You're afraid of white 
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people. And your father was.”” She urges out of defiance and contempt.* But more: 

him to this art is possible only because the black 

artist represses the murder in his heart. 
get up and scream at these people. Like Clay speaks as an artist; he is a poet. 

scream meaningless shit in these Right now he could kill Lula with ‘‘a simple 

hopeless faces. knife thrust.”” But then an impulse would 

be lost and with it ‘one poem vanished.” 
[She screams at people in train, still This is a chilling claim, that the black 

dancing] man’s art has been a sublimation not for a 

personal gratification like sex, but for 

Red trains cough Jewish underwear for murder. Murder of whites could serve as a 

keeps! Expanding smells of silence. release. And what of the blacks who are 
Gravy snot whistling like sea birds. not artists, who lack the outlets of art? 

Clay. Clay, you got to break out. Don’t For them, Clay suggests, the price of 

sit there dying the way they want you to avoiding murder has been their psycho- 

die. Get up. logical mutilation: 

He hauls her back to her seat. A drunk A whole people of neurotics, struggling 

tries to assist her; Clay clubs him to the to keep from being sane. And the only 

floor. He slaps Lula across the mouth: thing that would cure the neurosis would 
“Now shut up and let me talk.” He is ex- be your murder. . . . Just murder! 

ploding, as she meant him to: Would make us all sane. 

I sit here, in this buttoned-up suit, to He turns “‘suddenly weary.’’ He does not 

keep myself from cutting all your throats. want to kill her or anybody. 

| mean wantonly. You great liberated 

whore! You fuck some black man and I'd rather be a fool. Insane. Safe with 

right away you’re an expert on black my words, and no deaths, and clean, 

people. What a lotta shit that is. The hard thoughts, urging me to new con- 
only thing you know is that you come if quests. My people’s madness. Hah! 

he bangs you hard enough... . You That’s a laugh. My people. They don’t 

wanted to do the belly rub? Shit, you need me to claim them. They got legs 

don’t even know how.... and arms of their own. Personal in- 

sanities. They don’t need all those 

Belly rub hates you. Old bald-headed words. They don’t need any defense. 
four-eye ofays popping their fingers .. . 

and don’t yet know what they’re doing. But he warns her “not to preach so much 

They say, “I love Bessie Smith.” And rationalism and cold logic to these nig- 

don’t even understand that Bessie Smith gers,” or one day 

is saying, ‘‘Kiss my ass, kiss my black 

unruly ass.” the great missionary heart will have 

triumphed, and all of those ex-coons will 
From Bessie Smith to Charlie Parker: be stand-up Western men, with eyes for 

clean hard useful lives, sober, pious 
All the hip white boys scream for Bird. 

And Bird saying, ‘‘Up your ass, feeble- nae i 
minded ofay! Up your ass.” And they *In his book Black Drama (New York: 

sit there talking about the tortured 1967) the playwright Loften Mitchell de- 
genius of Charlie Parker. Bird would’ve scribes how the history of the black man’s 

played not a note of music if he just music arises from defiance of the over- 

walked up to East Sixty-seventh Street seer in the cottonfields. The ballads and 

and killed the first ten white people he hymns sung by slaves were “signifying 
saw. Not a note! songs,” concealed messages that spoke of 

a day of escape and freedom. Stealing 

The black musician’s art — the music of away to Jesus or crossing the Jordan were 

Bessie Smith and Charlie Parker — comes euphemisms for breaking out, getting away. 
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and sane, and they’ll murder you. They'll passioned plea for civil rights. A number 

murder you, and have very rational of critics have noticed that Clay is a “flying 

explanations. Very much like your own. Dutchman.” But why? Possibly because 

he travels through the bowels of the city 

At this point we half-expect Clay, despite that used to be New Amsterdam. The first 

his weariness, to surrender his poetry by stage direction locates the play 
killing Lula and going on a rampage among 

the other passengers. He has been fight- in the flying underbelly of the city... . 

ing himself to keep the violence down, but Underground. The subway heaped in 

has he succeeded? It seems so. He has modern myth. 
said his piece. He goes to pick up his 

things from the seat. As he bends across The decor is not necessarily literal: 

Lula she stabs him, twice. And calmly she 

orders the other passengers to throw his Dim lights and darkness whistling by 
body off the train and to leave the car at against the glass. (Or paste the lights, as 

the next stop. They do. admitted props, right on the subway 

windows. Have them move, even dim 
When the car is empty another black of and flicker. But give the sense of 
Clay’s age boards the train: speed....) 

He sits a few seats in back of Lula. The sense of speed. Clay rushes through 
When he is seated she turns and gives life. Toward what? 

him a long slow look. He looks up from 

his book and drops the book on his lap. Wagner's fliegende Hollander Vander- 

decken, cursed by the Devil to float the 

Lula waits for the conductor to pass oceans for seven years on a ship that has 
through. She is alone with the boy. Is he “blood-red sails and black mast,” sings his 
another poet? Then: Curtain. “Black.” baritone despair and combs the world for 

. a soprano who will redeem him. A 
The action of Dutchman, taken literally, whistling wind, contralto most likely, fol- 
shows us a white woman who tempts a lows his vessel like the darkness that goes 
black man out of his bursting silence by “whistling” by Clay’s subway car. Off the 

playing the ultra-liberal. She ‘Uncle Toms” coast of Norway the Dutchman swaps his 

him. She mocks him for being a coward plunder for a night’s shelter ashore. There 
and not saying what he feels, but when he he meets the lovely Senta. A blonde, a 

does speak up she will punish him for it. soprano. Who is prepared to give up her 

He is damned for being black and damned fiancé, brave Erik, and die for the Dutch- 
for trying to play white. He has become a man. At the end of the opera, as the 

neurotic, but his neurosis reflects hers, is Dutchman sails away, Senta leaps off a cliff 

even caused by it. Under provocation, he 

opens up and gives her back more than she NN 

bargained for (reveals his “‘real” self). *A number of black writers in the early 60s 
She slaughters him for his insolence. From dealt with, or touched on, the theme of 

the appearance of the second young man the black man’s attempt to speak to the 

we gather that this is a continuous or white. The white man hands out verbal 

cyclical situation, like the murders by the sedatives. He knows what the black man 

Professor of his young pupils in lonesco’s should or should not do to make his life 

The Lesson. ‘‘Speak up,” the white says easier; principally he should not incense 

in effect, “but you’d better not tell me what whites for fear of invoking the backlash. 

| don’t-want to hear.”” The white will not In Ronald Milner’s Who's Got His Own the 
be reminded that the black is a suffering hero Tim describes how he got tired of 

being, a living reproach. He will not listen swapping ugly reminiscences with other 

to him.* But the title, the stage directions, blacks and tried for once to talk to a white 

the dialogue, and above all, the charac- friend. The friend did not pay attention. 
terization of Lula tell us that the action of Tim lost his temper, went for the friend, 

Dutchman adds up to more than an im- and almost killed him. 
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roughly in his direction, giving out a her, as we do from the first description of 

gorgeous soprano note before she hits the her face as an “‘it” (“it realizes . . .it begins 

sea. The curse is lifted. The souls of to smile”), and also from her final role as 

Senta and Vanderdecken rise visibly, and an unappeasable fury, a Nemesis with an 

in unison, from out of the water. avenging hand as ‘‘dry as ashes.” If Lula 

is no more than a white killer for kicks 

Whether Jones intends Lula to be inter- with a glittering vocabulary, a K.K.K. initiate 

preted as a desentimentalized, un- in drag, a number of her lines must be 

Scandinavian Senta — Clay’s misleading written off as pure mysticism or opacity. 

salvation — or as a Eurydice in the under- Lines such as: 
world — Clay’s Orphic doom — she offers 

a conglomerate of allures, most of what a | lie a lot. [Smiling] It helps me control 

temptress in the subway would need. They the world. 

include red hair (the warning), a slender 

body, versatile hands, availability, stimulat- I’m nothing, honey, and don’t you ever 
ing talk, and ten years’ seniority — to a forget it.... 

youngster like Clay she is that most desired 

of conquests, the older woman, Berenice to May the people accept you as a ghost of 

his Titus. She dances and sings for him. the future. And love you, that you might 

She carries a stock of apples, the origin of not kill them when you can... . 
temptation and the fall. She knows the “in” 

talk, some of it. She hums snatches of You’re a murderer, Clay, and you know 

rhythm and blues. She “understands” it. [Her voice darkening with signifi- 

blackness. cance] You know goddam well what | 

mean.... 
Yet despite her wit and vivacity Lula re- 

mains impersonal. Her fits of pique, her We’ll pretend... . that you are free of 
lies and self-contradictions, her disconcert- your own history. And | am free of my 

ing switches from slang to formality make history. 
her seem “unrealistic” as a character. 

From her familiarity with Clay’s life we infer We'll go down the street, late night, 

something supernatural, oracular about eating apples and winding very deliber- 

ately toward my house.... 
Art Coppedge 

Sketches on a Train The author is “winding very deliberately” 
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toward a parable. In it Lula plays one side Such a secondary character represents 

in a confrontation between Clay and him- excessive ambition or vanity, a fear, a 

self. As in most of Ibsen’s plays, if not all doubt, a source of indecision. The clash in 

of them, a secondary character embodies the play then not only becomes social and 

a disturbance in the soul of the main interpersonal but it also exposes a conflict 

character. Gerd the wild girl and Ejnar the in the hero or heroine. The secondary 
poet and Agnes perform this role in character is an allegorical figure like the 

Brand; so does Dr. Rank in A Doll's House. ones in a morality, but the author has 

decked him out with a personality of his 

Reginald Gammon own, and can claim the dramatic dividends 

Scottsboro Boys & Lawyer in Jail of a social play and of a soul-struggle. As 
1969 a dramatic poem of this kind Dutchman has 
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more richness than when it is seen as a Dutchman Clay “refuses the call,’’ to bor- 

contest between black and white or male row a term from Joseph Campbell; he 

and female. spurns the invitation to go out into the 
world and live for his people. Lula has told 

Clay Williams is traveling fast, or so he him not to “sit there dying the way they 

thinks, although he is really standing still want you to die.” He has to “break out” 

or marking time. He has reached his as runaway slaves once had to. There is 
twenty-first year, the year of manhood, of no future for him as an imitation white poet. 

decision. He has taken up a pose ina His thoughts are barren; the words he 
three-button suit and middle-class man- owns, useless. He needs a new 

ners, that he may hold fast to the vocabulary: 

frustration, the “insanity” of being black 

in a white man’s world. That he may pre- Get up and scream at these people. 
serve the poet in himself. On the subway Like scream meaningless shit in these 

— below the surface — where all men are hopeless faces. ... 

equal if they can afford the fare, in the 
city’s “flying underbelly” or “entrails,” He stands up, has his say in front of her 

Clay is equal to a white man. (In the first and the other “passengers.” She hears 
long stage direction of the play the author him out. Then “her voice takes on a 

repeatedly refers to him as ‘“‘the man.’’) different, more businesslike quality.” And . 

before she stabs him to death she says, 

But there, during a dreamlike passage “I’ve heard enough.” 

through darkness, in the speed and flash- 

ing lights, he meets up with his conscience. She talked to him about his manhood; he 
He courts it, argues, wrestles with it, hears replied by clinging to his old poetry. He is 
it scream at him, and screams back. What still intent on becoming a modest version 
will he do? His conscience has told him, of ‘‘a black Baudelaire.” He will not be his 

“But you change. And things work on own man, as he has admitted, but a 

till you hate them.” This conscience takes reflection of a poet, and therefore a 
the form of an attractive white woman. The bad poet. Clay has been tested for life, 
very form of the “whiteness,” the seduc- and rejected. He shot off his mouth, and 

tive conformity that resides in him. His subsided; he relieved his feelings and put 
conscience challenges him to change. To the fear of God into his white listeners, but 

cast out the “whiteness” and become his he changed nothing. Lula “heard enough” 
own man. To get rid of his false ambition to know that he now accepts his anomalous 

to succeed in the white world at the cost plight. The contained murderous impulses 
of his sanity. Clay does not take up have finally turned inward. Clay heeds 

the challenge: his conscience and, symbolically, as ina 

nightmarish allegory, kills himse/f. Seen in 

My people. They don’t need me to this light the play becomes a death-wish 

claim them. They got legs and arms of or self-induced tragedy. The contradic- 

their own. Personal insanities. Mirrors. tions and mysteries in Lula’s story of her- 
They don’t need all those words. They self mark her as being a character who 

don’t need any defense. cannot be taken as a face-value portrait but 

rather as the fears and doubts that 

He would sooner be “safe” by keeping the torment Clay. As the two figures on stage 

words to himself, ‘‘and no deaths, and hammer out the mixed feelings of a poet 

clean, hard thoughts, urging me to new with white ambitions and a black con- 

conquests.”’ But his conscience speaks to science (a character reversal) Clay comes 

him as a muse, a spirit of poetry, like the to learn that he lied to himself. In this 

Poor Old Woman in Yeats’ Cath/een ni moment of crisis the poet’s soul contends 
Houlihan. The old woman personifies the with itself, even rends itself. He balances 

spirit of a free Ireland. She takes a his desire to be a black-but-fairly-white 

bridegroom-to-be away from his wedding artist against his actual fate as a black 
to die for her sake. The bridegroom sub- “Dutchman” — and finds himself wanting, 

mits to the call and goes off willingly. In deserving of death. Is he a “special 
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Reginald Gammon Here we approach Jones’ social statement. 

Scottsboro Mothers Being a black poet and half-wanting to-be 

1970 a white poet, while nevertheless hating 

the white man, means that Clay is supress- 
case?” Not quite, because his successor, ing, even betraying, his blackness, and so 

the next boy in the subway car, will be failing to realize himself as a human being. 

haunted by the same conscience. Ina subsequent play The Slave Jones’ 
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protagonist, the poet Walker Vessels, has new tack? The Black Panthers were dis- 

put the making of poetry behind him in membered; even if the FBI and our local 

order to lead a black revolution. He police forces had not gone out of their way 

despises a former white friend, a genteel to kill off the party, the disputes between 

poet named Louis Rino who “hated people its leaders might have cracked it open. 

who wanted to change the world” — The most articulate of those leaders, 

Rino’s world, that is. Before Rino died, Eldridge Cleaver, is— where? Algeria? 

says Vessels, he was writing “tired ellipti- What has happened to Huey Newton, 

cal little descriptions of what he could see Bobby Seale, George Jackson? 

out the window.” For Vessels all the H. Rap Brown was recently spirited 

modern white artist has to offer as the out of a Brooklyn jail to stand trial ona 

culmination of western culture is a decay- four-year-old charge in Louisiana: what 

ing moan, an ornamental sigh, a declining with one thing and another he has now 
murmur. This might have been Clay’s fate, been imprisoned for over five years. 

too, had he lived. However, he could have Stokely Carmichael has slipped out of pub- 

saved himself by moulding his reluctant lic view; he is said to be living in the 

“clay” into useful ‘‘vessels” (if | am not Caribbean. 

straining the names too hard). . 
Jones persisted. As Imamu Baraka he has 

Dutchman is a play which, like so many gone from being America’s foremost black 
others, deals with a self-examination, a poet to its foremost black leader, and is 

éritical look at one’s “identity” or “self.” Probably more influential today than Ken- 
Itasks what a black man or woman ina neth Gibson, Shirley Chisholm, and Julian 

white society can do about remaking that Bond put together. He dominated the black 

self. Hatred proves self-defeating. Art can people's Chicago convention in 1972; he 
supply an emotional outlet of sorts, but it is was instrumental in unifying various 
at best a consolation for one’s oppressive groups and in formulating a nationwide 
condition; it does not improve that con- black policy. How that policy will turn out 

dition. The answer provided by these eight may be conjectured from the New-Ark pro- 
or nine subsequent years and by Jones’ gram he has put into practice in New 
own activities seems to be: fervent self- Jersey's largest, most slum-ridden city. 
affirmation_Soon-after Dutchman first There he has recruited young men and 
appeared the slogan “black is beautiful” women to drill black children in movement, 

took hold. Blacks not merely refused to speech, and behavior. He has gone 
accept an inferior status for themselves; beyond Afro-American theory and planning 
they scorned whites and their achieve- and into training. The children’s rhythmic 

ments. Jones himself evidently felt that chanting of slogans and their coordinated 

being a poet and nothing more meant steps and gestures are reminiscent of the 

being a solipsist. Black poetry and drama stringent discipline of the Muslims, but 

had to justify themselves by assisting black the children speak their slogans in Swahili 
people in their self-rediscovery. What as well as English, and their movements 

form or forms would this new identity take? have something of the quality of African 
The past decade has thrown up an array tribal ceremonies. Baraka and his associ- 

of possibilities, from revolution to sep- ates are inculcating in these children a 

aratism. Black radicals of differing per- devotion to their African origins that will 

suasions have come and gone. Malcolm X never be satisfied by the dreams of black/ 

had hardly broken with the Black Muslims white equality held by the late Martin 
when he was murdered. Would he have Luther King, Jr. and Whitney Young, by 
tried to start a new Islamic movement? A Roy Wilkins and other so-called ““moder- 
religion? Or would he have taken some ates.” Baraka is seeking a life apart for 

black Americans. If he succeeds, they may 

well form an independent nation of their 
own — within these borders or without. 

M. Zabarsky He still talks publicly about the acquisition 

Atlanta Cortege, 1968-69 of political power, starting with the election 
Collection: Addison Gallery of American Art of more black representatives to the Con- 
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gress and to local posts, but it may be the 

power to opt out of the Union. As | write 

this, Democratic contenders for the 

Presidency — Muskie, Humphrey, and 
McGovern among them —are praising the 

invalided George Wallace as a patriot who 

appreciates the feelings of the ‘‘little man.” 

They clearly hope to siphon off some of 

Wallace’s supporters — as though those 

supporters were not attracted to Wallace 

because they believed he would keep 

blacks “in their place”; as though Ameri- 

cans had learned nothing from these two 

decades since the Supreme Court decision 

of 1954 nor from the long history before; as 

though this country could afford to ignore 

the warnings in recent black art, and 

supremely in Dutchman, and thereby risk 

losing its black population. 

Blacks got the statement of this play and 

are beginning to act upon it; whites re- 

coiled, misinterpreted it, and remain as far 

as ever from having understood its 

prophetic, possibly mistaken, but very 

persuasive cry: That the only future for 

American blacks is to remake themselves in 

a positive image taken from their distant 

history, and then to break away from the 

rest of us. 
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Some Meditations »™'« 
. Specialist in Latin American Studies who 

on the Social teaches at Michigan State University. 

S wien He has published several volumes of 

Significance Of =» and postr. 

Recent 1. When I begin researching out the social 

7 uses of recent architecture one thing 

Architectu re constantly keeps coming back into my 
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mind: monkeys and substitute fuzzy, furry diverge the plasma of human continuity, 

mothers, surrogate mothers. Researchers the fluid of human unity. If | walk into a 

find that maternal (or substitute maternal) huge room with straight lines of chairs 

physical contact is essential for normal filled with people, the people-mass turns 

infant development. Contact-withdrawal is off. | reduce the number of people, break 

crippling and distorting. Only what’s the the straight line, converge and round the 
connection between primate surrogate aggregate peop!e-shape and contact 

mothers and ARCHITECTURE? Fora begins to flow between individuals; indi- 

change instead of dismissing this connec- viduals are slowly turned into a “‘society,” 

tion | listen to my head and it tells me that even if they exist as a “society” for only 
my chair, my bed, my room, my house, one hour. If | condense the people-mass 

even my town, in a sense are all surrogate even more the individuals interiorize, they 

mothers. Then something else comes in, become discreet, barrier-surrounded 

not just the physical contact, but the im- particles no longer part of any larger 

portance of positive maternal feedback, the “fluid.” 

child’s using the mother as a kind of 
psychological home-base from which to 4. Space can be either too hot or cold. 
take off for any active exploration of the | am comfortable at 70 degrees, low hu- 

world around him. My chair, bed, room, midity, and my office, my living room, are 
house, town as surrogate mothers must comfortable . . . but | am isolated in a 
give me positive feedback. comfort-unit much of the year, surrounded 

by huge outdoor spaces of discomfort. 

2. The “how’s” of Point 1. Cold, stick My business and familial dealings are 

surrogate mothers don’t do the trick. Furri- carried on within the confines of these 
ness is essential: furriness, warmth, soft- small, reduced comfort-units, but only when 

ness. The surface of the surrogate mother I go to the theatre or a shopping mall can 

object (chair, bed, room, house, town) must | exist in a communal, community-extended 

be soft. Which is a strong argument in comfort-unit. Bucky Fuller points out that 

favor of “treated” surfaces. Hard inflex- there’s an inverse proportion between the 

ible objects, walls, streets, produce amount of heat needed to heat one of 

surrogate-mother withdrawal symptoms: his domes and the size: the larger the 

introversion, fear, lassitude, disinterest in dome, the less the heat needed. City as 

exploration, lack of self-identity and pur- fortress in the Atom (post-despair) Age can 

pose. Small hard people are produced by be ignored. The “‘enemy’—given man’s 

large hard environments. Carpeted floors need and penchant to live out of his natural 

and fabric-covered walls in my room are tropical habitat—becomes WEATHER, 

extended to the outside by grass and trees. the capricious OUTSIDE. 

When possible the dead treeless and 

leafless outside world in winter is elimi- 5. The paradox of Man the Primate, the 
nated by enclosing spaces to create a Abstract Animal. If | go out to the local 

semi-greenhouse feeling throughout the wildlife preserve on a cold cloudy day the 
year: the shopping mall, for example, prairie dogs are all inside their burrows. 

Fuller’s St. Louis climate-control dome. On a pleasant day they’re outside. 

What is positive feedback in architecture, Mountain gorillas or chimps (in the wild) 
domestic or urban? A sense of softness, sit in the rain and look miserable. Man 

contact with soft surfaces, a sense of en- modifies and changes his immediate “per- 
closure, continuity. | notice my dog when sonal” environment but then cancels out 

she lies down always lies with her body his immediate skin-environment equilib- 

against my leg or foot. | notice puppies rium by living in his head. Caracas with its 

always sleeping lumped together. Positive almost-perfect climate becomes a focal 

environmental feedback is a continuing point of political terrorism. Sanity in a 
sense of soft contact. sense means recognizing that 70 degrees, 

low humidity is comfortable and living in 

3. Space can either be a bridge or a the 70 degree, low humidity HERE AND 

barrier—either too much or too little. The NOW. Which is what the mynah bird in 

“shape” of space can either converge or Aldous Huxley’s /s/and keeps calling out: 
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“Here and Now! Here and Now!” and 8. Mies van der Rohe’s glass walls looking 

Island is a book about sanity. out on and/or suspended above grass and 

trees (I’m thinking of the Bacardi Admin- 

6. The perfect external environment, then, istration Building in Mexico City) seem to 

can be abstractly cancelled out—which break the membrane between Man Inside 
means that (B. F. Skinner) Utopia must be and Man Outside, but in a sense the fleshy 

a harmonious coupling of the Inner and individual enclosed in a rigid steel struc- 

Outer (environmental) Man. In order for ture, encircled by a rigid glass wall is even 

the environment to BE a functional surro- more psychologically barricaded against 

gate mother, the first mother-child rela- any continuity with his total environment 

tionship has to have been RIGHT. because his fleshiness, his smallness 

inside of large areas of rigid space, is 

7. The one work of Walter Gropius that emphasized. He SEES the outside without 

stands out amid the linear, pre-fab indus- being part of it. The outside is seen 

trial housing-project mystique that still through a store-window environment—but 

creates heated boxes set down in a hostile he is not allowed to go inside (outside) and 

environment is his TOTAL THEATRE— buy it, bring it ‘home’ with him. 

“unité de |’acteur et du spectateur.” If this 
concept of actor-spectator unity is ex- 9. Much of the early work of Eero Saarinen 

tended ... we move toward a unity of the hearkens back—as does most 20th cen- 

| and the Other, the Communal Unit. tury architecture—to Gropius and the 

Interestingly enough the plans and models Bauhaus, but in 1956, hearkening back to 
are all spirally, egg-shaped, forcing a another rounded, soft, more organic tra- 

converging of attention-energies in on dition (Naum Gabo’s Project for the Palace 

themselves, disallowing the mind any lineal of the Soviets, 1931, or most of the early 

escape-routes out of the staked-out work of Gaudi), Saarinen in the Ingalls 

performance-territory. Hockey Rink at Yale and the TWA Terminal 
at JFK Airport moves into an atmosphere 

. of expanded bubble-space. The interior 

Walter Gropius has been “functionally linealized” but after 
rota Theater — sitting there 12 hours letting the building 
Courtesy MIT Press soak in, | felt it worked in the same way 
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that Saarinen’s U. of Michigan North definitely) has its feedback on the concept 

Campus (I’m thinking especially of the of a city-unit as a self-contained immobile 

music library) works . . . in a congruency space-ship, an independent life-colony. 

of interior and exterior “moods.” Mega-tonnage in bombs, Mega-horsepower 

in rockets, Mega-populations, Mega- 

10. Neutra begins to think in terms of pollution, Mega-race-conflicts all converge 
large enclosed spaces in an overall ter- on the development of MEGA- 

restrial-cosmic setting. The Los Angeles ARCHITECTURE. 

Archives Building (1962) moves to adjust 

to outside light. Forty meter high louvers 12. Architectural ““mega-ness” is already 
are electronically controlled to open and extremely visible on the scene in sports 

close to maintain a uniform light/shade structures like the Ligini-Ortensi-Ricci 
inside. Neutral schoolroom architecture is Olympic Cycle Track in Rome (1958-60), 

full of superficially deceptive traditionalism the Frei Otto German Pavillion at Expo 67 

(pleasing the customer), but given a in Montreal, Dyckerhoff and Widmann’s 
chance, like in the Lincoln Memorial, Parcel-Post Handling Shed in Munich 

Gettysburg, space becomes circular, (1966-68), Schneider-Wessling’s “Wohn- 
sheltered, protected, becalmed, not sep- berg” project, the Minor Sports Palace in 

arated from setting but AWARE of it. In Rome (1957, Vitellozzi and Nervi), the 
the Casa Tuia in Ascona (Switzerland) Nervi-Labor Palace at Turin (1960-61), even 
inside you are outside, outside you are Le Corbusier’s Unité d’Habitation in Mar- 
inside. The schools like the San Mateo seilles (1948-52). The important thing that 
Junior College (San Francisco) or San these “experiments,” and in fact the 

Fernando State College (Los Angeles), the whole triumphant pushiness of the Amer- 
neighborhood plans for Madrid, Seville and ican skyscraper, have proven is that mega- 

Zaragoza, the comprehensive plan for architecture is technically “easy.” 
Guam, the structural dome sphere of the 

Dayton Planetarium, etc. Neutra was always 13. The slow “decentralization” of Ameri- 

moving toward large comprehensive can cities in the last fifty years has not 

designs that encompass not merely the merely maintained caste separations but 

structure of one building in relation to its exaggerated them. Racial masses increase 

immediate site, but a series of multi- their separateness. Urban and Sub-Urban 

functional buildings in relation to an spell out Black and White. De-centrali- 

organic communal function. Functions are zation necessitates the attenuating of all 

not isolated in individual buildings un- communication supply lines. My classes at 
related to other buildings and functions, Michigan State are primarily black-white 

but building-groups become volvex rap-sessions where sub-urbanites confront 
building/function clusters which combine urbanites OFTEN FOR THE FIRST TIME. 

with other clusters to become functionally The first weeks are explosive, hate-filled, 

self-enclosed, self-supporting organic ugly .. . as the confrontation mellows ten- 

WHOLES. sions decrease, the membrane between 

urban and sub-urban life has been 
11. Of course the New Organic Architec- removed, all the ions mix, we move toward 
ture must think in terms of space age uniformity. 

materials and structural/stress dynamics. 

The ideal city has, in a sense, always been 14. Multi-functional, self-contained mega- 

conceived of as a self-contained circular architectural stationary space-ship cities 

or almost circular structure: Vitruvius’ are CENTRALIZING experience-producers. 
Town Plan (Roman), Alberti’s Fortress City 1 go back to my old neighborhood in 

(Renaissance), the Baroque pleasure- Chicago—it is 100% black, not 25%, 50%, 

administration city of Versailles, the nine- 75% but 100%. Physical de-centralization 

teenth century Utopian Socialist dream- means psychological de-centralization, the 

plans of Owen and Fourier. But the idea breaking down into separate psycho-social 

of Earth as a Space Ship (Fuller), the whole units. The city instead of serving as a 

idea of a self-contained space-ship that scene of CONFRONTATION now serves as 

can function for whole generations (in- a scene of ISOLATION—not to mention 

438



the brute inefficiency of ANY decentralized the Highway-Car Unit. 

mechanism. When | lived in Los Angeles 
I spent 40 hours a month on the road, | 15. The two most impressive minds I’ve 

worked an extra week every month just met in the last ten years—Paolo Soleri and 

moving myself from Point A to Point B. Buckminister Fuller—both think in terms 
Now in my life Point A and Point B are of COMPREHENSIVE STRUCTURES. For 

practically congruent—time is released for them man is not an insect in a glass box 

ihe Family-Social Unit and not devoured by but MAN-PLASMA, a SOCIAL PLASMA 

In a letter to the editors, Dion Neutra often done because of the arbitrary split 

commented on our use of the photograph between the “‘art budget” and the 
of the Los Angeles County Hall of Records “building budget.” 

Building. He stated: While the allocation of a certain number 
It is interesting that you should choose of dollars out of every budget for “‘art’’ 

this project to illustrate ‘social uses of is a way of forcing some semblance of 
art.” To me it illustrates a creative concern for this matter on the project, 

tendency which should be studied more would it not be more meaningtul to allow 

closely in the future, namely, the employ- this money to be spent to the best 

ment of a sculptor who worked with the advantage of the building as a whole and 
architects in developing special forms of perhaps demonstrate that at least the 

transparent or translucent screens, a required percentage of funds was spent 

custom designed drinking fountain, and on something which could be demon- 

other elements of the actual building strated as above the strict “utilitarian’’? 

itself as opposed to “imposing” or 
“placing” in relation to a completed Richard Neutra: Architect 

building an “object” of art such as so Los Angeles County Hall of Records 
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moulding and moulded by environment. outside the Initiation-Development Rites of 
White America, seeks the obliteration of 

16. Any real grasp of Soleri begins with a consciousness (drug scene) because con- 

study of his “Asteromo”—self-contained sciousness in a sense is conterminous with 

space cities: “There is... a profitable the conscious awareness of his having 

ground for learning about the cities of been stranded by the world around him. 

today by reflecting on the hypothetical and White America, withdrawing to the suburbs, 

as-yet-unreal city-asteroid.” The asteroid- has said: YOU ARE THE MONSTER... 

city graphically points up the emerging and outside the integrative processes of 

consciousness of the Mass “Human- White American Society, being screamed 

plasm,” the basic theme in the work of at that he is a monster, the Black Man 

Teilhard de Chardin: humanity is a psycho- begins to believe he is a monster, acts 

biological unit surrounded by if not hostile out the role and/or attempts to escape 
then at least indifferent SPACE. Resources from his consciousness of his ‘“‘monster- 
are not unlimited. Given the contemporary ness.”” 

potential for destruction, warfare cannot 

be total (unlimited). Ecosystems are 19. Moving back from school to the pre- 
mutually dependent. The Earth is a master school, we move into fundamental sets of 

ecosystem: individual continents, countries, attitudes toward THE OTHER. If the family 
cities, families are all mutually-related unit is Open, Convergent, Other-Centered, 
ecosystems that can be either hostile or Reassuring, Positive, Warm, a whole tra- 
complementary to each other. jectory of Other-Centeredness is initiated, 

affectiveness passes from the Mother- 

17. Busing represents the ultimate admis- Father primary affection-unit to sibling and 

sion of the failure of decentralization. supporting family affection structures. The 

Integration (perhaps the U.S.’s biggest school then becomes an extended family, 

social problem) is to a large extent solely post-school Other contacts become a 

solveable in terms of architectural- Societal Family. The line of expansion or 
arcological dynamics. The classroom is contraction is Mother-Father, Familial Sur- 

the primary focal point of social unity. rogate Mother-Father, Societal Surrogate 

Teacher-student and student-student bonds Mother-Father. The function of architec- 

break down the barriers of people-people ture/“environment” is to function as a 

isolation. You can be totally alone ina supportive inorganic surrogate buoyant 

city surrounded by people, but you cannot “pool.” 

be a totally alone teacher and/or student 

in a city surrounded by your (or fellow) 20. Environment can be either “‘converg- 

students. Just as family unity begins in the ent” or “divergent.” | remember talking to 
home, social unity begins in the school, Ray Bradbury one day in the office he uses 
and (as the South and South Africa so well to write in on Wilshire Boulevard in the 

know and fear) a common school experi- heart of the Beverly Hills (Calif.) banking 
ence transfers the Unknown into the district. ‘“‘We’re essentially in a mediter- 

Known. The nature of the classroom ex- ranean environment,” he said, “I’m an 
perience is give-and-take, banter, perme- essentially mediterranean person... but 

ability, open-ness, QUESTIONING. here | am stuck in a world of impersonal 
concrete. No sidewalk cafes and, for god’s 

18. School is part of a set of integrating sake, no piazzas....” 
social-unifying rites and rituals. Isolation 

from an integrating rite/ritual experience Piazzas, plazas, squares are converging 

results in isolation from the Social Whole. structures. But you fly over U.S. cities by 

This isolation in turn initiates a whole helicopter, over Baltimore’s Federal Hill 

series of death/destruction trajectories in district, over the Hollywood Hills, over the 

the individual psyche—death of Self, death Salton Sea real estate developments, over 

of the Other. So-called Black Violence Chicago, Kansas City, Boston, New York, 

(Black against Self, Black against Black, 

Black against White) is generated by 

apathy, emptiness, alienation. The Black, 
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over the huge Los Angeles sprawl . . . and cities shou'd be like Soleri’s Babelnoah, 
it is all ARROW ARCHITECTURE, the Arcoforte, Babel II A, Logology, Babel 

movement is all away from and to, there Il B, Babel IIC, Arcanyon, etc. Or like 
are no STOPPING, PEOPLE CONFRONTA- Konwizrz’s design for the Alsterzentrum 
TION PLACES. (Hamburg), or Quaroni’s plans for St. 

Giuliano (Mestre), Merete Mattern’s de- 
I think of the Forum Cafeteria in downtown sign for Ratingen West (near Diisseldorf) 
L.A. where the Los Angeles old congregate ... all concentrated, curvilinear, gathering- 
and inter-relate. What a pitiful chance, together new towns. Only in the real world 
improvised meeting-place for what should of economics, individual initiative and 
be built-in converging structures. Piazzas, very little central planning, the actual trend 
plazas, squares. | never once walked seems to be the conversion of suburbs 
down the Giron de la Union in Lima, Peru into new urban-centers centered primarily 
with my first wife without her meeting in restaurants and new mini-movie theaters. 

someone out of her past. She’d been in On weekends and even during the week 

the U.S. for 16 years, but could return to the malls are converted into ‘“‘street-fairs,” 

Lima, walk down a street and her past was filled with handicraft exhibits, coin ex- 

still out walking. This kind of continuity is hibits, exhibits of new cars, sidewalk 

permanent. sales, etc. The black-white interface, 

though, still remains impermeable here... 
21. The white suburban exodus, flight permeability seems to be occurring 

away from the blacks, not only aggravates primarily through education, job-place- 
the black-white almost total division in ment, then homogenous absorption into 
U.S. culture, but: 1. Gives the blacks the the U.S. work-force. Neighborhood per- 
Power Centers of U.S. culture (traditionally meability seems to be taking place in 
the City), and 2. Displaces the whites from lower-class and very upper-class neigh- 
any viable participation in the advantages borhoods, where the black and white 

of City Life. Sub-urban spells out ISOLA- workers and elite classes merge much 
TION. If “Western cities are dying . . . not more readily than among the bourgeoise. 
from too many automobiles or too few 
housing projects, but because of too little 23. Working with existing structures/situa- 

urbanity and too little opportunity for tions, the key to the immediate future 
participation” (S. Moholy-Nagy, Matrix of seems to be a manipulative re-designing 
Man, p. 137), then the suburban white man of “divergent” structures and converting 
(woman and child) is doomed to non- them to “convergent” structures, redesign- 

participatory sub-urbanity, the malaise of ing SPACE around people—rather than 
cultural truncation. In a sense the agricul- | ¢Ommercial—and industrial-needs: a. Black 
tural Southern black-man since the Civil lower-class housing areas can be “re- 
War has displaced the technological-urban _ Newed’ a la Advocacy Planning style, i.e. 
white-man, taken his power-area and really re-newing the old instead of levelling 

retired the white man to a semi-agricultural _it and re-locating the inhabitants. Model: 
suburb . .. agricultural without agriculture. OUR WAY project (Pittsburg). Projection: 
The agony of the black man is the agony a white exodus from the suburbs back to 

of a group psychological industrial revolu- the Central City. b. Conversion of older 
tion, still imperfect, but progressing, while buildings to new shopping and cultural 
the Hippie-Yippie spaced-out suburban centers, re-concentrating people-energy 
offspring of power-driven industry and into areas of “historical” significance, 
power-centered parents revert back to softening, revitalizing the past, establishing 
Hindu and American-Indian pre-industry. historical continuity. Model: Joseph 

Esherick’s conversion of The Cannery in 
22. In his notes for Babelnoah, Soleri San Francisco from an old factory into a 
speaks of “‘the need for harmony, for the complex of restaurants, cafes, stores, etc. 
hyper-structuration of our environment, Projection: addition of art galleries, 
“ecological” thinking; convergence must theaters, game-rooms, benches, etc. in— 
supersede scattering.” (The City in the perhaps—domed get-together areas. | 
Image of Man, p. 46). And ideally the new think of sidewalk cafes in Caracas and 
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Buenos Aires, or Venice, California where city grew up around industry, for industry, 

the city has built recreation centers, put nurtured by industry. The whole history of 

benches along the beach, turned the the U.S. in the last 100 years has been the 

oceanfront into a social center mainly for subordination of the “masses” to the 

old people. In Cambridge, Massachusetts factory mystique. Slavery was based on a 

whole streets have been blocked off to pre-industrial cotton-field factory. Mass 

traffic creating ‘‘walk-areas” that push immigration to the U.S. was fostered by the 

people together. | was standing on a cor- need for industrial semi-slaves. The immi- 

ner in Cambridge last month and three gration of blacks to the north (the cre- 

people talked to me within an hour. Of ation of the northern ghettos) was based 

course Cambridge is a university town, but on a hunger of the factories that could not 

the principle of throwing people together be satisfied by merely consuming the 

by giving them walking-space free from immigrants from abroad. 

cars, is universal. 
Now the factories are built, the production- 

c. Gradual metamorphosis of sub-urban consumption schema has stabilized, we 

areas into new urban-centers. | live ina look around and see a compartmentalized 

university town two hours from Detroit, but country subsisting in an industrially- 

one night | see Hedda Gabler, the next destroyed landscape. Our re-designing, re- 

night Multiple Maniacs, then Joan Suther- habilitating, designing for the future, must 
land, Soleri, Fuller on film... which can be organic in the sense that it creates for 

be essentially the same for any sub-urb. one people, not multiple peoples, in an 

TV is paradoxically both an isolating and 

socializing media, confining us to our 

homes or (at its worst) to our individual Peter Lipsitt 

rooms, at the same time bringing the world American Roulette 

in up against our sensibilities. Large 1968 

screen TV “auditoriums” could be doubly 

socializing experiences (contact plus the BE ASS tm. mma gma 

screen’s own ‘expansiveness’). Projection: a4 eee ts 

slow integration of upper-class blacks and oe ee mas aya anh 

whites, same schools, neighborhoods, same | _\ ee ee a 

common experience. * =i: aan ee aa 
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ecologically-balanced environment, not Galardi, A., New /talian Architecture. New 
multiple-environments invading and con- York, Praeger, 1967. 

flicting with each other. Goldschmidt, Denis, et al., ‘Notes Sur 

Advocacy Planning,” L’Architecture 

Arcology in the U.S. perhaps must be D’Aujourdhui, No. 157, Aug.-Sept., 1971, 
“Romanesque,” a new whole spliced and p. 75. This whole issue is devoted to 
pieced together from the tumbledown contemporary U.S. architecture. 
world around us. We had our chance to Goodman, Charles and Wolf Von Eckardt, 
build everything fresh in the nineteenth Life for Dead Spaces. New York, Har- 

century, and a chance like that doesn’t court Brace Jovanovich, Inc., 1963. 
come twice. Hilberseimer, L., The Nature of Cities. 

Chicago, 1955. 
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The Film Today: "=" . 
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Socially working on a book about Gillo Pontecorvo. 

Conscious Films of the late 1960’s have been charac- 
Ci terized by an increasing preoccupation 

inema with the social and political tensions at 
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work in contemporary society, reflecting a sexual contact to whipping and bestiality — 
radical anti-war movement of international all in the apocalyptic setting of imperial 

scope historically unprecendented in size. Rome, with gyrating naked bodies in 

In the early 1960s the serious film was panavision and technicolor. The film as a 
dominated first by Ingmar Bergman and whole is boring. At this point in time 

then by Fellini and Antonioni, whose films homosexual infatuation as a cinematic 

depicted the ennui and self-titillation theme has lost its novelty. It has been 

preoccupying bored individuals of the done before — and in the freshness of 

aristocracy. This self-indulgence was both first discovery. It now appears tedious 

admired and sanctioned by the director. because it is incomplete. And it can be 

Fellini’s fascination with the body of Anita made interesting only when seen as one 

Ekberg in La Dolce Vita plumbed the scale symptom of an entire psychological and 

of values he brought to his art. social configuration, as in the association 

of fascist impulses with anxious homosex- 

In the last few years the plethora of these uality in I] Conformista, The Damned, Z, 

films has given way to works concerned and Investigation of a Citizen Above 
with the fate of societies, social move- Suspicion. 
ments and classes. Filmmakers have 
moved beyond fascination with an indi- The prescient director today strives to 

vidual’s search for sensual or emotional bring to his films a developed social 
gratification, as in the cases of Fellini and critique. He assumes the role of seer and 
Antonioni. They have begun to transcend prophet pointing to the social ills them- 
th2 quest of characters for a unique self- selves and to the means by which they 
knowledge that marks them as “‘individ- may be overcome. The results vary 

uals,” the dominant theme in the films of considerably. Antonioni’s Zabriskie Point 

Ingmar Bergman, and most fully realized attempts a panoramic study of what is 
in his Persona. wrong with America. What he discovers is 

painfully inadequate. Locating the malaise 
Conflicting social forces have become the of American society and the disaffection 

current theme in commercial as well as of its youth in billboards and commercial- 

consciously aesthetic films. Reflecting ism, it offers little insight into American 

the emergent consciousness of its life. As a social critique Zabriskie Point 

audience, the American film too concerns supplies only the facile impressions of a 
itself with latent class antagonisms — foreigner come to America for the first 

workers against hippies, lumpen youth and time and obsessed with the transparent — 
tired upper middle-class businessmen. the surface manifestations of American 
The bourgeois portrayed recognizes that capitalism. 

he must at moments placate the radical 
young, but beneath this facade of patron- Yet, Antonioni himself, recognizing that 

age fear and revulsion can be discerned. new demands are being made of the film, 
Several films have attempted to reconcile at least in Zabriskie Point, has abandoned 

a mode of life affording individual fulfill- his use of audience-attracting stars like 
ment with the necessities of social Marcello Mastroianni, Monica Vitti and 

struggle. The personal hostages given in Jeanne Moreau, the personalities he 
the form of family, employment and station explored ad infinitum in earlier films. He 

to a repressive or destructive social order recognizes that the film as an art form has 
are pitted against the moral obligation entered a stage in which it can no longer 

to oppose. concern itself solely with the individual. 

For his principal characters in Zabriskie 

The director who confines himself solely Point Antonioni chose non-professionals, 

to the mode of the “personal” appears bland, callow, if pretty, teenagers. As 

increasingly inconsequential. Fellini’s individuals they emerge as non-entities, 

recent film, Satyricon, for all its visual lacking the experience and the personality 

splendor, is a parody of La Dolce Vita. to carry the film. But for his theme he 

Fellini inexhaustibly catalogues modes of takes the first cracks in the smooth sur- 

sensual gratification. He ranges from mild face of the capitalist order — the first, if 
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tentative indicators of its demise as a has attempted for decades to trace the 

viable social system. This represents a social and moral evolution of American 
substantial shift from L’Aventura, La Notte, society. The major influence on Kurosawa, 

L’Eclisse, Red Desert and even Blow-Up he uses the western, the epic of past days 

with their perpetual discontents of the of supposed glory, to expose the decayed 

dissolute personality. values of the present. If his films of the 

late thirties, like The Grapes of Wrath 

The socially conscious or political cinema (1940) were not apologies for the existing 

is, of course, far from new. It began as order as his later works became (for 
early as the film itself. In the United example, Cheyenne Autumn), the subject 
States it was through D. W. Griffiths’ of his work has remained the nature of 
naturalistic depictions of lower middle American society. From Los Olvidados 

class life and life on the streets, and in his (1950) on, Luis Bufiuel has consistently 
great epic of the repressiveness of feudal been devoted to portraying how social 
and totalitarian society in Intolerance. The institutions paralyze and deform individ- 

social film reached its apogee in the uals. He locates the origin of perversion 

Soviet Union in its earliest days, when not solely in the individual psyche, but in 
Lenin and Lunacharsky looked on the film its interaction with a decaying and cor- 

as the art form most capable of fulfilling rupt social order. His successful works, 
revolutionary aspirations. The nineteen- Nazarin, Viridiana and his recent and in 
twenties in the Soviet Union saw the many ways best film, Tristana, explore with 
emergence of the revolutionary documen- real distinction the same theme. Bufiuel 
tary. Eisenstein made films in which pursues the parallel and dialectical rela- 
masses of men and women, and not profes- tionship between personal defeats of 
sional actors, were the “hero.” Social individuals and the co-existing repressive 
processes formed both the formal and the social order which dominates and per- 
conceptual principle of the film. meates their lives. In the history of the 

film there are many single examples of 
After the Second World War the politically films which are masterpieces of social 

aware film had a resurgence in the neo- realism depicting the texture of a de- 

realist masterpieces of Rossellini, Vis- generating society. John Huston’s The 

conti, De Sica and others, depicting in Treasure of the Sierra Madré is only one 
excruciating physical detail the agonies of instance. Films like Jean Renoir’s La 

civilians caught in the mesh of newly Grand Illusion and René Clair’s A Nous La 
burgeoning corruption in a society so Liberté are masterpieces of the social film. 
recently devastated by war. In Japan the 

film has been social-minded from its in- Yet something new and different is hap- 

ception, acutely aware of class structure pening in the film today. For although 
in society and how it limits and distorts there were always films which dealt with 

individual aspirations. The two great social and political themes, the film is now 

masters of the Japanese social film, in the process of becoming primarily a 

Mizoguchi and Kurosawa, both use class socially and politically conscious medium 

relationships as their primary means of —the only art form at present consistently 

characterization. The British “working engaged in forging answers to the im- 

class” film of the early sixties was another, portant political questions preoccupying 

if less artistically significant, precedent for people today. These films, like the social 

the social film of today. novels of Balzac, Stendhal and Dostoevsky, 

make their strongest appeal to those who 
And throughout the history of the film are aroused by the disintegration of the 
individual directors have often chosen to established order. These are audiences 

go beyond the description of the search which challenge both the premises and 
for personal happiness to attack the values practices of the ruling regime, yet are 

of a given society or to comment on how puzzled about how to give their dissent an 
profoundly people are circumscribed and effective outlet. 
controlled by the quality of their en- 

vironment. In the United States John Ford Almost universally, directors — those who 
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wish seriously to deal with current political concert, such as Monterey Pop, Woodstock 

questions, and those whose motives are and the morally dishonest Gimme Shelter. 
less pure — are finding it necessary, and Gimme Shelter attempts to exonerate Mick 

in many cases profitable, to include in Jagger and the Stones of their role in 

their films some parable which contains a the murder and unrestrained brutality 

moral or political message. Those whose commited at their Altamont concert. These 

primary motivation is financial, for ex- films pretend to offer a sociological 

ample, the people who produced travesties panorama of the “youth culture.” The 

like RPM and Getting Straight, use the implication is that the youth are all inte- 

medium to appeal to the fantasies of the grated within a life of drugs and sexual 

young — their desire to escape the hysteria. Interestingly, certain political 

repressiveness of contemporary society — figures like Abbie Hoffman, Jerry Rubin 
only to condemn them. Easy Rider seems and Rennie Davis have tried to promote 

to glorify life on the road, free of com- this myth as well, looking around des- 

mitment and dedicated only to the quest perately for some political constituency in 

for pleasure and “freedom.” At the same the face of indifference on the part of the 

time, the film implicitly urges non-political adult world — from worker to intellectual. 

modes of rejecting the existing order, thus 

seeking to channel the dissent of the In reality, the majority of worker youths, 

young into socially acceptable dissident middle class and university youths are 

models of behavior. This would certainly outside the drug and hippie world of 

apply to the film versions of the rock dissociated hysteria. Perhaps one half of 

one per cent could be so described. The 
vast commercial effort to portray the young 

Richard Karwosky as drug culturalists is designed to abort 
T.V. Screen the profound radicalization which is 

1970 spreading. Above all, it serves and is 
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Intended to serve as a means of dividing the youth are shown in identical settings 

the youth from the working class. The and terms as in Joe and in the road films. 

culture capitalists, especially in the world In fact, the hip drummer of Soup looks, 

of film, are well aware that ordinary dresses and sounds like the junkie of Joe. 

people with jobs and the burden of eco- His quarters are vile, laden with filth and 

nomic pressures, are offended by the garbage. They are also adorned with 

personal indulgence and the middle class revolutionary posters of Che Guevara and 

indifference to financial stress and obliga- African guerrillas. The worker doorman in 

tion shown by the “drop-out” drug Soup is a clod, also, like Joe, half-ape. 

sceners. This is why radicalism in the He has a gross, nagging wife (played by 

young is presented as interchangeable Diana Dors with middle-aged spread), lusts 

with Woodstock and Altamont. The new after nubile girls whom he despises, and 

political cinema in America has thus been fawns on the rich stylish TV gourmet, Peter 

mobilized by forces of reaction. It sug- Sellers. The counterpoint to Joe is com- 

gests that there are no legitimate social plete. Women are feckless sex objects. 
tensions gripping America today, except Rebellious youth are diseased derelicts. 

the whining of spoiled, self-indulgent Working people are mindless automata on 

youths of permissive parents. Even the the verge of psychotic violence born of 

films which purport to speak for the envy. The suave ad man of Joe and the 

growing anti-war sentiment make an equa- debonair rake of Soup are both threat- 

tion between political radicalism and ened by the repulsive youth (the drummer’s 

individual narcissism in the young, thus band in Soup is called the ‘“‘Neander- 

closing off the general population from a thals’”’). The bourgeois figure is so 

radical critique. menaced that he is reduced to making 

common cause with the slobocracy which 
Films like Joe, in the name of realism, he holds in disdain. It is a temporary 
attempt insidiously to develop vicious and alliance designed to annihilate the young, 

degrading stereotypes of both workers and since their opposition to the system is only 
radical youths. Joe tries to appeal to the a mask for perversity and total license. 
young and to the working class at the There's A Girl In My Soup, as do all the 

same time by denigrating each in terms straight moneymakers from Britain and the 
presumed to attract the other. The film’s United States, presents without dissembling 
unstated premise is ‘‘a plague on both your the precise values and social relations of 
houses.” It portrays the worker as a the films which seem to celebrate the 
grotesque, an ape and a slob who talks youth culture they invent by making it 
with his mouth full of “Ritz” crackers and utterly indefensible. 
beer. The hippies whom he hates are 

shown with filthy feet and dirt-caked Another example in the genre of the 
clothes. They are unkempt, and universally spurious social critique is Little Fauss and 

—junkies. Joe thus equates the anti-war Big Halsy which panders to the discomfort 

youth with drug addicts and with total of the ordinary man with the motorcycle 
dissolution. This easily invalidates their riding youths who do not work, who make 
cause. It attempts to polarize the differ- whores of their women, and who seem not 
ences between two groups whose real to have to pay for their pleasures. The 
political and economic needs and whose working man’s contempt for these youths 
disaffection with the system might in other is in fact justified. While he is steeped in 
terms readily coalesce. In its ideology it responsibilities made almost impossible by 
differs from John Wayne’s The Green inflation, amoral youths are denigrating 

Berets only in the dubious distinction of the minimal comfort and economic secur- 
being less open and honest about its ity for which he slaves at drudgery tasks 

motives. for forty years. Significantly, Big Halsey’s 

girlfriend, Rita, returns home to her upper 
This point emerges most forcefully through middle class parents whom she locates at 
a comparison of Joe with films which are a country club when the going gets too 

unabashedly commercial and crass. In rough, when she is no longer getting her 
Roy Boulting’s There’s A Girl In My Soup, kicks out of the scene. The object of these 
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films is clearly to make the working man These films often take place in the recent 

who sees them into ‘‘Joes,” hating “‘nig- past, seeking an examination of what life 
gers” and junkies (‘The white kids,” says was like, for example, in the thirties, as 

Joe, ‘‘are worse than the niggers”). Joe a means of making contemporary life 
who has to sweat all day in front of a comprehensible. The rediscovery of 

furnace for $4.00 an hour is in a sense alienation preceded studies of the rise of 

rightly infuriated by hippies who laugh at political fascism, a dominant theme in the 

him and snicker that he looks so square new film. Young political directors feel the 

that he must be a truck driver. similarities of atmosphere between the 

historical period of Italian and German 

The directors of all these films seem fascism and our own. Locating their films 

almost to have been consciously mobilized in the os thirties, they aoe the 
to invalidate dissent with ad hominem Process whereby repressiveness develops 
arguments. By presenting the youths as in men and in groups. Personal and social 

irresponsible pleasure seekers, they at the disintegration begin to have an organic 
same time condemn their ideas. Yet these relation which the psychologically 
films are important because they almost philistine, pseudo-Freudian films of the 
inadvertently point up the major political fifties and sixties from Psycho to David and 

and social tensions of the day. While Lisa did not have. 

attempting to arrest them and to suggest an . 

that there are no problems beyond bore- The psychology of the individual in these 
dom, they often expose an issue in all its films emerges as a correlative and a 
starkness. Invariably, they reveal the function of the political system, a part of 
symptoms of a situation in which people the history of the culture as well as the 
have become alienated from those to history ofa particular sensibility. us 
whom they would ordinarily turn for Bertolucci’s // Contormisia, Visconti 's The 

guidance. Damned and Petri’s Investigation Of A 

Citizen Above Suspicion, sadistic homo- 

ity i iated with the politics of 
Yet despite the flood of facile films whose ea ilowedtenee It is not aes 2 

surreptitious purpose is to deny the directors are saying that it is the homo- 
existence of political problems, some sexuals who become the fascists, but that 
intellectually serious Political films can be repressed homosexuality and fascism are 

found. These films study historical origins often co-existing tendencies in both the 

of conflict, tracing the maturation of social individual and the culture, at a given 

crises. Thus they comprehend social period in history. By showing the fascist 
conflict in context. They connect with heroes of these films as masochists as 
twentieth century history and they relate well, the directors illustrate how the culture 
the present to earlier defeat and default. expresses and reinforces neuroses, 

They are: most often made not in the determining how its citizens respond to the 

United States, but in Europe. economic and political crises of a par- 
ticular historical epoch. In these films as 

The work of Costa-Gavras takes this history well, the relationships between men and 

as its subject. His latest film, The Con- women are colored by the political milieu 
fession, looks at Czechoslovakia from the in which they move. The personal rela- 

period of the Slansky trials in 1950-51 to tionships are never formed or defined ina 
the Soviet invasion in 1968. Using the cultural vacuum. 

autobiography of Artur London as a 
vehicle, it touches the history of the East At the heart of these films is the struggle 

European communist movement from the to find a means of defense for keeping 

Moscow trials of the thirties. The opera- personality intact while staying alive ina 

tions of the international brigades in Spain repressive system. Each, like Z, explores 

in the late thirties and the anti-fascist the means by which fascism systematically 

resistance are related, if inadequately, to defeats its enemies. Z and The Damned 

the crisis of the bureaucracy in the fifties illustrate the impotence of liberal efforts 

and sixties. to use exhortation and appeals to moral 
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codes as a response to the brutal power of obligation to choose resistance. Feeling 

fascism. Z has grossed six million dollars impotent to challenge the existing political 

in the United States, and part of its system themselves, repressed by the 

appeal here is the displacement of oppres- overpowering presence of a bureaucracy 

sion to Greece. If it were America por- from which they have been alienated and 

trayed, there would perhaps be greater to. which they have no recourse, the 

American audiences of Z feel as if Costa- 

Gavras speaks for them in his denunci- 

Myron Heise ation of political assassination. While the 

Cashier for 42nd Street Movie Going Home director has denied the importance of the 
1971 analogy, the similarity between the con- 
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spiracy of the colonels and the Greek The politically aware film is unsuccessful 

police to murder Gregory Lambrakis and when the director-scriptwriter loses his 

the assassination of John F. Kennedy has nerve and fails to take to their conclusion 

been widely noticed. the issues he has evoked. Adalen 31 isa 

film about working class struggle, but 
The films which address themselves to when the worker-hero is murdered by the 

relevant political and moral problems differ police, the stress is on sorrow for him as 

from the art cinema of the early sixties kind father and loving husband. These 
and from such current throwbacks as emotions are not out of place, but of 

! Am Curious, Yellow, despite its tacked-on themselves they are inadequate for the 

scenes of “relevant” sociological interest. social drama which is unfolding simul- 

They treat the individual, not in the taneously with the personal. We do not 
nihilistic vacuum of his own sensibility, see in his death the defeat of a cause 
but as an actor in the social and political larger than himself. Widerberg, the 

crises of his time. In / Am Curious Lena’s director, has not placed at the center of his 
polltaking about the current state of the film the conceptions for which his 

union in Sweden comes across as a per- character was fighting. 
sonal preoccupation. The psychology of 

character in the fully developed political In the same sense Z purports to be about 

film does not emerge by an act of will, as the assassination of Gregory Lambrakis, 

in the films of Ingmar Bergman. Bergman’s yet we are never told in the film what 

films occur in a landscape which happens Lambrakis’ conception of society was, 

to be Sweden, but could just as easily what social forces he represented or what 

have been Mars or Venus. Personality in ideas he stood for other than the abstrac- 

the political film receives concreteness tion of ‘‘peace.”” The EDA, for which 

through its interaction with the dominant Lambrakis was a member of parliament, 

social issues of the day. represented the left which was sympathetic 

to the banned Communist Party. But the 
Films about the process of political revolu- Communist Party in Greece had long 

tion are beginning to be made, heralded supported liberal programs and politicians. 
by a resurgence of the fiction film as Never advancing a socialist program or 
documentary. Foremost in this category is political ideas explicitly antagonistic to 
Gillo Pontecorvo’s Battle of Algiers, whose the Greek oligarchy, the EDA was not a 

focus is the endurance of the Algerian threat to Greek reaction. Thus Lambrakis 
people in the struggle for independence could participate in the organized political 
against the French. The action of the film life of the country. 
is a hymn to the real actions of the 

Algerians. In the United States the When a mass march was organized by a 

“Newsreel” group, closely allied to the broad anti-government youth movement, it 

SDS and the Weathermen in their ideology was banned. Lambrakis used his parli- 

as well as their personal and cinematic amentary immunity to march from Marathon 

style, make a film called /ce which pro- to Athens alone. It was this commitment 

jects into the future how the revolution to mass mobilizations outside of parliament 

will develop within the United States. It which marked Lambrakis as a leader of a 

casts lumpen youths and hip radicals as national resistance to fascism and hence 

the only makers of the revolution. It for murder at the hands of the regime. 

plagiarizes Battle of Algiers and confuses Costa-Gavras suppresses the true drama of 

its revolutionary setting with the United Lambrakis — his decision to align himself 

States, resulting in pathetic fantasy. In with an insurgent movement. When Lam- 

The Confession Costa-Gavras made a film brakis was murdered, one and one-half 

partially about how a socialist revolution million people attended his funeral, 

failed. The fiction film which recreates coming on foot to Athens from all parts of 

the revolutionary situation with psychologi- Greece within twenty-four hours. The 

cal depth thus replaces the documentary as government fell. Political prisoners were 

the most successful mode of dramatizing freed. Incredibly, none of this emerges 

political revolution. in Z. Abstract melodrama replaces the 
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study of a complex social reality. The failed to underline the class nature of the 

undercovering of the conspiracy between war and army life, Catch-22 can find no 

the police and the organization of lumpen alternative to suggest to the hero short of 

crypto-fascists is so engrossing that the his running away. Yosarian’s setting out 

issues at stake are virtually lost. Only the for Sweden in a little boat like a contem- 

suave good looks of Yves Montand, who porary soldier A.W.O.L. is a ludicrous end- 

plays Lambrakis, and the brilliance of ing to the film, imputing to World War Two 

Costa-Gavras’ techniques, testify to the a consequence of the Vietnamese War a 

rightness of Lambrakis’ stand and his quarter of a century later. The film tells 

importance to the left opposition in Greece. very little about the oppression it purports 

to be attacking. 
The Confession, like Z and Adalen 31, has 

the same tendency to abstract from the Just as Catch-22 is vaguely against blood- 

concrete particulars of the events shed, so is Mash. Medics practice butch- 

described. As with Lambrakis, we are ery on wounded, faceless victims. But the 

made to sympathize with Artur London absurdity of the army as a bureaucratic 

(again Montand) because he had been machine replaces understanding of this 

brutally tortured for nearly two years by the particular army, this society and the 

Czechoslovak and Soviet secret police, reasons for this war. For the upper eche- 

not because we agree with or are clear lons in both films the war is a lark, a 
about what he believed. Artur London, chance for sexual and economic freedoms 

finally freed and “rehabilitated,” never unattainable in peacetime under more 
reviews the history of the Communist morally confined circumstances. Neither 
movement. Thus, the film never reveals film is concerned with the causes or forces 

that the imprisonment of the Slansky at war, and in both films the men are made 

defendants was not an accident or a to seem and behave like mindless puppets 
mistake. It does not see the event it of forces they will never understand. The 

examines as a step consistent with the male chauvinism of the collegiate- 
policies of the Soviet Communist Party adolescent hero of Mash, played by Donald 
since the mid-twenties, the very period of Sutherland, of which the film is decidedly 

London’s political formation. uncritical, is a mark of the decadence of 
the film itself. Labelling itself as social 

Particularly in the American social film criticism, ‘‘anti-war,” Mash exploits the 

there is little attempt to ferret out specific military milieu for commercial purposes 

social ills which have caused the situation alone. 

described. What are the social forces 
which have transformed the Italian To date no widely-distributed film has been 
indigent, beggar, pimp, would-be-con man, made in the United States which treats 

Rico, into what he is in Midnight Cowboy? sympathetically the protest against the 
It almost appears as if he were born that imperialism of the American government or 

way. What do he and the midnight cowboy its systematic destruction of the Viet- 

have in common as America’s forgotten namese land and people. Mash deals safe- 
victims? Because the film fails to probe ly with Korea, although given the abstract 
these questions, sentimentality replaces quality of the setting, it might as well have 
insight or possible catharsis as the film’s been Timbuktu. Mash fails utterly to con- 
ultimate effect. sider the nature of the Korean war. The 

official name of the United States’ invasion 
The same problem is more overt in the two of Korea was “Operation Killer.”’ General 

successful anti-war satires of the past Emmett O’Donnell, head of the Bomber 

years, Catch-22 and Mash. Catch-22 tells Command of the Far East once said that 

us little about the war being fought, for all “the entire, almost the entire Korean penin- 

its seeming social causticness and expos- sula is just a terrible mess. Everything is 

ure of the Pentagon’s private capitalism. destroyed. There is nothing standing 

Conveniently, this capitalist chicanery is worthy of the name. Just before the 

practised lucratively on the black, instead Chinese came in we were grounded. There 

of the more costly world market. Having were no more targets in Korea.” If Korea 
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was a genocidal war of design, no inkling gate the thought of Mao-Tse-tung. 

of this emerges in Mash. The occasion of 
Korea has no place in the film except as One invariably looks in the new political 

scenery. Catch-22 even more comfortably cinema for a figure in control of his destiny 

resurrects the tired, because cliché-ridden, whose revolt against the existing order is 
theme of the Second World War. a planned and total commitment. Films 

The Year of the Pig, a newsreel panache which both reveal the structure of the 
by Emile de Antonio, shown only in art society the hero opposes and which at the 

houses and to college audiences is against same time intimate the kind of society he 
the Vietnamese War, but is utterly confused would substitute, have yet to appear. 
about its causes. It places the blame, Unlike the portrayals of Diego in La Guerre 
sophomorically, on a series of unsavoury Est Finie, of Lambrakis in Z, and of Artur 

individuals from LBJ to his equivalents in London in The Confession (all conceived 
the Pentagon on back to Allen Dulles. by Jorgé Semprun, screenwriter for the 
History becomes the madness of obsessed three films), one looks for a socially con- 
men and very little effort is placed on scious hero in possession of his past and 

understanding the economic motives and the history of his society. Pasolini’s sub- 
influence upon international relations which ject in Accatone could not be the paradig- 
made the Vietnam War a calculated effort matic protagonist of the new resurgent 
of men whose retention of power was tied Political film because he is too much the 
up with America’s holding Indochina. complete social victim to be conscious of 

exploitation. This does not necessarily 
The other extreme in the socially con- make Accatone any less a work of art, 

scious cinema is equally productive of poor —_ although it does comment on one limitation 
films. Ideas without the flesh of dramatic in Pasolini’s conception. Given the intel- 

form, psychological ambivalence and lectual dishonesty of the films which base 
nuance are much harder to take in a visual their appeal on the caricature of youth 
medium. Placed didactically in a film culture, such a hero should appear as an 

without context or evolution, they succeed adult with an experience of responsibilities 
in convincing no one of their validity. The which he has found difficult or impossible 
films of Jean-Luc Godard since his politi- to fulfill. Unlike Diego of La Guerre Est 

cal conversion to Maoism (parts of Week- Finie, who doubts the point of continuing 
end, Sympathy For The Devil, See You At with so few forces to struggle against the 
Mao—also called British Sounds—, Pravda, Franco regime, the new hero should per- 

Wind From The East), are stillborn as haps believe more convincingly in the 
works as art because Godard is equating —_ historical role which he has chosen to play. 
the film with a lecture podium where unas- Yet unlike the heroes of the Soviet film 
similated injunctions are intoned. The since the Second World War, he should be 

rapid succession of discordant images in aware of the contradictions and sacrifices 
his films serve only to suggest the irration- necessary for social commitment; he 

ality of the ideas preached—the opposite should not be made a victim of blind hope 
of the effect Godard seeks. His choice of and mindless optimism. 

adolescents as his spokesmen for revolu- 

tionary ideas is equally ill-conceived. In The revolutionary heroes of La Guerre Est 

their costumes and frivolity, in their very Finie, Z and The Confession are all pre- 

images, they cannot be taken seriously. sented as men of the bourgeoisie. It 

Godard’s newest films reintroduce and remains for the practitioners of the new 

validate the tired cliché of literary criticism political cinema to portray protagonists 

that fiction, in fact that all art, should whose energies derive from a life-long 

“show” rather than “‘tell.”” One hopes for struggle to survive, energies awaiting in 

a mediation between the “old” Godard for life as in art the role of leadership. The 

whom experience was its own justification Battle of Algiers chooses no single “‘hero” 

(as in Breathless and Vivre Sa Vie) with the because it wishes to place at the center of 

new political Godard. His primary aim, he the film the spirit of the Algerian people. 

states, is not to create “‘masterpieces” of But the leader of the people, Marquez, in 

film art. Rather, it appears, it is to promul- Pontecorvo’s latest film, Burn, is presented 
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as naive and elitist, no better really than sharp and irrevocable distinction between 

the neo-colonials, led by Marlon Brando, workers and owners, takes only the barest 
who come to exploit his people. Film- first step in this direction. 
makers to date have not yet explored the 
inventiveness and energies of men and It Is possible in the film, as it is in the 
women whose creativity has been either novel, to place at its center groups instead 
dammed up, denied, perverted into a of individuals, particularly when the theme 
destructive force, or, most often, simply is the regeneration of a society. It is often 
internalized. The explosion of awakening dramatically useful however to focus a film 
social consciousness has not yet, with the around the struggles of one man, for his 

exception of Battle of Algiers, been made life in microcosm can reflect the inner life 

the subject of a serious film. Nor has any of a society as a whole. Such a hero has 

film had as its protagonist a man in the not yet emerged in the political cinema of 
process of awakening from the long sleep the present. His absence is the logical cor- 
of unconscious acceptance of the forces in relative of the failure of most social films 

control of his life. Since Potemkin, no to take on the issues they themselves 

study in depth of the awakening of people Propose and evoke. 

to advanced social consciousness has been 
undertaken. Ada/en 31, drawing as it does The realistic evocation of social milieu 

becomes a predominant feature of the new 

cinema, of importance equal to that of the 
Seymour Rosofsky character or of plot. The nightlife of the 

The Club lumpen elements of Times Square, New 
1971 York is as much the theme of Midnight 
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Cowboy as the relationship between the crowd of workers is pursued by armed civil 

two main characters. The danger of the police, while reinforcements on horseback 

returned focus on natural setting, exacer- appear, effectively conveys the point that 
bated by the now almost universal use of Protest is brutally suppressed in Spain. 
color in major films, is that the representa- 
tion of setting becomes a substitute for the The masterpieces of the political novel 
analysis of the social problems the director | have been few: Dostoevsky’s The Pos- 
raises. sessed, Stendhal’s The Charterhouse of 

Parma, Malraux’s Man’s Fate, Conrad’s 
The presentation of dusty roads studded by Nostromo, Zola’s Germinal. Unlike the 
billboards and relieved by mountains does novel which at least in the United States 

not offer an analysis of America by itself, seems only able to repeat itself endlessly, 
although the directors of Zabriskie Point, the film is enjoying a renaissance. Direc- 

Little Fauss and Big Halsy and Easy Rider tors are confident enough of the vitality of 
seem to think it does. But neither does the their medium to feel that no theme is too 
director any longer feel able to develop his large to encompass. For a considerable 
themes without illustrating the background period novelists in America, like Thomas 
against which they occur. The representa- Wolfe and Theodore Dreiser, aspired to 
tion of the visit of the Bolshoi ballet to write the one novel imaginative enough to 
Salonika at the time of the assassination of encompass a national experience. Film- 

Gregory Lambrakis in Z makes a political makers too now aspire to achieve through 
statement about the surreptitious collabora- the film a work which can embrace the fate 

tion of the Soviet Union with oppression in of social systems and the crisis of values 
capitalist countries. The comment is made —_—_ attendant upon an era of violent transition. 
by the repeated shots of generals and They would break down the false barriers 
police chiefs at the Bolshoi performance. separating study of individual human 

Their presence alone suffices and Costa- behavior and the perception of men rooted 
Gavras has no need to make further in political and social groupings. Potemkin 
didactic or explicit statements. In Battle of and October expressed the hope and the 
Algiers the justification for the terrorist promise of the Russian revolution. We 

tactics of the Algerians appears in part in have not yet produced a revolution which 
the images of the squalor and misery in can vindicate such hope, but the political 
which the people are forced to live, in the film shows evidence of groping toward a 
poverty and degradation of the native quar- conception large enough to play a leading 
ter and the indiscriminate violence of the role in its discovery. Many of the younger 

French army. /ce, modelled in its ideology directors have begun by rediscovering their 
upon Battle of Algiers, is a much weaker society and its origins as the subject of 
rendition of the revolutionary theme, and in their art. 
part this is true because the director, 

Robert Kramer, has not felt the need to 

locate his characters in a milieu which, in 

its physical transparency, cries out for 

revolutionary upheaval. Films which effec- 

tively unite character and setting frequently 

utilize techniques developed by the Italian 
neo-realist cinema in films like Shoeshine, 

Bicycle Thiet, Open City and Paisan, 

although this is not always the case. 

Bufuei effectively illustrates the decadence 

of poverty-stricken Spain, its aristocracy 

parasitically maintaining old feudal codes, 

by employing a non-naturalistic realism. 

Bufiuel selects only details of the environ- 

ment necessary to demonstrate his themes. 
In Tristana interior shots predominate, yet 

one scene of a narrow street in which a 
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Notes and Q. What was your background? 

a 7 A. My father was Polish and my mother, 

Discussion French. | studied philosophy at the 
Sorbonne... 

Q. How did you choose the theatre as a 

career? 

An Interview with Romain Weingarten A. | composed only verse. Then, sudden- 
ly, | wrote my first play, Akara. | dis- 

covered the theatre through Roger 

by Bettina L. Knapp Vitrac’s Victor or Children Assume 

. Power and also through Antonin 

Artaud. You recall that both Artaud 

P and Vitrac were friends and had 
rofessor of Romance Languages 

at Hunter College, New York City founded a theatre together. In fact, 
Artaud produced Victor: a play in 

Interviewer’s Note: which the adult world was satirized 

“Weingarten’s truth is the truth of the night- and considered stupid, ane hypo- 
mare, a profound and living truth; the critical; whereas the children 's world 

universe revealed in his work is authentic thought e pa tanteetie - times, was 
. tee astonishingly real and sincere. | was 

... Naive and complete .. . it is the i ; 

universe of that rare .. . lucid being, the profoundly impressed by this work. 

poet... .” so wrote one of Weingarten’s Then | wrote Akara. 

most fervent admirers, Eugene lonesco. 

One enters the theatre as one does 

Weingarten’s first play Akara (1948) was religion: completely and totally. Some 
performed by the Jeunes Compagnies in people have labeled my theatre “Sur- 
Paris and acclaimed by the avant-garde. realistic.” Yet, my plays are frequent- 

It revealed a totally new theatrical ly in direct opposition to the “literary” 

language based on a series of concrete and “scientific” aspects of Surrealism 
images woven about in fascinating pat- as explicated by both André Breton, 

terns on stage. Its themes, which emanated the founder of Surrealism, and 
directly from the unconscious, attempted Antonin Artaud, one of its chief 

to make a mockery of man’s hypocritical proponents. 

relationships. The Nurses (1960) and 

Summer (1966) were equally well received. Q. Can you tell us something about 

Here too audiences were introduced to a Akara? It’s a play in which your world 

Surrealistic climate; a realm in which Men of fantasy or “madness” comes to life. 

and Women Cats invaded the stage with It features a Man-Cat and his guests. 
their anguish, violence and acidulous 

humor. Alice in the Luxembourg Gardens A. Akara was the first post-war avant- 

was performed with great success this garde play. | don’t believe that this 
winter in Paris. Weingarten’s linguistic first production—because of its timing 

virtuosity, the sensitivity of the acting tech- perhaps—ever had any equivalent. 

niques used in the production, made for a Akara is a type of nightmare; one 

delightfully absurd evening in the theatre. which includes murder, bewitchment, 

a type of ‘“‘delayed”’ evocation of the 

There is nothing ‘“‘realistic” in Weingarten’s horrors which | experienced uncon- 

theatre. It is composed of a’ medley of sciously during World War II. When 

“nonsens” and takes its viewers or readers lonesco first read this play, he spoke 
ona trip to that strange and fascinating of it so frequently that people have 

land where imagination becomes an ever associated me with the “theatre of the 
fructifying force. absurd” group. But the theatre of the 
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absurd dramatizes the liquidation of difficult to train actors to see the world 

dead people, not the murder of the in this manner: in reverse, so to speak. 

living; the non-hope, not despair. Paradoxically, it becomes a necessity 
to have them confront reality—their 

I played the part of the Man-Cat, the reality—constantly. 

lawyer, in Akara. Many of my col- 
leagues—and | too—consider the A scene, when analyzed by my actors, 

metier of the dramatist to be a “‘glob- becomes a succession of elementary 

al” affair; that is, that the author must situations viewed in ultra rapid 

take part in his production; he must sequences. These sequences must 

make it possible to create a “finished not be linked together logically, that is, 

product.” The theatrical object must rationally. Moreover, they must be 

be his work—from beginning to end. endowed with greater or lesser inten- 

sity; they must be capable of arousing 

Q. You not only wrote and acted but you sensations not necessarily indicated or 

also directed your own play this win- fostered by ‘‘what is said.” 
ter, Alice in the Luxembourg Gardens. 

The play tells the story of Alice, a To create a mise-en-scéne or to direct 

little girl, who is neither loved nor a play implies a permanent process: 
understood by her mother. She the reaching of a state of extreme and 

defends herself by becoming mute and the breaking up of this state. 

enunciating a series of onomotopoeias. 

Her unconscious, revealed to the Extremes imply a systematic exaggera- 

audiences, conjures up her mother in tion of motivations; the breaking up of 
a variety of ruthless and monstrous these extremes indicates a no less 

creatures. Alice is finally liberated, systematic contention of such an 

crosses the Luxembourg Gardens only atmosphere. These are, briefly, the 

to revert once again to her former mechanics of the process and the 

slave position. Could you tell us means by which a “psychic” reality 

something about your concept of the may be attained; not to be confused 

mise-en-scéne in general; then in with its opposite, ‘“‘a psychological” 

terms of Alice in the Luxembourg reality. 

Gardens. 
Q. Who are your ancestors in the 

A. Essentially, there are three types of theatre? Who were the dramatists 

mises-en-scéne: who most influenced you? 

1. spacial (which refers to the images) A. Artaud. Vitrac. | also admire Shake- 

2. time-concept (which revolves speare, Kleist, Claudel. The poets of 

around rhythms) the theatre are those who fascinate 

3. action (directing the actors) me. Lewis Carroll. 

These are frequently referred to as Q. Is your theatre politically oriented? 

the famous classical rules: unity of philosophically? Could you explain 

time, place and action. some themes or intriguing aspects of 

your play Akara? 
My theatre, however, is an imaginary 
theatre. Alice is imaginary. | mean by A. My theatre is not politically oriented. 

imaginary: one which deals with an It’s poetry that interests me. The 

inner reality. \t follows, therefore, that thought which emerges from the 

what is performed on stage is the poetic flights. My theatre is realistic 

world within; whereas the occult (the in that it faithfully follows the explora- 
story of the lovers in my play The tions into the imaginary world; it there- 

Summer, for example) becomes the fore becomes a quest for reality. 

external, logical realm, the event or | do not mean the type of reality one 

the psychological situation. It is very confronts in the workaday world, but 
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rather that inner reality about which It is absolutely not a question of a 

we spoke before. dialectically conceived theatre in the 

. classical sense; that is, the imaginary 

Akara is the story of a murder; of or the real-dreamed or, in other words, 
black magic; written under the guise the real-non-real. 

of a farce or a type of short story. The 

hero is a Man-Cat who is confronted Despite the eruption of Oriental doc- 
by a series of monstrous people: by a trines or the revelation of psychologi- 
society of victims and executioners, cal depths, the concept | have just 

consumers and consumed. This cat is outlined is difficult to understand, even 

a lawyer, and though he is different more difficult to experience. 
morally speaking, from the rest of 

society, though he is an aesthete, he | first dream my plays, in the manner 
is, nonetheless ‘“‘Alice,”’ has a cat’s which I have just outlined. | dream 

personality and is a cat. But this them most persistently when going 
information must be kept secret. It through the writing process; the very 
must not be spoken. During the medium stimulates my unconscious. 

course of an evening reception at his | identify completely with my charac- 
home the Man-Cat’s mistress ters, my creations. These exist in that 

denounces him, or rather she “con- inner area where first, as amorphous 

fesses” that he is a cat. This takes and nebulous powers, they slowly 
place at a “card party” a perfectly begin to act and take form and appear 
absurd game, a kind of fantasy a la later on in the theatrical arena—in 

Lewis Carroll. This interlude consists another domain of Reality. 
of a series of veiled interrogations, 
secret questions asked of the Man- Q. Does the absurd, as far as you are 

Cat’s mistress. Finally she can no concerned, possess its own type of 
longer parry the questions. She gives logic? 

injand:tells the truth. The cat . A. No. The Absurd, in the theatrical 
escapes, but is caught and is killed tas 
at the end. sense of the word, has no logic; or 

rather it is /ogic in flight; or the 

Another aspect to this play (also sym- acceptance of the absurdity of logic. 

bolic) is the role enacted by the Its logic, however, is entirely different: 
woman. She is the femme fatale type; it is analogical, homological and sym- 

a mediatrix of death, until she herself bolistic. It possesses its own lan- 
becomes its victim. guage, its own images. 

Q. The domain of the dream is most The very strangeness of this language 
important in your theatre. Can you stems from the fact that it possesses 

explain the manner in which the its own natural, innate language which 

dream insinuates itself in your plays? is, at the same time, foreign to the one 
with which we usually come into con- 

A. Yes. My theatre emanates first from tact in the workaday world. 

the domain of the dream: dream- 
images, that is, a revelation of a per- It’s evident that these two forms which 

sonal situation experienced collec- the absurd has taken: the flight from 

tively. the logical (rational) and the logic of 

the dream per se, blend constantly in 
When | spoke of imagination before | contemporary theatre. 

meant by this that organ of perception 
which paves the way for experiencing Q. Your language is not only poetic; it is 

an inner reality. The dream is a kind hypnotic. It has a way of imposing 

of screen or gateway through which a itself upon the reader, of mesmerizing 

rapport between an inner and an exter- him. Do you have a special writing 

nal reality may be made known, so technique? What is your method? 

that Reality may be perceived. How do you go about creating a play? 
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A. As soon as this strange or foreign are both actors, dramatists, etc. 

language which | just mentioned is | really appreciate his poetic theatre. 

experienced effectively or on an emo- 

tional leve!—a personal level—it As for Fernando Arrabal, | do have 

ceases to be absurd. In fact, once it some reservations concerning the 
has been triggered off certain emo- facility of his theatre, also in the 

tions, the question ‘‘What does this or domain of the dream—and this, 

that mean?” is no longer posed. It is despite his talent as a dramatist. The 

experienced. The emotion is the chan- directors, you mentioned . . . | must 

nel through which the answer is say that | do not trust directors in 

given; that is, it is the transforming general. | find that Grotowski, without 

agent. When writing | try to follow, as realizing it perhaps, and without want- 
closely as possible of course, that ing to, is working toward a type of 
secret curve which the emotion takes. expressionism which is completely 

It acts as a kind of barometer or foreign to me. | think that the only 

method of punctuating “what is taking great mise-en-scéne | have ever seen 
place” in silence. is Peter Brook’s A Midsummer Night's 

Dream. | would have liked to have 

Total theatre consists of an empty done it. 
stage. | try to reduce everything to 
this state of silence, immobility, Q. You frequently use several theatrical 

obscurity—linguistically speaking. techniques in your plays at the same 
Then if | succeed in this task—of liv- time: satire, irony, etc. Can you tell us 
ing through the emotion or experienc- how you use these? 
ing it as an entity unto itself, as a 
protagonist—then | am happy with A. I love to make people laugh. | use 

what | have written. If | laugh, if | am satire and trony to this end. Most Soe 
moved, if | cry, then | have a feeling called normal people appear In my 
that what | have put down on paper is plays in the form of animals, monsters 

good. or machines. The amount of laughter 
which results depends upon the de- 

When | write in general, my work con- gree of fear audiences experience ... 

sists in either adding to or deleting - 
from that first spark of inspiration Q. Do you use sound effects and lights as 

‘ ‘i e protagonists? As Artraud had looked 
which constitutes really a kind of them? 

shaping of brute matter. | try to order, upon them? 

musically speaking, the movements on A. Yes. They should be actors in a play. 
stage and the rhythms of the spoken 

words according to a variety of Q. What role does the decor play in Alice, 

tempi: rapidly or slowly paced lines, for example. 
those spoken in counterpoint, in 
unison, alone, etc. A. In the Parisian production of Alice, 

the decor I had envisioned failed 

It goes without saying that what | completely, but only for material 

have just outlined for you is my vision reasons. 
of the theatre. | try, as best | can, to 
come as close to it as possible. | think that decor should be a kind of 

apparition; it should be capable of 

Q. What are your reactions to the theatre modifying, not through mechanical 

of Arrabal, Dubillard; to the work of means, but through a play of lights, 
such directors as Grotowski? Savary? the entire atmosphere. Decor is very 
Lavelli? nearly always a kind of death knoll for 

scenic endeavor: it has a static quality 

A. My career parallels Roland Dubillard’s about it. It should be a drama in 

so to speak. We are the same age; itself; project its dynamism into space, 
we have had the same difficulties; we illuminate the heart of the play. 
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Q. What are your plans for the future? I 

A. To finish my play La Mandore. Note Act | takes place in Alice’s bedroom. It is 

the pun! night. Alice is in bed reading the Outline 

of a General Theory of the Universe. She 

remains silent throughout the act. Her 
Alice in the Luxembourg Gardens... Mother, young, pretty, elegant, enters 

Structurally Speaking! dressed for an evening party. Before 
—_— leaving, she tells her daughter to tidy up 

Alice in the Luxembourg Gardens by her room and to go to sleep at ten o'clock. 
Romain Weingarten was produced at the The Mother returns seconds later. It is 
Théatre des Mathurins in Paris in 1971. It two in the morning. Alice is still up. 

earned accolades from both press and Scoldings. Recriminations. The Mother 
public. A startling bit of theatrical enter- exits. The room is dark. The door lights up 

tainment, Alice in the Luxembourg Gardens violently. Shadows appear on the walls. 

possesses all the qualities (suspense, The door opens. Alice’s Mother re-enters. 
pathos, violence, wit, etc.) intrinsic to a She is now wearing a blue apron. Her 

first rate play, as well as the acerbity, makeup is applied in a vulgar manner. 

fantasy and prankishness inspired by Lewis This second Mother (Alice’s vision of her 

Carroll’s Alice in Wonderland. real Mother) reprimands her, then runs the 

SH s gamut of emotions: rage, pity, guilt, 
Alice in the Luxembourg Gardens is more possessiveness, etc. She is pained 

than mere diversion. It is the dramatization because her daughter does not love her 

of a modern myth — the relating in sufficiently; she is annoyed with herself for 
Weingarten’s terms of those philosophical having been too permissive, too close to 

and cosmogonous concepts deepest within her daughter, etc. The dream Mother 

him. On a personal level, Weingarten’s leaves and returns at seven in the morn- 
play deals with Alice’s unhappy relation- ing. When she tries to rouse Alice, her 

ship with her parents and her inability daughter throws a banket over her Mother 
to face the outside world. On a transcen- and strangles her. 

dental plane, Alice in the Luxembourg 

Gardens enacts the eternal and universal Act Il takes place in the Luxembourg Gar- 

drama of creation, that of the individual dens. Alice sees an egg, center stage, 

creating himself, of the adolescent about the size of a man. Dodu steps out 
breaking away from parental shackles, of from within the egg. Alice is frightened 

the artist writing his magnum opus after and tries to run away but cannot budge — 
destroying the tried and proven literary a sensation frequently felt by dreamers. 

ways. Dodu and Alice begin to converse. Their 

conversation, which revolves around 
Divided into two acts, Alice in the Luxem- names, newspapers, combs, war, stocks, 

bourg Gardens represents two warring death, etc. seems disconnected as though 
parts of a whole or, in psychological terms, — each protagonist were talking to the other 
a personality in opposition with itself. on different levels. Dodu and Alice begin 
To stress the notion of duality, Weingarten to insult each other. Alice threatens to 
actually splits each of the three protagon- destroy Dodu’s egg. When he screams at 
ists into two beings: the real Mother and her Alice leaves. The garden gates 
the dream Mother, the non-existent real close. Dodu is alone and sad. He did love 
Father and the existent dream Father her after all. 

(Dodu); the real Alice hidden under a 
blanket (Act I) and the dream Alice (Act II) I 

enacting her visions. By juxtaposing the 
characters, their attitudes and their Let us examine Alice in the Luxembourg 

relationships in a series of imaginative Gardens from a structuralist point of view. 

situations, Weingarten universalizes Alice’s The ideational contents will first be 

original experience, thereby creating outlined and then examined each section 

a myth. in ‘turn. 
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Mythic elements written by an “unborn author” in some 
Father: presumed and unborn author of fluid time. As for its mysterious contents, 

Outline of a General Theory of certainly they fascinate her to the point of 
the Universe being willing to incur her mother’s wrath 

Garden by continuing to read the volume despite 

Egg orders to the contrary. 
Time Sequence 

Linear The fact that the word “universe” is 

Non-linear (dream) included in the volume’s title indicates the 

Motion vast or mythical proportions of the subject 

Dance vs immobility considered. Because the book describes 

Respiration a general theory of the universe, one 

Action may deduce that the topic considered 

Destructive: Alice strangles her Mother deals with its origin or creation. Creation 

” threatens to destroy occurs, according to many cosmogonies, 

the Egg as a result of cosmic sacrifice. The notion 

” leaves, destroying of cosmic sacrifice implies that form and 

Dodu’s happiness matter can come into being only by 

Psychology of Characters transforming or re-forming primordial 

Split: 2 Mothers (real and dream) energy. The status quo, therefore, must be 

2 Fathers (real but unknown; destroyed if creation is to occur. Ex- 
dream and known) amples of transmutation of energy in 

2 Alices (real but passive; dream terms of primitive or proto-historic man, 

and active) as well as modern man, are visible in the 

countless tales and visual representations 

Mythic Elements of mutilations, struggles and blood sacri- 
| | fices implicit in all world religions. In 

The mythical aspects of Weingarten’s Babylonia, for example, the original mother 
drama are first apparent in the title of the Tiamat (the dragon) was killed and from 

book Alice is reading in Act |: Outline of a her body was made heaven and earth. 

General Theory of the Universe; secondly, Christ's crucifixion led to the birth of a new 
in the Garden decor of Act Il; and, finally, religious attitude. Creation then cannot 
in Dodu’s residence, an egg. occur without sacrifice. Life cannot come 

The “presumed yet unborn author” of the into, Delng without death. 
Outline of a General Theory of the Universe Alice, unlike her antecedents Adam and 

is Alice’s “‘unknown father,” declares Eve, wanders into the Luxembourg Gar- 

Weingarten in his preface. Such a state- dents (her Garden of Eden) after having 
ment seems paradoxical at the outset committed her destructive act, and not 
and, on the surface, it is. If a volume has before. It is in the garden atmosphere, a 

been written, then the author must have paradisiac locale, that she will undergo a 
been born. When examining Weingarten’s new experience and a surprising con- 

seemingly “irrational” statement, one is frontation. Gardens usually symbolize 
struck by its plausibility if analyzed from a nature in its ordered, subdued and 
mystical point of view. Many books are enclosed aspects. The Luxembourg 

said to be of mysterious origin — the Gardens, which feature a bench, a man- 
product of revelation or of some divine size egg standing on a pedestal, and a 

knowledge. The Bible, the Koran, the small mat in front of it, is no exception to 
Bhagavad-Gita, Saints’ writings such as the rule. It is Alice’s presence which 
those of Dionysus the Areopagite, St. brings chaos to this serene spot, paving 
Hildegarde, St. Bernard, St. Theresa are the way for the creation of her new self. 
among them. If time is considered from 

a mystical point of view, man lives in an The man-size egg, we learn, is the abode 

eternal present, divested, therefore, of such of Alice’s ‘unknown father,” Dodu. 

artificial notions as past, present and According to Egyptian legend, an egg 

future. Alice’s book then could have been represents “‘the seed of generation, the 
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mystery of life.” It may also be considered Linear or clock-time was created originally 

as a “‘container,” a “repository” for by rational man in order to regulate and 

thought and matter — a symbol of the order life’s events. It is an artificial con- 

universe. The God Ra, for example, was cept which implies a past, present and 

frequently depicted as a glorious figure in future and hence a categorizing of man’s 
his egg. One may also recall that life existence. Linear time is explicitly ex- 

emerges from the egg, that within its walls pressed by Weingarten in Act I (e.g. when 

the invisible and inactive are transmuted Atice’s mother says: “You shut the lights 
into visible and viable entitites. The egg at ten o’clock. Ten on the dot...”; when 

in Weingarten’s play comes to represent a she re-enters at exactly two in the morn- 

world in transition — potentiality. ing). Because the Mother’s following two 

entrances (at two and at seven in the 
Weingarten informs his viewers that the morning) occur in a non-linear or dream 

“world is an egg,”’ a microcosm. For Alice, time sequence, Weingarten is able to juxta- 

the egg represents mystery and a land of pose the two concepts, thereby disorient- 
infinite riches with both positive and ing the viewer who may now believe the 

negative implications. From within its shell dream episode to have actually occurred. 

emerge heteroclite objects: radio equip- He is in a quandary. 
ment, telephone, cooking odors, news- 

papers, etc. Yet Alice, try as she may, Non-linear or dream time is comparable to 
never succeeds in entering the egg. Her the Orientals’ or to the mystics’ notion. 

only rapport with the egg is via Dodu and Time for them is a concept devoid of 

his pseudo lucubrations which are beyond meaning. It is a figment of the mind and 

her comprehension most of the time. certainly not divisible into three distinct 

Because Dodu prevents her from penetrat- parts. The only concrete reality for the 
ing the egg, she cannot understand or Oriental and for the mystic is the moment 

assess its real value or function. Her or actuality. Time is not tangible. Con- 

relationship with the egg is unproductive tinuity and duration do not exist. Life is 

and highly distasteful. Her frustrations are not a whole but a series of agglomerations. 
so potent that she threatens to destroy the 
egg (the world she knows through Dodu). By so adroitly contrasting linear and non- 

Her aggressive act, however, is never linear time via Alice’s Mother’s entrances, 

consummated. Instead, she withdraws from Weingarten arouses emotional conflicts 
the garden, the implication here being within the viewers. They empathize with 

that her father and what he represented in Alice’s angry mood and are annoyed by the 
terms of her life was not so terrifying nor constant going and coming, the continuous 
so strong a force as her mother. The references made to linear time and con- 

courage or anger necessary to commit formity. Tired of living within the routine, 
murder, therefore, was never aroused. rigid and circumscribed world of the adult, 

When Alice leaves the Luxembourg Gar- as exemplified by the Mother’s constant 
dens, the gates close behind her. No harping on time, Alice dips into the 
longer the victim of a virago-like Mother Outline of a General Theory of the Uni- 

and a non-existent father, Alice will con- verse, where a non-linear or dream time is 
front the outer world independently, as she represented in terms of the universe’s 
sees fit. No one will bar her entrance or pleroma. In this fantasy realm, Alice’s 
dominate her henceforth. Alice’s was a imagination can roam free; constraints are 

traumatic experience which all adolescents non-existent. Her desire to escape from 
must live through if they are to create their her constricting situation is attested to by 
own lives. her silence and her refusal to show herself. 

By hiding under the blanket, she cuts 

Time Sequence herself off from the parental domain and 

lives, ostensibly, within her remote timeless 
Weingarten’s use of a dual time concept and spaceless area. 

(linear and non-linear) as a dramatic 

vehicle is equally fascinating in Alice in Weingarten goes one step further. He 
the Luxembourg Gardens. opposes the dual time concepts in terms of 
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stage directions. “What characterizes a terms of linear time, it encompasses non- 

dream,” he writes, “is exactly that strong linear time because its ramifications are 
feeling of reality which emerges from eternal. The particular then becomes uni- 
it...’ A dream which is a vehicle or in- versal; the rigid is transformed into the 
strument enabling the unconscious to fluid. 

express itself derives its power from its 

reality. The more striking and believable Weingarten has created a system whereby 

the dream, the greater is the impact upon non-linear time heightens antagonisms: 
the dreamer. Weingarten makes it clear in when characters are unable to relate to 
his stage directions that when non-linear each other. Alice grows more and more 

time is to be expressed, no artificially con- disconcerted and uncomfortable when lis- 
ceived dream decor should be used. The tening to Dodu who says he does not know 
sets for Act | should be simple and stark. her and yet describes one of her charac- 

These should include a bed, a chair anda teristics. 

door, no more no less. When the dream 

Mother enters, the walls of Alice’s room Alice. — Yes, yes, that’s it. (To 

should become luminous, giving off a kind herself.) | must go. 

of fluid effect; green lights should be 

focused on the door making it seem larger Dodu. — Usually you’re not in such a 

and more important than it would under hurry. 

normal circumstances. A “black shadow” 

should be visible around the door’s frame Alice. — Usually? 

— like a black halo resembling the Alice is frightened and wants to leave. 

draperies around funeral parlors in Then Dodu questions. 
France. Many directors, according to 

Weingarten, defeat their own purposes Dodu. — Who are you? 

when attempting to create very special 
dream sets. In a timeless and non-linear realm the fore- 

going conversation is plausible. Because 

Linear and non-linear time also serve to Dodu is functionless, that is, he plays no 

underscore Alice’s split personality and her role in Alice’s real (linear) life, he is 

intense conflict. Because she can pene- non-existent for his daughter. Alice, never- 

trate into two worlds (reality and dream), theless, feels a deep need for a father 
she acts and reacts in both domains, image and for this reason conjures one up, 

according to her own logic. In Act I, for in the form of Dodu in her dream. On the 

example, she experiences her Mother in other hand, since Alice’s father pays no 

two distinct ways: passively (she is mute heed to her in every day existence, his 
and hides) when living out her linear time recognition of his daughter is experienced 

existence; and actively (she murders) in a on the most superficial of levels. He can, 

non-linear domain. In Act Il, linear time is therefore, without compunction state: 

injected into the stage happenings when “Usually you’re not in such a hurry.” As 
the Church bells of St. Sulpice ring out and for Alice, she does not look upon him as 
when night turns into day. an individual, but only as Dodu, a flabby, 

roly-poly, spineless being, as his name 
Contrasts in time techniques are also implies. 
expressed in terms of historical events. 

When Dodu reads her a newspaper dating None or little communication between 

from 1939 and which describes the war, Alice and Dodu is possible. They have no 

Alice informs him that the war has long common denominator. Each lives in his 

since passed. He does not believe her. In own limited realm, chattering away in dis- 

fact, he keeps quoting stock prices which connected sentences. As Alice’s dream is 

have gone down and keeps repeating lived out, she grows increasingly aware 

troubling events as though they were of her situation. Awareness may at times 

actually occurring. The implication in this engender activity. It does in Alice’s case. 

instance is the following: though a specific She begins to react to Dodu’s mechanical 

event might have been experienced in and affectionless ways. She calls him 
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“imbecile, liar, an old monkey! an old within the process of becoming and in so 

frog.” She threatens to destory his egg. doing became the creator of the world. 

The more aggressive Alice becomes the Motion (active matter), then, is an ener- 

more terrorized is Dodu. Indeed, he turns getic process which may play an important 

ashen; begs her forgiveness. ‘Forgive me, role in human relationships, creating 
forgive me ...’’ he states. Alice’s cruelty friends and enemies. 

toward her “old” father arouses his tears. 
He sobs, creating a highly poignant When Weingarten speaks of his play as a 

situation. dance he intimates that relationships, ac- 

tivities and events are the product of some 

Were Alice’s plight to be dramatized in fortuitous energetic force. When Alice’s 

terms of linear or rational time sequences Mother enters her daughter’s room she 

and her antics to occur in a well ordered seems to glide in, like a phantasmagoria, 

universe, the banality of her situation intent upon fitting her daughter into some 

would be striking. Emerging as it does kind of routine. She may be in fact the 

from both conscious and unconscious plaything of some unknown series of sound 

realms and in a series of unrelated, droll waves, compelling her to act as she does, 

and surprisingly incisive repartees — all forcing her to gravitate around her 

enveloped in a dual time technique — daughter. Her emotional frame of mind is 

Alice’s pathetic world becomes shockingly transmuted into her dance-like gestures in 

real. this instance. When she is annoyed, her 

movements and steps are rapid; incisive; 

Motion when she is moved, they are tremulous 

and halting. Alice musters up her energy, 

The manner in which motion (dance and also in the form of a dance, in an attempt 
respiration) and immobility (rigidity and to remain under the blanket so as not to 
death) are handled in Alice in the Luxem- confront her Mother. The energy which 

bourg Gardens adds an outer-worldly piles up within her can no longer be 

atmosphere to the entire drama. stifled. It escapes and she loses her 
immobility. She moves about under the 

Weingarten looks upon his play as a blanket, expressing her feelings through the 
dance: “‘the gravitating of one person in dance or bodily movements, until she 
motion around another, who is immobile.” commits the ritual act of murder. 
To view theatre in this manner brings to 

mind the classical Japanese Noh drama Alice’s dialogue with her “unkown” father 
where mobility and immobility play a is a rhythmic or pantomimic representation 
primordial role. The latter represents of her metamorphosis, from the unhappy 

divine and cosmic forces, a state in which and unrelated child she was at the outset 

time is eternal; the former, a lesser entity of the play, to her liberation at the end. 

in the cosmic hierarchy, represents man Alice’s emotions are frequently expressed 
who is motivated by matter and whose by her foot-work; her hurried or slowly- 
values are earthbound. paced steps, her leaps, her rigid stances. 

Dodu’s gestures and demeanor are equally 

Dance is the most elemental way man has decisive and revealing. He twirls and 
of expressing feeling. It is a visual twists, runs and jumps, bubbles over with 
exteriorization of amorphous or spiritual energy, turns ashen with shock and fatigue. 

notions. Considered in this manner, the Emotions are rendered visible by bodily 

dance may be looked upon as a series of motions or the lack of them. 

sound or light waves, a “skein of vibra- 

tions” transformed into active matter, The fact that Weingarten asks actors to 

pulled and repelled by some higher discover the proper “breath” for the words 

magnetic force or consciousness. In Hindu they pronounce and the right gestures and 
cosmogony, the dance denotes the notion emotions to express their feelings, implies 

of becoming and the passage of time. a distinct interest in the outer-worldly 

When Shiva, for example, performed his domain. The Egyptians used to speak of 

cosmic Dance, he united space and time discovering the proper breath for reading 
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sacred texts. To accomplish this they re- Dodu becomes highly emotional and he 

quired a special breathing technique, that exteriorizes his turmoil in a variety of ways 

is, an imitation of the rhythms of the uni- in rapid succession — laugher, tears, 

verse. According to Antonin Artaud, hysterics, calm — introducing thereby 

breath indicates an assimilation of air different rhythmic breathing sequences. 

(spiritual power) which is looked upon as a Such extreme activity represents a frenetic 

positive act since the individual is attitude, a desire to escape from his 

absorbing the world. Exhaling is con- wordly domain because of his inability and 

sidered as negative, as rejecting the body’s unwillingness to cope with whatever seems 

waste matter, once the substance of life to bother him. 

has turned into a poisonous entity. 

Because breathing is connected with the Breathing and motion in general are 

circulation of blood it also implies the subjective ways of experiencing the 
process of involution and evolution. When rhythms of the universe. They are also an 

an individual is confronted with difficulties exteriorization of emotional situations. 
in breathing (spasmodic, coughing, halt- Dodu’s quixotic breathing and his turmoil, 

ing), some kind of blockage is indicated. spasms and vacillating rhythmic processes, 
indicate a fearful and painful relationship 

Weingarten wants his actors, then, to dis- with the world in the persons of his wife 
cover the right breath to describe the and daughter. Alice’s Mother's forceful, 
proper emotion. “Emotions, meanings are exact and virile motility symbolizes her 
faithfully transcribed within the diagram of dogmatic and domineering ways. As for 

a breath.” To succeed in this endeavor Alice —a charming trickster, a murderous, 

requires a turning inward — an introver- a delightfully cruel young girl — within her 
sion — so that the actor can experience the cohabit all emotions, undifferentiated at the 
feeling he wants to portray. According to outset of the play and underlining her 
Antonin Artaud the discovery of the immaturity; differentiated at the end of the 
emotion in question through breathing is a drama, when she goes her own way. 
creative act. An actor, he wrote, can 

create a being (his double, that is, the ACTION AND PSYCHOLOGY 

character he seeks to personify), an image OF CHARACTERS 

or a mood, by means of breathing. By 

taking in breath, the actor may succeed in The play’s action is simple. It consists of 

communing with the forces of nature, the strangulation of the Mother, the 

aligning the disparate parts of his own threatened demolition of Dodu’s egg and 

body by localizing the points where his Alice’s cruelty upon leaving him. 

muscles are affected by the emotion he 
seeks to portray: anger, grief, guilt. The fact that bonds are severed in Wein- 

garten’s drama indicates the necessity of 

Dodu’s rhythmic respiration throughout the changing the characters’ attitudes and 

play is exciting to witness and certainly course in life. The vicious, negative and 
adds to the dramatic process. When possessive demeanor of Alice’s Mother 
angered, his breath is emitted in rapid merits hostility and revenge from her 

sweeps, causing his eyes to dilate and daughter. The fact that Alice reacts 
literally pop out of his head. When violently indicates a certain awareness on 
attempting to discover Alice’s identity and her part of her situation, her identity and 

his own, he begins to cough. Rather than her role in life. She refuses passivity and 
calm his spasms, he encourages them by identification with her mother. Alice is 
sucking on a candy especially designed to determined to act on her own. 

cause coughing. In other words, he fosters 

his quixotic breathing, interrupting and The Mother’s dialogue, replete with 

even partially cutting off life’s forces or onomotopeias, creates a mood of vindictive- 

breath. To act in this manner implies a ness, guilt and pathos. The repetitious 

lack of rapport with himself and the world nature of her speeches reinforces the 

about him. His function in life is unclear. droning and negative relationship she has 

He is forever shifting his point of view. with her daughter. The fact that Alice 
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never once responds verbally (indicating his own failings and weaknesses, that he 

her presence only by means of her kicking, fears his own daughter. He senses Alice’s 

heaving, moving, jostling under her desire to harm him, to “eat him.’’ He even 

blanket) gives the impression of complete looks upon her as a lioness. She denies 
submission. Throttled by an over-powering such carnal instincts. When he asks her 

mother, she represents passivity par to prove she is a woman by getting 

excellence. undressed, Alice is angered. He retreats 

into his egg, then emerges with a hammer 
Dodu is as ego-centric, callous and vin- and nails and hangs a sign which reads 
dictive as Alice’s Mother. He is unaware of “Absent because of death.” Alice threat- 

his daughter’s needs and desires. ens to take the hammer and smash the 
Furthermore he is an essentially weak egg. Dodu is so terrified that he confesses 
individual, non-existent in his home he is sick and that if she destroys his 
environment, ineffective in dealing with egg, he will surely die. In an interesting 
both wife and daughter. rhythmic inter-change, Alice assumes the 

stance and attitude her mother had in Act I. 
Alice expresses the need of a father in the She becomes a termagent, threatening 

Garden episode when she conjures him Dodu and waving the hammer before his 
forth in her vision. She sees her father eyes. He is in such a state of nerves that 

as a man ill at ease, disconnected, stutter- he begins to sob. She informs him of her 

ing and essentially irrational. Such char- departure and he murmurs “‘If you leave, 

acter traits are discernible in the clothes | shall kill myself.” He attempts to bribe 

he wears: the sleeves of his jacket are her with all sorts of material possessions: 
too short and he is constantly tugging at a toy speaker, a piece of cord, an old 
them, pulling them down, trying to adjust transistor, candy, camera, a pencil, an 
them in some way or another. Later on he armful of old boxes, cans, old shoes and 
wears a Chinese robe with sleeves that half a cucumber. Nothing satisfies Alice 
are far too long. In these two instances the because Dodu is forever trying to equate 

outer covering, which represents his the material with the spiritual. It is not by 
actions and relationships, is not in harmony heaping wealth upon a human being that 

with the thoughts and feelings of the love is born or that hostility vanishes. 
inner man. 

When a series of pictures are projected 
The fact that he is forever stuttering, onto the egg (a plaid design, Mickey 

stammering and irritable implies a lack of Mouse) and then colors (white, green, blue, 

security and understanding of himself. red) are flashed onto Dodu’s abode, the 

His conversation is disjointed and cer- meaning of this visual activity becomes 
tainly beyond Alice’s comprehension. clear: the heralding of cataclysmic events. 
Indeed, he is poles apart from his daughter Emanating from within the egg are sounds 
who not only does not recognize her of war, planes in flight, screams and 
father but does not even understand the killing. This aural transposition of infernal 
significance of the egg. She thinks it is a sounds is not only an allusion to holo- 

telephone booth. Dodu reacts instantly. causts in general, but an exteriorization of 
He is furious at her limited knowledge, her Alice’s inner chaos — the turmoil she has in 
inability to comprehend such things. part sown and a pre-view of her departure. 
When Alice fails to understand the mean- 
ing of the Latin lettering on his home Alice exits and Dodu remains, sad and 

(Anno...M...C...0...V) Dodu is lonely. Like Lewis Carroll’s Humpty- 

again aroused. Not once, however, does Dumpty, Dodu pays the penalty for his 
he take the trouble to illuminate her, to lack of comprehension, his spineless ways, 
explain, to kindle some kind of fire between his belligerent attitude toward his 
them. Only annoyance is expressed. Such daughter and the world at large. As 
is the unfruitful relationship parents have for Weingarten’s Alice, she realizes finally, 
with their children. as had Carroll’s, that “‘of all the unsatis- 

factory people” she had ever met, Dodu 
Dodu is so unsure of himself, so aware of is the prize. 

467



The pain of growing up, of severing rendition of the Garden of Eden — to 

relations, either overtly or covertly, with create her own existence, her own life in 

e past, is over. Alice nas left the Lux- a still undefined world. 

oebeare Codes pes poner . 
Structurally speaking . . . Alice in the 
Luxembourg Gardens is a remarkable 

Cartoon by Franco Giacomini, Torino, Italy drama. 9 ° 
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From A Moscow Diary by Jean Blot Anna Akhmatova is Moscow’s queen. With 

affection and humor, she’s generally known 

as Karalieva, the Queen. But she’s a 

secret queen and it’s difficult to reach her. 

On our way to her home, our cab seems to 

dissolve into the night and the mist. Far 

away, through a curtain of snow, the 

domes of the Kremlin shine as if they were 

still young and innocent, like freshly 
. . burgeoning buds of some bell-shaped 

sean Blot wos born in Moscow in 1928, and, golden rote, At the foot of the Irerhlit’s 
educated in France and England. Critic, red walls and embracing its towers, the 
translator of Russian poetry, and the author snow spreads itself out. , 

of five novels, he visited Moscow in 1958, . 

eee ia Ae Anna Akhmatova’s house is dark and one enters 

. it through an archway. There we find a 

stagnant pond of melted snow that must 

i inecgcene French somehow be navigated before reaching the 

Poet and Critic staircase. The green paint is peeling off 

the woodwork, but, as soon as her door 

is opened, the atmosphere changes to 

Out of silence, into a hubbub. In the crowd Scatter saumigpaunie Lernimaeive a 

of Moscow, intellectuals: tat t've:happened greet you or turn demurely away. The next 

ie jon oe one is. deep In Giscussion; room resounds with laughter and people 
a cigarette in the corner of his mouth, a are playing cards in yet another room 

glass of tea in his hand. As everywhere . 

else in such circles, they’re all questioning A dog barks, a cat disappears in flight. 

everything. Right now, they’re discussing The phone rings, a young man answers it 

the New Economic Policy (NEP), which and soon becomes involved in a long con- 
nas recently become a popular topic here. versation that he interrupts only to open 

According to legend, Lenin said, when he the door when new visitors ring. Someone 
decreed his New Economic Policy: ‘ THIS leads me to the aging lioness, superb and 

set up must last for a long, long while. massive as she lies there on her divan, 
. bearing her head as if it were a precious 

Now a stern-faced professor, with colorless jewel. Her huge clear eyes seem almost to 

eyes behind his glasses and long, delicate communicate surprise and a kind of 

hands, appears to be questioning himself joyful abandonment. Their expression 

aloud: “It’s perhaps there that we should reveals that she no longer really knows 
seek the objective cause of Stalinism. who she is: a sick old woman, a proud 
Maybe we should have stuck to the N.E.P. beauty, a great lyrical poet or a free- 

Maybe we should now turn back to it.” thinking Voltairian sceptic? 

Go back to N.E.P.? The faces of his “Well, what’s new in this wide, wide 
listeners bear a worried expression. A world?” 
plump little man, a movie-script writer 

unless I’m mistaken, is quite outraged: “You, as far as I’m concerned!” 

“Do you really mean that we should open For the first time in my life, | feel that | 

shops and buy things to sell them again now have before me a human being who is 
and then sell them to buy more? | mean, assured of immortality in the eyes of 

to make money and profits .. .” posterity. As long as Russia and poetry 

still exist, this woman’s name must con- 
He pulls a wry face. In the silence that tinue to live. This quiet assurance of 

ensues, everyone suddenly bursts out survival indeed gives her every gesture a 

laughing... regal grace and charm. She’s as naturally 
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legend and history as she’s also intelligent remained polite, however much we found 

and witty. fault with each other. But now, | receive 

letters from Siberia or the Caucasus, from 

History first appears in her life in February people I’ve never met, men and women 

1917. That day, a gala performance was who can’t even spell correctly... .” 

scheduled at the Alexandriski Theater. 
Shots could be heard in the streets. Two She begins to recite some of her poetry for 

cab-drivers refused to take her to the us. Her body becomes full of life, like a 

theater. They were family men. The third, tree supplying sap to her deep voice that 

however, was a bachelor, with nothing rumbles or sings or chants. Suddenly, she 

much to lose, and accepted to drive the has become a Sybil, an Oracle. Her head 

poetess at a brisk pace to the gala per- rises, her eyes gaze far away. She tells 
formance. It was Lermontov’s Mascarade us the misfortunes of her people. She has 

and the drama’s whole dialogue was shared them all and has the right to sing of 

punctuated by firing in the city’s streets. them, the right and the power too. The 

Then came the October Revolution: the tranquil magic of the word is within her. 

bridges across the Neva are lifted in broad She knows that she’s the bard of a 
daylight and the city’s traffic thus becomes nation’s sorrows. 

jammed. In the crowd, Akhmatova stands 

out, tall and slim, as she watches the “But I’m boring you, young man. Come 

silent battleship pass by. On its decks no and admire my Modigliani drawing.” 

officers can be seen, only the whole crew. 

It’s the Aurora, sailing up the river towards It’s a beautiful drawing, very tender in its 

the Winter Palace. feeling. She once owned fifteen others, 

but they disappeared together with all her 

Akhmatova is legend too: personal papers, which were burned during 
the Reign of Terror or lost during the Siege 

“No, no, young man, I’m sorry to dis- of Leningrad, her evacuation from the city 
appoint you, but I never had any kind of and the war. 

love-affair with the poet Alexander Blok. 

He was a real iceberg of a man. He never “Modigliani was a delightful boy. We used 
looked into your eyes, only at your fore- to go together to the Luxembourg. He 
head.” ... ‘Your Paris of Russian emigres hadn’t yet become a drunk. Later, it was 

seems to be peopled with little old ladies his work that made him an alcoholic. See 
who tell anyone who crosses their path how much he painted in those few brief 
that they once had a great love-affair with years!” Anna Akhmatova seems to know 

my first husband, the poet Goumiler! God everything. If she refers to an event, she 

bless them all! But they also claim that mentions the day and the year; if she refers 

| was wildly jealous, which is perfect to a book, she quotes its publication date. 
nonsense!” 

“Have you noticed, young man, that I’m a 
Her whole being is shaken by peals of living encyclopaedia?” 

hearty laughter and her eyes wrinkle with 

her sense of fun:.‘‘Still, my whole life has Whenever Anna Andrievna is in a teasing 

been one long martyrdom.” She heaves a mood, she warns you by a habit of lower- 

deep sigh that seems to raise her huge ing her face towards you and also by the 
body and, for a moment, she really looks sparkle in her eyes, which are very 

like an old lady who has already had two close to you. 

strokes. But she’s already leaning towards 

me with a playful look in her eyes and The Western World? To her, it means 

lips that can barely contain her laughter. Proust, Kafka, Joyce. She has read 
Ulysses eight times. During the Reign of 

“Why worry? | used to have a public and Terror, she was even denounced as a 

| was even beginning to bore it a bit, just “Joycist.” But she was then living, very 

as it was also beginning to bore me. We fortunately, in a provincial area where 

were all perfectly nice people and nobody knew what it means to be a Joycist. 
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No, she doesn’t want to talk politics. After Kroutschev? He is the liberator. “I pray 

the Twentieth Party Congress, what more to God that | may die before Nikita 

can be said? Stalin? A persecutor with Sergueitch.” Anna Akhmatova is unwilling 

persecution mania, and she can imitate his to speak of the future: 
heavy Georgian accent very wittily. 

“Our young people, well, they’re wonderful. 

Robert Gwathmey We have young poets of great talent and 
Dialogue some day you'll hear about them.” 
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Still, the memory of the Reign of Terror secret police agent is secretly in love 
returns to haunt our minds. Anna with this sister; and he is in every respect 
Andrievna comments to me: admirable, a close friend of Lenin. But he 

dares not declare his love to the nurse 
“Fear is something unique and never loses because he isn’t educated enough. He 

its bloom! You can experience as much can’t spell correctly, though he knows how 
on the last day as on the first, as much to handle a submachine gun. Then the 
over a full twenty years as on the first day.” tender-hearted secret service agent gets 

involved in some nonsense and the other 
She suddenly begins to speak of Pasternak: one wants to shoot him. Between love 

a great friend and a great poet. When he and duty, he cannot hesitate. The perfect 
used to give public readings, he knew nurse is brokenhearted. She adores her 
how to weave, with the very first lines that brother. So she hastens to implore 

he recited, a thousand invisible ties that Lenin’s mercy. Lenin then develops a 

would bind his listeners to him. But Blok political argument that convinces her; he’s 
imprisoned himself in his own icy solitude. not only a great mind, however, but also 

Still, the greatest poet of the century a great heart. Though it’s against all his 
was Mandelstam: principles, he grants a pardon. The 

curtain then falls on a blissful world where 
“| have no fear for his reputation. It’s only the little secret agent, the big one, the 

just beginning to spread, but it will last nurse and all the other characters of the 
for a long, long while.” play are happy. 

eos a not sil ab reading | might have died of boredom or left the 

. go: was all a outsus; about theater long before the end had | not been 
our friends, yet | failed to recognize a - f es 

single character. Besides, that Nobel Prize accompanied by a literary critic and 
did usiall’a.Jotot harm?” historian who had involved me in this and 

. was seated beside me. A man already in 

Pasternak wanted it badly, and that was his thirties, he’s generally not at all a 
wrong. Anna Akhmatova rises, her eyes conformist, but was now making very odd 

gazing afar, her profile tense with pride. comments on the NONSe TSS that Was being 

“A real poet? Nothing can be taken away vere ntargvabie taming: waa thet t 

fromihim or-even given tovhim: was full of absurdities. Yes, the New 

Economic Policy was indeed fashionable. 

At the bottom of the curtain, one still sees Besides, it had been conceived by Lenin. 
the stylized sea-gull which Stanislavsky But this play only revealed its dangers. 
had adopted as his symbol or his mascot This was wrong. 
after the huge success of his production of 
Tchekhov’s play. But when the curtain On the other hand, my friend expressed 

rises, | can scarcely believe my eyes or sincere admiration for a particularly stupid 
my ears. Ina fine setting, a play is scene where Lenin was seen visiting a 

developed, of such preposterous stupidity factory. There he noticed a painting 
that one suspects it at first of being an representing a worker depicted in Cubist 
anti-sovietic satire. No: the author is style. Lenin had the painting removed 
sincere, with that very odd sincerity that because he said it was wrong to represent 
one now finds everywhere is Moscow. a man as if his eyes were made of wood. 

My friend then checked the date of the 

The play is set in the age of the New play; it had been published a few days 

Economic Policy. The bourgeois middle before Kroutschev had denounced abstract 

class is raising its head again. An attrac- art. How had the author been able to 

tive middle class girl manages to seduce a detect which way the wind was about to 

tender-hearted secret police agent blow? Perhaps he had added this scene 

whose sister is a perfect hospital nurse, at the last moment. Still, it was clever, 

one who wears low-heeled shoes. Another very clever. 
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These comments were all the more surpris- misery that so many official lies have 

ing in the light of the very knowledgeable covered up. 

remarks that the same critic had made, the 
previous day, when I had chanced to These same tensions exist elsewhere, 

hear him discuss Joyce and Kafka, however, in all sectors of Soviet life. 

Hemingway and even Salinger. But that There they assume the form of a struggle 

was all an entirely different subject, in an manta when ane authorities must be 
entirely different field. mage fovee! Ine: Interest. and’ we: Urgency 

¥ of financing development in a particular 

The intellectuals here form a class that is sector. The individual’s official importance 

both privileged and threatened. More in Soviet life, his economic and social 

exposed than others, since their function is status, will all depend on his ability to 

to express themselves publicly, they are convince his superiors of the importance of 

subjected to imperatives which are all the his task. In such a shifting society, a 

more dangerous and categorical for their set of priorities established by the national 

being constantly changed, often vague plan thus determines all social hierarchies, 

or not even formulated. To have any which remain transitory and constantly 

talent, even the mediocre talent that change. 

consists in knowing how to concoct a 

drama while obeying all these imperatives She leans towards me to say: “What has 
and without boring one’s audience to changed, in our world...” She stops, 
death, thus remains a very rare gift glances to the left, then to the right, before 

indeed. The authorities are ready to pay a adding in a low voice: “is that we no 
high price for this rare gift and the longer need fear anything.” 

Greet appatte for entertainment, But the Stil, why did she lower her voice? She 
authorities want something in addition to wouldn't be able to explain it. Is she 

. afraid of admitting that she knew fear in 

mere eteriainment: they seek an expres- the past, is she afraid of still having to fear, 

sion of the society which they have . or merely of tempting fate? One never 
created. Until relatively recently, this knows. The fear ofthe Stalinist era has 

could be achieved only in the form of yielded to anxiety. One no longer really 

Oa ocivo tose cobworee meat knows what is allowed, what isn’t, what 

is now sincere. The Soviet Empire thus one fon oe eri one ie do, be one 
awaits the birth of its own Aeneid and the maysrorget, Whatonaimueuremember. 

authorities experience real disappointment Stalin has vanished. One scarcely even 

and exasperation when they feel that mentions his name. People prefer to stroke 
their artists refuse to produce such a great _ their upper lip with their forefinger and to 
work or are incapable of creating it. The say: “You know .. . whiskers!” 
government is ready to grant all possible 

privileges to the artist. Successful Soviet But people feel the need to speak of the 

writers thus reap material benefits that can Reign of Terror that he imposed and he’s 

be compared only to those that movie still at the back of their minds, suggested 

stars or pop singers enjoy in the West. in the thoughts, gestures and acts of all 

who are over thirty and who have lived 
But these writers are threatened by under his regime. They hesitate, they wish 
dangers that arise from the same cause as to speak of the great new buildings, of the 

their success. Soviet intellectuals pay a Congress Palace, but they can’t resist the 

high price for their recognition and impor- temptation and then all the horror stories 
tance; at the same time, they are unwilling come out. A Soviet speaker can go on 

to play the part imposed on them. After forever on that theme. 
fifty years of lies, they feel that they must 

reinvent their language, rediscover the Nevertheless, in Moscow people will still 

simplest words, reinvest them with their say to you: ‘‘When the Old Man was alive, 

own true meanings and values. They the Russian people was still good. Now, 
feel that it is now their duty to speak of the they are rotten to the core!” 
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Even Stalin’s victims repeat this constantly, group of young Russians who put up a 

even those who now return from the brave defense. 

prison camps. A foreigner remains dumb- 
founded when he hears his Russian friends At all the tables, in all possible languages, 

suddenly speak of the Reign of Terror as there are discussions or quarrels. A 

if those had been the good old days. disillusioned young Russian is complaining 

However surprised or indignant, you must about the Africans: he says that they don’t 

then try to understand. This nostalgia is of know how to treat women. His neighbor 

the kind that people are often surprised to accuses him of racial prejudice. At 

feel for the hardest times of their own past, another table, a German is trying to ex- 
for the German Occupation, for instance, plain; in halting Russian, what he thinks of 

and the years of resistance in France. In the Chinese. Elsewhere, a script-writer 

times of war, there exists indeed a sense wearing glasses with heavy tortoise-shell 

of brotherhood; one experiences it also frames is speaking of Fellini. 

under a reign of terror. The latter, besides, 

had made the Russians turn, as it were, to “That’s how it is in our country. ...” 

stone. One was then surprised, even 

delighted, to discover in Moscow, as a “In our country, things should be differ- 

foreigner, “the eternal Russia.” But this ent... .” 

eternal Russia has now vanished and 
Soviet Russia is today an industrial society “The Chinese, the Cubans, the 
that is managed by a gigantic bureaucracy. Germans... .” 

“The people is rotten to the core!” 

No, it is simply disappearing. ... Everyone is drunk and it’s now a free- 

for-all. 

At the back of the entrance-lobby of the . eas . , 
Ukraine Hotel, you find a cafeteria that re- Outside, the snow is still falling gently, like 

mains open until two in the morning. Neon a kind of lullaby, on the golden domes of 

lighting casts a livid coloring on everything the Kremlin, on those too of the deserted 
there and you have to stand in line to churches that need to be regilded, and on 

obtain a cup of undrinkable coffee, Pilsen the low-cost housing projects of the city. 
beer from Tcheco-slovakia, Georgian Tremulous tights shine weakly through 

champagne, sandwiches and cigarettes. the curtain of falling. snow-flakes. 

After which, you all sit on plastic chairs . 

around a plastic table, ten or twenty of you Six years ago, when ' was last theres 

at each table. Under this neon lighting everything was silent. Today; tsa 

and in a cloud of tobacco smoke, Ger- hubbub; in fact, it's alive. 

mans and Ghanaians, Ukrainians and 

Vietnamese, Poles and Chinese assemble. 

Sad-eyed Cubans, wearing berets like 

those of British paratroopers, look bored 

and talk in their harsh Spanish that is loud 

as a dog’s barking. Girls here are very 

few and the men vie for their company. If 

a quarrel arises, it is soon settled. Then 

one’s attention is caught by wild cries. A 
stocky Chinese, presumably very drunk, 

is screaming in a tantrum in front of the 

elevator, where he has been waiting some 

ten minutes and has lost his temper. He 

speaks Russian but his anger and his 

accent make his words incomprehensible. 

At last, the elevator comes down. The 

Chinese disappears into it. Some Africans 

are trying to entice a girl away froma 
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Book Reviews from the structural anthropology of 
Claude-Levi-Strauss and the semiology, or 

study of sign systems, of Roland Barthes. 

After a discursive attempt to comprehend 
Technique and Structuralism: the basics of both, Burnham concludes that 
The Decline of Art as Bei belin it 7 suet eae 

. analysis, art can indeed serve the same 
Language and the Rise of the mediating function as myth even ina 
New Art History diochronic society, that is one with a sense 

of history. Consequently, the division of 

natural and cultural terms used by Levi- 
by James M. Dennis Strauss to explain mythic forms are to be 

applied to art in designating a work’s 

signifiers,” its physical properties, as 
Associate Professor of Art History at the distinguished from its ‘“‘signifieds,” its 
University of Wisconsin-Madison. aesthetic ideals. Out of this treatment each 

work is to be blessed with a balance of 
equivalents between its empirical and 

Burnham, Jack, and Harper, Charles, The aesthetic elements as Burnham detects and 
Structure of Art. New York, Braziller. judges them. 
1970. $8.95 

His development of what he hopes is 
“structuralist thinking in a coherent ap- 

Two major criticisms of Jack Burnham’s proach to art” is parallel, he claims, to 
earlier book, Beyond Modern Sculpture, Levi-Strauss’s provision of a logical 
are closely interrelated. First, he wrote of scheme for mythic institutions. For 
modern sculpture as if it were a progres- example, Levi-Strauss maintains that 
sive evolution from Rodin to Donald Judd religion consists of a humanization of 
with a teleological force of predestiny. Such natural laws while magic lies in a natural- 
Hegelian historicism is then applied to the ization of human actions and that the two 
second part, “Sculpture as System,” in are therefore inseparable. On the basis of 
which he traces out chronologically what this Burnham's system is stated as follows: 
he sees as the inevitable, utopian condition oo 
of aesthetic experience. Through cyber- Art is simply another case of the con- 
netics, an increasingly biological fusion of junction of religion and magic, a 
the viewer and the electronic process will language expressing the effects of 
replace the work of art as object. The both through its own internal logic. In 

second criticism follows the first, in that a Levi-Strauss’s definition of magic, the 
given work of art among the many naturalization of human actions could 

illustrated in Beyond Modern Sculpture is be expressed as “naturalization of 
only discussed as a means of demonstrat- the cultural”; humanization of natural 
ing a specific point of evolutionary laws is the “culturalization of the 

reference. A work is seen merely as a natural.” It becomes evident in the 
projection into the future, otherwise it is course of the following analyses that 
untouched. all successful art integrates both 

effects as equally and fully as possible. 
Now in his latest published book, Burnham The reason for such analyses, there- 

comes ashore from the technologist’s fore, is to determine where and how 

mainstream of the future in order to this is done in each case. Whereas 
analyze and evaluate a selection of works all signs are divided into cultural or 

dating from the past eighty years to the natural terms, cultural terms cultural- 

present. Even with dry land and firm ize their natural counterparts and 
footing, however, he still must have an natural terms naturalize the cultural. 

esoteric system to rely upon in confronting Where either does not clearly occur, 
a work of art. The system he comes up the art may be culturalized or natural- 

with rests on a division of terms derived ized on the ideological plane, or its 
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structure may remain ambiguous, or In the final few pages of his curious book, 
it may not function as art at all. Burnham rambles onto a hope that new, 

scientifically oriented myths will arise 
The last sentence of Burnham’s statement devoid of the repressiveness associated 
seems to promise a system of evaluation with present scientific methods. But for 
which would judge a work successful or a now he admits that new modes of tech- 
failure. However, as he designs his nology develop at the expense of 
structural analysis around each work, he surrounding environmental systems, and he 
merely divides his information in two makes no mention, let alone a prophecy, 
columns labeled natural and cultural, the that cybernetics and its mysterious com- 
former listing the subject and/or materials plexity of signifiers can embody the 
of the work plus occasionally citing a functions of religion and magic. 
statement by the artist or his apologist. 
The cultural column briefly explains the 

selections and decisions of the artist in 

dealing with the materials and presents a 

capsule interpretation of the work’s 
content. To accompany a small black and 
white illustration Burnham adds a couple 
of paragraphs or so of commentary 

summed up most often with the afore- 
mentioned balance of equivalents between 
the empirical and the aesthetic terms of the 
work. Wherever possible he inserts the 
terminology of Levi-Strauss and Barthes 
but nowhere does he commit himself to a 
critical judgment. Works of recent process 
art and object art are ambiguous in con- 
trast to Duchamp’s balance of the natural 
and the cultural in a ready-made. 
However, that simply enhances the 

Prophetic genius of Duchamp, who like no 

other innovator of the 20th century, was 

aware that art is a fragile system of signs 
and values, “where each ‘solution’ is in fact 
a step toward eliminating the chance of 

subsequent solutions.”” 

In coming to a conclusion about the 
diminishing terms of art in the 20th century, 
Burnham dwells on Duchamp’s The Large 

Glass in which he sees Duchamp stripping 

art of her signifying power in contrast, for 
example, to pre-historic Stonehenge which 

assumes all the prerequisites of a work of 

art by clearly delineating cultural and 

natural elements. In what can pass as the 
clearest approach to a concluding state- 
ment, Burnham seems to agree that 
modern man is losing his conceptual 
security with the collapse of mythic struc- 
tures and totemic systems and what 
remains is “‘a random assortment of 

entities, materials, processes, and synthetic 

concepts — the ‘junk of life’ in Duchamp’s 
phraseology.” 
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The Critic and the Sounds of the Moment Friend of rock stars, down-and-out jazz 

musicians and Jewish comedians, jazz club 

entrepreneur, would-be night-club comic, 

Ivy League professor, Goldman himself is 

both hip participant and detached 

raisonneur. He’s in there grooving on the 
music and lights, but he’s also out at his 

desk analyzing, describing — and creating 

— the myths which feed the counter- 

culture. Goldman’s relationship to that 

culture is complex and ambivalent: 

by Foster Hirsch | have recorded the current scene as 
monstrous and fascinating, bizarre and 

Instructor of English at Brooklyn College. theatrical, stirring and ridiculous — 
He has published articles and reviews in as, in a word, a freakshow. | like that 
numerous publications including The Nation, word. Its ambivalent charge of 

The New York Times and Rolling Stone. affection and contempt, its forbidden 
frankness and disarming familiarity 

Goldman, Albert, Freakshow: The Rock- make it a token of this era’s queer 
soulbluesjazzsickjewblackhumorsexpop- spirit and the flaming creatures it 
psych Gig and Other Scenes from the has hatched. 
Counter-Culture. New York, Atheneum. 

1971. $10.00 For all his conflicting responses, and his 
schizophrenic background — part New 

Albert Goldman likes to be where the York Jewish intellectual, part New York 
action is, and his collected essays on street-corner-luncheonette Jewish comic — 
popular culture are solid testament to his Goldman manages to maintain a con- 

alert social sense, his ability to define the sistently fine balance. He writes with a 

sounds of the moment. In his opening showy blend of the academic (recurrent 
essay, Goldman offers an excited descrip- references to myths and archetypes, 
tion of The Electric Circus, New York’s conscientious attempts to trace influences 
“most elaborate discotheque,” and he and antecedents) and the journalistic (the 
advises his readers to get themselves down revved-up, occasionally show-offy prose, 
there on St. Mark’s Place in order to feel the searching for flamboyant simile and 
the pulse of The Age of Rock. Goldman’s metaphor). Goldman’s is a wild mix of high 
invitation indicates clearly his role of and low styles, a racy, soaring, vaude- 

social-critic-as-proselytizer; in these pieces, villian prose that makes up in swirling color 
Goldman serves as an articulate link whatever it may lack in absolute precision. 
between the hip community and interested, There is hardly a sentence which isn’t all 
perhaps unknowing, outsiders. Goldman dressed up in loud fancy pants. Goldman 
is the very up-to-the-minute master of is a joy to read, and his energetic verbal 
ceremonies, interposing himself between embroidery holds up beautifully throughout 
the nonverbal, nonintellectual world of rock the 376 pages of his collection. 
and jazz and his presumably sober, 
college-bred readers. Goldman invites us The book is divided into four units: rock, 
in, encouraging us to enjoy the intoxication sick Jew black humor, jazz, and the sex 

of the rock culture, cajoling us into over- pop psych scene. The longest, and liveli- 

coming middle-class inhibitions. Goldman, est, section is the first: Goldman is a 

then, is the mediator between the splendid rock critic, informed, receptive, 

Dionysian musicians and comedians who discriminating. Rock has traditionally 

are the book’s dramatis personae and the encouraged an improvisatory, impression- 

Apollonian spectators who read Life, The istic kind of criticism, the impassioned 
New York Times, New York, and The New critic hurrying to get down in words the 

Leader, the journals for which most of rush and excitement of the music. 

these essays were originally written. Goldman beats the younger critics at their 
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own game of capturing the musical Juxuriantly around his neck and 
moment. His wide-screen, stereophonic shoulders, his eyes wide and avid, his 

descriptions of performers and perform- sensuously curved lips parted in 

ances recreate the essence of rock anticipation, he embodies a faunlike 
theatricality: sexuality that is both beguiling and 

menacing. 

Out of the murk of a dead stage, the 

feedback of a wrongly turned knob, Goldman’s effusions are buttressed by a 

the silhouetted scuffle of grips and sturdy musical knowledge. His fingertips 
grabs, into the electric blaze of Leco, on the history of American popular music, 

Fresnel and Klieg lights, the steely- Goldman threads his reviews with 

ringing applause of an ovation and the acknowledgment of rock’s heterogeneous 
emotional suction of 2,000 open, ancestry, its eclectic indebtedness to jazz 

gasping, gagging mouths came the and soul and country and folk and classical 

Who on the first night of their recent and Indian influences. 

week-long run of Tommy at the 

Fillmore East. Goldman is equally responsive to the 

social implications of rock, to the intimate 

Tall, lean and loose in the West Coast connection between rock and leftist 

manner, his body sheathed in black politics, between rock and drugs, and 

vinyl bared at the chest and neck to (especially) between rock and unleashed 

show off his strong, classically formed sex. Rock has become the emblem of a 

head, Morrison is a surf-born Dionysus. new and liberated social consciousness; 

With his heavy ash-blond hair curling but Goldman is ultimately disenchanted 

with that consciousness just as he trans- 

fers his musical loyalties from what he 

Photographic visual by Donald J. Cyr considers the decadent efflorescence of 
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tock to the rigorous purity of jazz. Gold- possessiveness. Goldman was an early 

man feels that the total liberation for which defendant of Lenny Bruce, and his detailed, 

the counter-culture aims inhibits rather close-up portrait of Bruce as neurotic, 

than releases, forces initiates into artificial iconoclastic challenger of middle class 

poses which imprison rather than liberate. propriety forms a thematic link with the 

In his final section, Goldman several times counter-culture heroes of rock and jazz. 

underlines his belief that the sexual Mythic figures of underground popular 

revolution (so-called) heightens frustration culture like Mick Jagger, Charlie Parker, 

and inhibition. and Lenny Bruce are all unsettling to 

middle class insularity and middle class 
Goldman’s displeasure with the capitalistic notions of art as something properly dis- 
and exploitative nature of the rock tanced, orthodox, safe: It is precisely this 
industry is certainly justified, but his pro- kind of social and artistic revolution 

nouncement of the death of rock and the implied by the great performers of rock and 
decadence of rock culture is as facile as it jazz and the unnerving comics like Bruce 
is premature. The music still has great which attracts Goldman to the field, even 
vitality and complexity, and while the if, as in the case of rock, he is finally 
culture may not boast the idealism of San unsympathetic to the direction of the 
Francisco ’67, it still has its purity-seeking revolution. 

visions and goals. Goldman does not fully 
explain his withdrawal from rock, and his Freakshow represents an academically- 
increasingly bitter criticism of the music trained sensibility turned from traditional 
and its enthusiasts casts an unwanted academic concerns to the cultural life of 
and unneeded gloom over the proceedings. the moment: it is a beautiful marriage. 

Goldman’s pieces on jazz, written in an 

earlier, somewhat more subdued manner, 

are especially noteworthy for their 

evocation of the nervous looser ambiance 

of bedraggled, high-strung, self-destructive 

jazz greats like Bud Powell and Charlie 

Parker. Goldman’s talks with various jazz 
performers transcend the superficial 

revelations which are the customary cur- 

rency of celebrity interviews and become 
highly personalized testaments. Goldman 

befriends the jazz performers in a way in 

which he could never respond to a rock 

star, and his pieces on jazz have a more 

intimate, less public entertainer feel. 

Goldman responds warmly to the exiled 

black artists, and his accounts of their 

troubled histories, the smoke-filled, 

whiskey-laden shadow world through which 

they move, are a mixture of music criticism 

and something that goes beyond it, a 
kind of compassionate, almost pleading, 

social criticism. 

Goldman’s essays on Jewish comics and 
Jewish humor are equally imbedded in 

social context, but here Goldman is writing 

as knowing insider rather than sympathetic 

observer. His analysis of the Jewish comic 

tradition is linked to the social realities 

of Jewish paranoia and Jewish matriarchal 
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Letters to the Editor DOES ANYTHING PUSHING FOR THE 
ARTS EXIST OUT THERE? WHAT ARE 

THEY? 

Thanks for any help. 

Houston, Texas Sincerely, 

Dear Mr. Kamarck: Charlotte: Moser 

This may sound like an angry letter, but it’s 

not; it’s simply frustrated. | discovered 

your magazine in the midst of a personal 

dilemma about what my study of art had 
to do with the confused, turbulent society Green Bay, Wisconsin 

in which | lived. Never did my professors 

admit that art had any social function 
(heaven forbid!) and only begrudgingly Dear Editor Kamarck: 

conceded that art and society had anything 
at a/l to do with each other; they just It is a Saturday afternoon here at the 

kind of happened at the same time. Board of Education, a time to let one’s 

mind drift across the sea of possibilities 

So, | buried myself in the library in represented to us by today’s world. 
graduate school, digging up research and Your recent issue of ARTS IN SOCIETY, 

making correlations between art and “Environment and Culture,” required just 

society. | even got a research grant to such a seclusion for proper study. 

study the urban effects on taste, and 
wrote my thesis on Community Involvement The assemblage of writers and ideas in this 
in the Arts: The Contemporary Arts issue were capable of relating their 

Museum in Houston. | had really found ideas to the reality we face. In a sense, 

my niche. their clear perceptions of environmental 

concerns make them realists, in juxtaposi- 

And, then, | finished school. tion with those whose fantasies envisage 

an older frontier-type economy. This new 

For jobs, | had a choice of 1) working as a source of leadership can offer a great 

salesgirl in a very commercial gallery; deal of relevance to the forthcoming 

2) continuing to teach art with the museum efforts at renewal of our physical 

or go back to school to get “certified”; environment. 

3) join the super-sophisticated “art crowd”; 

or 4) stay in graduate school and postpone Thank you for the obviously great effort to 

the predicament. create a thematic issue, even in gem-like 

form, for a topic literally cosmic in scope, 
| rationalize by saying, well, down here but sliced to that spectrum of visibility 

in Texas we don’t get much news (which is possible for man’s field of light. 

true but beside the point), and there 

may have been hundreds of arts organiza- 
tions where | could have channeled my Sincerely, 

energy and convictions. But | didn’t know 

about them. 
John T. Sewell 

Since your magazine has been my guiding Director of Federal Programs 

light, | am asking you now: Green Bay Public Schools 
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NEXT ISSUE INDEXING AND LISTING 

Volume 10, Number 1 

ARTS IN SOCIETY is indexed in: 

PAST ISSUES Abstracts of English Studies 

Available on microfilm from: Annual International Bibliography of the 
University Microfilm Library Services Modern Lauguage Association of America 

Xerox Corporation Annual Bibliography of the Modern 

Ann Arbor, Michigan 48106 Humanities Research Association 

Art Bibliographies (England) 

Printed Volumes 1-3 available from: Bibliographische Zeitschrift fiir Asthetik 

Johnson Reprint Corporation (Germany) 
111 Fifth Avenue Current Contents, Education 

New York, NY 10003 Current Index to Journals in Education 
Dictionnaire International Des Literatures 

Clothbound set ................2+:::ssesee-s-- $57.50 Parallelles 

Paperbound set ..........---------+--2++-+++-------50.00 Directory of Scholarly and Research 

Pr Voli5: PAPOP vessscccsccsseccsveccnne PlT50 Publishing Opportunities 
Index to Little Magazines 

V1#1-4 General Issues Keylines 

V1#5 ~~ Art in the Community Magazines for Libraries 

V2#1 Mass Culture Modern Language Association Abstract 

\V2#2 Wingspread Conference on the Arts System 

V2#3 Education and the Arts Music Article Guide 
V2#4 Government and the Arts Public Affairs Information Service Bulletin 

V3#1 The Amateur and the Professional Review of Reviews 

V3#2 The Avant-Garde Today Rilm Abstracts of Music Literature 

V3#3__ Institutions of Art Sociological Abstracts, Inc. 
V3#4 The University as Cultural Leader Western Psychological Services 

V4#1_ The Film Issue 
V4#2 Censorship and the Arts ARTS IN SOCIETY is listed in: 

V4#3 The Geography and Psychology Academic Media 
or Urban Cultural Centers Alberto Andreozzi Editore (Italy) 

V5#1 Happenings and Intermedia Directory of Scholastic Publications in the 

V5#2 The Arts and the Black Humanities 

Revolution | Literary Marketplace 

V5#3 The Arts and the Black The Standard Periodical Directory 

Revolution II The Writer 
V6#1 _Unfulfilled Opportunities in the Arts Ulrich’s International Periodical Directory 

V6#2 Confrontation Between Art and Writers’ and Artists’ Yearbook 
Technology (London, England) 

V6#3 The Arts of Activism 
V7#1 The Sounds and Events of 

Today’s Music BOOKSTORE DISTRIBUTION 

vas = Choe eo the National Distribution to the Bookstore 

Arts: Prologue to a Community Lee er 

V8#1 Search for Identity and Purpose 188 Hi in 

V8#2 The Arts and the Human lah Street 
Environment Nutley, New Jersey 07110 

WA Enironmentand Cuiture Selsorgtoacnt Booktors:isrbon 
V9#2 The Communications Explosion B. F. Stevens and Brown, Ltd. 

Ardon House, Mill Lane 

Godalming, Surrey, 

England. 
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Art and Environment: 

Includes 80 slides on the “New Realism” 

in art, Pop art, the Bauhaus, Frank Lloyd 

Wright and other visuals of the environ- 

ment; a 12-minute taped narration; articles 

. on the topic from Arts in Society; four 

Instructional and 12”x18” posters; and a teacher’s stuay 
guide. 

. . 

Subscription Art and Social Revolution 
. Includes 80 slides of Daumier, Goya, 

Information Picasso, Rauschenberg, Weege and other 
visuals of social unrest; a 12-minute taped 

narration; articles on the topic from Arts in 

WANT INSTRUCTIONAL TOOLS rahe i a“ ais = ens 
IN MULTI-MEDIA? 

. . The Arts and Crafts in Kenyan Society 

Excite your students through slides and Includes 80 slides taken in Kenya showing 
films! Introduce them to art as itis today! cralismen and artists at work and the 

Here are educational materials—available objects they produce; an 18-minute taped 

mn multi-media—from Arts in Sociaty narration; articles on the topic and a 
suitable for high school, college and adult teacher’s study guide. 

level students. 

Announcing two new Instructional our 

ARTS IN SOCIETY Packages SVaNEbES soon. a 
INSTRUCTIONAL RESOURCE 

PACKAGES Frank Lloyd Wright 
| . : The Street as a Creative Vision 

In order to aid you in presenting such =F more information on content and cost 
complex concepts “the ecology of society, of these packages, write to our offices. 
Arts in Society has organized various 
kinds of materials into attractive and easy- 

to-handle packages. FILMS 

Slides, tapes and posters all excite “The Artist and His Work”: 
students’ interest while instructing them. Illustrates the role of the artist in society 

The tape recording and slides are organ- via the work of three painters, a sculptor, a 

ized as an integrated program but they can potter, and a weaver. Begins with explor- 

also be used independently. Articles from ing the source of their ideas and follows 
the magazine and a bibliography provide the development of individual pieces. Ends 

you with background material for dis- with describing the function of galleries 

cussion and assigned readings for and art centers in disseminating this work 

your students. to the public. #7744 

28 min., color, 16mm. 

Topics of current social interest are fea- Cost: $200.00 Rental fee: $6.75 

tured. The emphasis is on presenting art 

ecologically—that is, in these social “Developing Creativity”: 

contexts. Shows the need for creativity in dealing 

with current societal problems. Explores 

Art and Technology: the role of art experiences in developing 

Includes 80 slides of Op, Systemic, Minimal, creative attitudes among students. Uses a 

Kinetic and Light Art; a 12-minute taped high school pottery class as an example. 

narration; articles on the topic reprinted #7900 

from Arts in Society; four 12”x18” posters; 11 min., color, 16mm. 

and a teacher’s study guide. Cost: $100.00 Rental fee: $3.50 
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Both films available from the: Make checks payable to University of 

Bureau of Audio-Visual Instruction Wisconsin. 

University of Wisconsin-Extension 
1327 University Avenue Subscription Rates: 

Madison, Wisconsin 53706 0 1 yearor3issues: $5.50 

O 2 years or 6 issues: $10.00 

Please specify catalogue number when 0 3 years or 9 issues: $14.50 

ordering. 1 1 year, student subscription: $5.00 

OTHER PUBLICATIONS Back Issues Still Available: 

0 V6#3 The Arts of Activism ..........$2.00 
The Wisconsin Monographs of Visual 1 V7#1_ The Sounds and Events 

Arts Education: of Today’s Music ................$2.00 

Published semi-annually by the Department 0 V7#2 The Electric Generation ....$2.00 

of Art, University of Wisconsin-Madison. 0 V7#3 The California Institute of 

Each issue is devoted to a topic of concern. the Arts: Prologue to a 

Community’ ecexeeeceen $200 
#1 Artists and Art Education OO V8#1_ Search for Identity and 

#2  Extra-School Art Education PU OSG sce ercesreee es (SOOO 

#3 Museums and Art Education 0 V8#2 The Arts and the Human 

Cost: $1.00 each Environment ..................-..--.$2.00 

1 V8#3 The Theatre: Does 

Vt BXISE? wescccscscccesssasgssesseess $2.00 

0 V9#1 Environment and Culture ..$2.00 

OO V9#2 The Communications 

Explosion  ......22..---+---+-+--------$2.00 

Other Publications: @ $1.00 
SUBSCRIPTION INFORMATION 1 Artist & Art Education 

ARTS IN SOCIETY is currently issued three 2 foo 

times a year. Subscription will begin 

the issue current at time of order unless Instructional Resource Packages: 

otherwise specified. O Art and Technology $50.00 
. : : ( Art and Environment $50.00 

Special professional and student discounts C Art and Social Revolution $50.00 

are available for bulk subscription orders. C Arts & Crafts in Kenyan Society $50.00 

Inquire for information. 

For change of address, please send both Mae checks Payable to University of 

old and new addresses and allow six 
weeks to effect change. Claims for missing 

numbers must be submitted no later than 

two weeks after receipt of the following 
issue. 

Please enter my subscription and/or send 
ORDER FORM me the items indicated: 

Please address all subscription cor- NAME ene 
respondence to: 

ADDRESS __— 

Editorial Secretary 

ARTS IN SOCIETY CciITyY_____—s STATE_____ ZIP___ 

University of Wisconsin-Extension 

610 Langdon Street Wisconsin residents: please add 4% sales 

Madison, WI 53706 tax to price of subscription. 

483



For your art and architecture collection . . . 
Contemporary records of the architecture and social conditions in Victorian England 
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New in microfilm 

An Illustrated Weekly Magazine for the The Builder was the most comprehensive and influential 
Architect, Engineer, Archaeologist, of all the British journals on Victorian architecture. 

Constructor, Sanitary-Reformer and Art-Lover Profusely illustrated with a wealth of fine engravings, 
meticulous plans, and beautiful woodcuts, it recorded in 

precise detail the immense richness and variety of 
British architecture during the Victorian period. It also 

Vols. 1-107. London 1842-1914 contains some of the most important statements 
78 reels on 35 mm. positive microfilm, $1,400.00 on social and urban problems of 19th-century England. 

New in full-size editions Sir Thomas Graham Jackson 
MODERN GOTHIC ARCHITECTURE 
With a New Introduction by J. Mordaunt Crook. 1972. 

J. Mordaunt Crook, ed. 214 p. ISBN 0-384-29270-4 
VICTORIAN Available December / Cloth $15.00 

Reprint of the London, 1873 ed. 

ARCHITECTURE John Claudius Loudon 
A Visual Anthology. Edited and with an Introduction by AN ENCYCLOPAEDIA OF COTTAGE, FARM, 
J. Mordaunt Crook. New York, 1971. 303 engravings. AND VILLA ARCHITECTURE AND FURNITURE 
An original work ISBN 0-384-10220-4 With a New Introduction by J. Mordaunt Crook. 1972. 
Available / Cloth $30.00 2 vols. 1342 p., illus. ISBN 0-384-33800-3 
Illustrations from The Builder, Building News, The Available December / Cloth $50.00 
Architect, and the British Architect. Reprint of the London, 1857 ed. 
This important and original collection illustrates in detail 
all the richness and variety of British architecture during R, Norman Shaw, ed. 
the Victorian era. It is comprised of 300 superb plates ARCHITECTURE: A PROFESSION OR AN ART 
selected by noted architectural historian J. Mordaunt Crook Thirteen Short Essays on the Qualifications and Training of 
from four leading architectural journals of this remarkable Architects. Ed. by R. Norman Shaw and T. G. Jackson. 
period. These fine renderings, indexed and captioned With a New Introduction by J. Mordaunt Crook. 1972. 
in detail, depict virtually every type of building and 280 p. ISBN 0-384-54977-2 
represent a wide range of architects. Available December / Cloth $15.00 

Reprint of the London, 1892 ed. 

ie Remnett A detailed brochure is available upon request. 
With a New Introduction by J. Mordaunt Crook. 1972. So 
270 p.,engravings ISBN 0-384-14321-0 
Available / Cloth $15.00 
Reprint of the London, 1891 ed. a 

JOHNSON REPRINT MICROEDITIONS 
Robert Kerr 
THE GENTLEMAN’S HOUSE ° . 
Or, How to Plan English Residences. With a New Johnson Reprint Corporation 
Introduction by J. Mordaunt Crook. 1972. 
532 p., illus., plans ISBN 0-384-26573-1 NEW YORK AND LONDON 
Available / Cloth $30.00 111 FIFTH AVENUE 
Reprint of the London, 1864 ed. NEW YORK, N. Y. 10003



O F A special double issue for 1971 

featured a 175-page arti- 
N E VW/ cle entitled Stravinsky (1882-1971): 

A Composer’s Memo- 
M U S | ( vial, with pictures and reproductions 

of Stravinsky man- 

uscripts, including those for 

The Rite of Spring and 

Requiem Canticles. Copies of 
this issue may still be purchased. 

Editor Articles in the Spring/Summer 1972 

Benjamin Boretz issue include: 

Associate Editors Compose Yourself—A Manual for 
Elaine Barkin . 

Hubert S. Howe, Jr. the Young (in part) J. K. Randall 

Stravinsky by Way of Webern: 

PRINCETON The Consistency of Syntax (in part) 

UNIVERSITY Henri Pousseur 

PRESS Notation for Piano Aloys Kontarsky 
P.O. BOX 231, 

PRINCETON, NEW JERSEY 08540 

Cornell 
@ University 

Press 

NEW FROM CORNELL... PREVIOUSLY PUBLISHED... 

= = gs 
History On Artistic = 

Art’s Side Expression- 
Social Dynamics in Artistic Efflorescences A Sociological 

By VYTAUTAS KAVOLIS. This sophisticated anal- Analysis 
ysis systematically develops a theory of the social eae 
forces that affect artistic creativity. To determine 2 Seance teens 
the historical factors which stimulate or retard TSGa\, etvlossof sicualce sara! linked 
creativity, Professor Kavolis deals with a wide how ss ea re ir mre 
range of societies, both Western and non-Western, with the types of society In-wich they 
in various historical periods, and applies his find- develop and with the reactions of in- 
ings to contemporary American culture. He con- dividuals to the world in: which they 
siders the changes in motivation that occur during live. Particular artistic traits are asso- 
the course of a society’s development and inves- ciated with distinctive characteristics 
tigates the effect of evolving psychological pat- of community organization, economic 
terns on artistic creativity. Combining rigorous and political systems, and social 
scholarship with audacious ideas, this original, classes, and with religious attitudes, 
challenging book will undoubtedly stimulate con- images of the universe, and value 
troversy and further research. $8.50 orientation. $9.00 

Cornell University Press itaca anv LONDON



THE JOURNAL OF GENERAL EDUCATION 

Takes ALL KNOWLEDGE for its province — BUT MODESTLY! 

This year, for example, JGE will publish: 

General Education Resuscitated: Back 

to the 8 R’s and Free Competition Donald R. Harkness 
Freedom, Form, and the Tragic Sense 

in Liberal Learning Maxwell H. Goldberg 
The January Interim Term: Some Results 

for General Education Jack L. Armstrong 
Geography and Climate in Studies of the Future Henry Winthrop 
What Values Shall We Pass On? L. Morrill Burke 
Teaching the Future Thomas J. Knight 
The Universities and the Future James Hitchcock 
U. S. Schedule and British Timetable: 

A Comparison of Concepts Geoffrey Pill 
Self-Image — A Black Perspective Fred E. Means 
Science and Relevance V. V. Raman 
Educational Reform in the Large State University John A. Mullins 

and Michael Kamrin 

Poems by Nancy Westerfield, Dorothy Roberts, Jack McManis, Debo- 

rah Austin, Nancy Esther James, John Balaban, 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



IN PAPERBACK FROM 

BLACK DRAMA IN 
AMERICA: AN ANTHOLOGY 

wm ////. edited witha. 
Rea critical introduction 
or by Darwin T. Turner 

Ele A unique anthology of 
ee plays by America’s leading 
Gree black playwrights. This mo A 
Sette volume includes works by 

Willis Richardson, Lang- 
ston Hughes, Louis Peter- 

son, Theodore Ward, Owen Dodson, 

Randolph Edmonds, Ossie Davis, LeRoi 
Jones, and Kingsley B. Bass, Jr. “Darwin 
T. Turner’s anthology...is more than 
representative; it is an education in it- 

self.”—Black Collegian/Premier Q539 * 
$1.50 

SHAKESPEAREAN TRAGEDY 
A.C. Bradley 

“A great achievement. 
| =! Nothing has been written 
| Shakpanearean for many years that has 

| done so much to advance 
Tregety EY the understanding and ap- 

Lacpremey preciation of the greatest 

scare things in Bee 
Riche greatest plays.” — e 
“‘macoern Times of London/Premier 
=e P521 ° $1.25 

IN SHAKESPEARE’S DAY 
edited by J. V. Cunningham 

IN =! Here is Shakespeare ex- 
SRAIRESTE ULES perienced — a rich and 
meee! lively source book skill- 

fully recreating, in the 
HUMANISM oe, ,| actual words of his con- 

Pa temporaries, the life that 
ay as y Shakespeare mirrored in 

. cae WEEE his plays./Premier M471 ° 

inthe Arts |=“ Fawcett World Library 
Wherever Paperbacks Are Sold 

If your bookdealer is sold out, send cover price 
next from plus 15¢ for postage and handling to Desk XV, 

Education Department, Fawcett Publications, Inc., 
Greenwich, Conn. 06830. Please order by number 

e e and title. Orders accepted only for the United 
arts In society States and Possessions. Free catalog available 

on request.



PUBLISH AN ABSTRACT 

OF EVERY TALK OR PA- BE AWARE OF WHAT IS 
PER YOU PRESENT AT DEPOSITED BY WHOM IN 
ANY FACULTY, LOCAL, THE CLEARINGHOUSE 

REGIONAL, OR INTER- FOR SOCIOLOGICAL 
NATIONAL GATHERING LITERATURE 

(s MICROFICHE your HAVE AT YOUR DISPOSAL 
DOCUMENTS FOR DIS- 400+ SERIALS WITHOUT 
SEMINATION WITH A CLUTTERING YOUR SHEL- 
ROYALTY TO You VES CWE ARE YOUR PER- 

YN IODICALS LIBRARIAN) 

RECEIVE ALL OF THE 

0 \ ABOVE FOR $100 CAMICRO 
BREAK THE LANGUAGE S\\ FICHE EDITION $35 
BARRIER BY READING IF YOUR LIBRARY SuB- 
ENGLISH SUMMARIES OF SCRIBES) & 1,600+ 
DOCUMENTS ORIGINALLY PAGES OF TEXT, A 
PUBLISHED IN 19 LISTING OF 7,000+ 
LANGUAGES AUTHORS ,& 21,000+ 

SUBJECT ENTRIES. 

FOR SPECIFIC INFORMATION AND SUBSCRIPTIONS WRITE TO 

sociological abstracts 
73 EIGHTH AVENUE BROOKLYN NEW YORK NEW YORK 11215



The Georgia Revi 

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



SOUTHWEST a A OUTHWwr TY cata Oy 
. ele WA Fanaa i 

Review ie os 

.. . necorde the important a i ; cs 

CPy Lae M7 ») ce 
a 22 “ ' is 

Southweot le hy 
\ wu NG 

J ar as 
Now in its sixth decade of pub- : ’ 

lication, SOUTHWEST REVIEW 8 
Pyeloyxe (cto te KM A Sp aket eto Mo Me MMi ermal liot bg ial 

PCM oan Ol Mi Me LCi ae nies acas Uo mReliy 
music, and the theater, 

For over half a century SOUTHWEST REVIEW has been the chief literary voice of 

the Southwest. ‘‘A quarterly devoted to high-quality literature and high-caliber 

thinking’’ (as Frank Goodwyn describes it in his book, Lone-Star Land), it has inter- 

preted life in a colorful, changing region — and it has grown with the region. 

In addition to presenting creative literature and critical writings, SOUTHWEST 

REVIEW examines the social growth of the South and Southwest — so much under 

discussion right now. And far from being a polite conversation-room for pale acad- 

emicians, SOUTHWEST REVIEW wades right into subjects as controversial as they 

are significant. 

We are proud of the many distinguished authors whose works first or early appeared 

in SOUTHWEST REVIEW .. . J. Frank Dobie, William Goyen, Fred Gipson, Borden 

Deal, Larry McMurtry, and numerous others. With a balanced selection of contribu- 

tions from talented newcomers and established authors, and with equal emphasis 

placed on originality and excellence, SOUTHWEST REVIEW has served, and still seeks 

to serve, its audience wherever found. 

One year, $4; two years, $7; three years, $10; single copy, $1 

SOUTHERN METHODIST UNIVERSITY PRESS 

Dallas, Texas 75222



The Distributorot QxtsS tn society 

also distributes many other excellent periodicals: 

AMERICAN RECORD GUIDE AMERICAN SCHOLAR ARTS IN 

SOCIETY BELOIT POETRY JOURNAL BLACK SCHOLAR 

CHELSEA CHICAGO REVIEW CINEMA COMMENTARY 

CONTEMPORARY LITERATURE CROSSCURRENTS CURRENT 

CURRENT HISTORY DAEDALUS THE DRAMA REVIEW 

FILMCOMMENT FILMCULTURE FILMHERITAGE FILM 

QUARTERLY FILMSOCIETY FOREIGN POLICY HARVARD 

BUSINESS REVIEW HUDSON REVIEW JUDAISM THE LITTLE 

MAGAZINE MASSACHUSETTS REVIEW MICHIGAN QUARTERLY 

MIDSTREAM MODERN AGE MODERN FICTION STUDIES 

MODERN OCCASIONS MONTHLY REVIEW MOVIE NEW LEFT 

REVIEW PARTISAN REVIEW POETRY POETRY NORTHWEST 

PRAIRIE SCHOONER PSYCHOANALYTIC REVIEW QUARTERLY 

REVIEW OF LITERATURE SALMAGUNDI SCIENCE & SOCIETY 

SEWANEE REVIEW SOUTHERN REVIEW SOUTH DAKOTA 

REVIEW TRANSLANTIC REVIEW TRI-QUARTERLY 

VIRGINIA QUARTERLY YALE FRENCH STUDIES YALE REVIEW 

YALE/THEATRE 

Buy these at your favorite bookstore or 

write for our periodicals list. 

B. DeBoer 

188 High Street 

Nutley, New Jersey 07110
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