





























WESTERN ART (Continued)

Conformity and artistic freedom

Let us first consider the economic
status of art. Despite official commis-
sions or subsidies, art is essentially
a private business, subject to the laws
of competition. Its commercialization
involves the works themselves, their
sale, their execution, their perfor-
mance, or their distribution.

Masterpieces consecrated by time
are sound investments which give lus-
tre to museums, the new sites of
pilgrimage. Even with the more re-
cent works, however, the market re-
mains steady once an artist has
acquired a certain reputation among
the connoisseurs. When a new name
or a new school comes up, it does
not banish the others, except perhaps
after many years. Speculation is
confined in practice to unknown artists
or outsiders, of whom the vast maj-
ority never manage to make a name
for themselves, or a living except by
expedients.

As for the film industry, while it pro-
vides a living for large numbers of
workers, it only enriches a few stars
and of necessity there are not very
many well-known film directors. Nor
should it be forgotten that there are
probably just as many amateur cam-
eramen as there are amateur painters
or unpublished novelists.

IT is not, however, this
anonymous multitude which assures
art's economic vitality; it is rather the
prestige of those who are talked about
and who have their followers—clients
who are not only collectors, for even in
wealthy countries where a degree of
luxury is within everybody's reach,
this clientele is restricted. Neverthe-
less, just as there exists a mass of
unknown producers, there is in all de-
veloped societles an anonymous mass
of consumers—all those who attend
museums, read art books, go to the
theatre or the cinema and listen to
recordings.

Even if art does not penetrate the
world’s prose to the point of metamor-
phosing it as the prophets of anti-art or
non-art would have it, art infiltrates
the leisure activities of the masses.
Even if it is not a people’s art, it has
been brought to the people, just as
it has spread all over the world.

The ever-increasing place which
art occupies in our daily lives has
attracted the attention of the State,
which is tempted to press it into the
service of ideologies or politics and
to keep a constant check on it.

Hence the question: to what extent
is the artist free or does he feel free
vis-a-vis the State? The standards
and checks officially imposed on him
are a measure of this freedom.. Cen-

sorship exists everywhere, but it does
not have the same force and the same
functions everywhere. One may think
that the artist is less free in coun-
tries where there is a State religion
or a State aesthetic, that he is freer in
countries where the State merely has
interests and does not have doctrines
or recommend a style.

Things are not so simple, however,
for we must be careful to distinguish
between being free, feeling free and
wanting to be free. An artist who
conforms to standards and accepts
supervision may feel free (without
therefore resembling Spinoza's wea-
ther vane). The artist who identified
himself with his city and with his cul-
ture did not even ask himself whether
he was free. Similarly, in some coun-
tries, artists who are particularly sen-
sitive to social problems see themsel-
ves as defenders of the policy pursued
by the State, and even prophets of
the future which the State has in view,
to the point of censoring themselves,

On the other hand, in a country
where censorship is mild, an artist may
be affected by all manner of insidious
constraints imposed by the world
around him and feel alienated to the
point of despair or revolt.

If there is any criterion of an artist's
freedom at a time like our own, when
freedom is a subjective requirement, it
must be sought in the vitality and
quality of his art, and perhaps too
in its liberating power.

The inhumanity of our civilization is
due in the first place to the fact that
civilization, when it becomes universal,
crushes all the distinctive and mean-
ingful landmarks which were familiar
ground. Instead of being lived natu-
rally as a tradition, it ceases to be a
comfortable suit of clothes made to
measure and becomes a uniform,
mass-produced by the workings of im-
personal laws, imposed on everyone.

Furthermore, this world turned up-
side down by the technological revolu-
tion and by social revolutions is full
of doubts and contradictions: it is a
torn world of which no one feels a citi-
zen, for nationalism has not disarmed.
The system of production and con-
sumption, which might tend to unify it,
actually accentuates the scandalous
inequality of development and the con-
trast between wealth and poverty, bet-
ween waste and famine.

Within each society also, the gap is
widening between those institutions
which are on the move and those which
are stagnating. Then again our world
is oppressive or hostile. It turns
against the individual. It is not sur-
prising that certain philosophies assert
that man is dying: he is being enslav-
ed by material or intellectual systems.
It is no longer merely the Church or the
State which thinks for him and forces
him to accept its reasons; it is reason

itself, in the hands of all those who
have the monopoly of discourse.

Can the artist be said at least to
feel sustained by a public with which
he has bonds and to which he is res-
ponsible? In his approach to the world
does the artist experience loneliness
or does he feel given away to others,
to a public, or even to a people? Then
again, in his production, is he affected
by public demand or does he follow
only his own impulses or a certain
logic in the gradual unfolding of
a style?

The answer to these questions
should of course take into account not
only the artist's personality and the
role he assigns himself, but also his-
torical situations, social regimes and
systems of art production.

AT all events, whether or

not they are supported by a public,
most artists, at least in the Western
countries, do not usually react to the
world around them without unease or
rebelliousness. Their works bear
testimony~to this. When creative art
is not an escape for them, as specu-
lative thought or erudition are for
others, it is an opportunity for decrying
everything that mystifies, oppresses or
alienates  the individual—including
sometimes the very idea of creative art.

For artists have also lost their nai-
veté: in the past they were able to
identify themselves with the city or the
prince who embodied it; at the dawn of
history they could be the artisans of an
immemorial culture and celebrate a
world in which everything had mean-
ing. Today this is no longer possible:
what was formerly spontaneous con-
sent would be complicity. They cannot
help but be accomplices, and know it,
when in order to live, and also to gain
a hearing, they must take their place
in the commercial circuit.

If they do this, can they at least
claim their freedom? Yes, but they may
be drawn back into the net. Every
society has its safety valves to pre-
vent explosions. Bourgeois society has
its enfants terribles, monstres sacrés
or maudits, which do no one any harm.
Protest is emasculated once it be-
comes a fashion, pending its inclusion
in histories of art.

Conversely, in countries which dis-
trust it, it is taken more seriously when
it does occur. The aesthetic charac-
ter of innovations, in particular, is more
attentively studied and appreciated.

In countries which find protest div-
erting, the game may become danger-
rous for the ruling class at the stage
when art finds a wider audience, even
among those who are ruled. It may
then produce unforeseen effects and

CONTINUED NEXT PAGE
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WESTERN ART (Continued)

Shock treatment to ‘free’ the public

instead of being a safety-valve become
a detonator.

Wherever he is free, the artist
reacts by impassioned research and
absorbed interest. The first explana-
tion which comes to mind is of course
the great variety of means made av-
ailable to him by industrial civilization
and also the demands it makes on
him. Research is then truly technical,
as it always has been. No trade can
be plied, even in eventless societies,
without thought being given to the
skills involved and without invention
being called into play.

BUT this frenzied research
is partly accounted for by commer-
cialization and competition. In a madly
competitive market, setting sound in-
vestments apart, only the latest fashion
sells wells—the product which is most
blatantly advertized or shocks the
public. This is a sufficient explana-
tion for those who are put off by nov-
elty and who are apt to decry it as im-
posture. It is not sufficient for those
who want to understand.

Actually this research is stimulated
by ceaseless thought that may go so
far as to negate art and, first of all,
the artist. Pondering on his status,
the artist today seems to be retracing
the path followed from Cennini to
Vasari, from the state of craftsman to
that of artist.

The artist contests his own status
even more radically when he contests
the very idea of art. Not that he ne-
cessarily abandons the quest, as Rim-
baud or Marce! Duchamp did; but he
assigns another object to it than the
beautiful, and he pursues it elsewhere,
No doubt any creation is a transgres-
sion, any invention is a challenge to
tradition.

Today, however, the transgression
takes on violent forms: it exalts
anti-art, art in the making or
spontaneous art, and it is not easy to
discern the artist's motives and inten-
tions. It certainly displays a degree of
aggressiveness, but against what?
First, against traditional values: putting
a moustache on the Mona Lisa, pervert-
ing music by adding noise to it, paint-
ing by affixing objects normally cast
away and choreography by introducing
everyday gestures, are all ways of re-
jecting the seemly by declaring it con-
ventional,

They are ways of profaning beauty—
because it is oppressive once defini-
tions or models of it are imposed, be-
cause it goes hand in hand with other
values now suspect as a result of their
manner of establishment or their ante-
cedents (even the defining of beauty
was once the privilege of a social

class), perhaps also because this offi-
cially-accepted beauty has masked or
excluded other forms of beauty.

Aggressiveness is then turned
against the object, not just against the
aesthetic product, as when some pain-
ters slash their canvases, but against
the prosaic objects depicted in dis-
torted form and devoid of practical
significance in surrealist works. It may
also be turned against the beholder,
who may be given a bottle-rack to con-
template or a problematical assem-
blage of morphemes to read. Is this
not mocking his lack of sophistica-
tion?

Refusal of values and of the works
in which they are invested, refusal of
the world we know, controlled and po-
liced, refusal of a public which can be
domesticated at pleasure: we have the
impression that the artist wants to play
and appeals to us to play with him.
This has often been said and there
are countless studies on art and play.

Today, “happenings”, César's com-
pressions of automobile parts, Tin-
guely’s machines, Cage's music, and
kinetic works, invite us to take part in
a game. We know that the game can
be serious because of the motivations
it stirs up, the commitment it presup-
poses and the effects it produces.
Such is art: when it claims to be play
it most urgently needs to be taken
seriously.

We believe that contemporary art,
is a liberation movement, sparked off
in the first place by the repressive and
inhuman character of our civilization
and later by the weight of all that
artifice has added to nature.

I HERE are three aspects to
this liberation movement,

M First, the world must be liberated by
being peopled with new, startling ob-
jects which are not a comforting re-
hash of the already-known. Lifting an
everyday object from its normal sett-
ing is making of it not so much an aes-
thetic object as an unwonted object.
It is also a way of taking us out of our
usual setting, of surprising us into lett-
ing go of the object, inviting us to do
justice to it at last—perhaps because
previously undiscovered beauty has
been brought to light. Why not?

Could not even our civilization be
rehabilitated in this way? By con-
structing a caricature of a machine,
Tinguely gives the machine over to
nature, and perhaps to poetry. In the
works where Rauschenberg accumula-
tes the obsessive symbols of the Am-
erican way of life is there not tender-
ness as well as irony? At all events it
is in this manner that poetry sets words
free, by lifting them out of prosaic

syntagmas, and that Cage’s music sets
sound free.

But are we not then invited to take

part in a game of fools? Are we not
abandoning solid ground for the de-
lights of the imagination? ‘While we
think we are changing the world, have
we not merely changed our outlook
on it?
W Before answering this question we
must admit that contemporary art, in-
stead of merely taking its audience to
witness, provokes it and makes it take
sides more imperiously than ever. It
wants to free its audience as well as
the art object, even if this demands
shock treatment. How? In the first
place, by enabling it to discover new
horizons, freeing it from the bonds of
tradition and prejudice, inveighing
against the values which enslave it.

If the traditionalists accuse art of
mystifying the public, it is precisely
because it is endeavouring to demys-
tify it—to the point of “deculturing”
it, if we can use the word. Today's
works do not claim supremacy or
deference. They treat the beholder
as a friend. What they ask of him is
that he should associate himself with
the creation as an actor, as does a
performer, as does the rambler who
experiences the architecture of a town,
as does an audience when it joins in
the singing of a chorus.

If such works sometimes appear
precarious or roughly-assembled, it is
in order that the partner can finish
them, Execute, finish—these words
have a double meaning: this
is the risk run by contemporary
art, the risk of dying in order to
become something else and also in or-
der that the public may live.

According to Dubuffet, the sin of

culture is that it holds that a work of
art is something to contemplate in-
stead of something to experience or
to make. Art only frees us if it is our
own, and the mission that certain ar-
tists have assigned to themselves is to
appeal to our creativeness, not so
much by giving us a model to imitate,
as a master does to a disciple, as by
giving us an example of freedom to be
lived.
M The ruse of culture is that the most
provocative work is soon commer-
cialized, the gesture of revolt institu-
tionalized, the appeal ignored. At least
the artist was able to free himself. For
this is what he is seeking in the third
place, sometimes alone, without re-
cruiting companions to share his ad-
venture, without claiming that his free-
dom calls for that of others,

Freeing himself always means ex-
pressing himself, but it does not mean
making a confession or an exhibition.
More deeply it means coming out of
himself and getting rid of the self.
He must gamble to lose himself, and
his authenticity is proportionate to his
abnegation. Hence these strange, in-
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2_ ART IN THE
SOCIALIST
COUNTRIES

The many facets of Realism

by Béla Kopeczi

DEVELOPMENT presents
certain common features in all types
of countries, but the situation of liter-
ature and art assumes special charac-
teristics in the Socialist countries.

The changes that have occurred in
means of presentation, reproduction
and dissemination influence art and its
function in these countries as else-
where, but do not necessarily lead
to the same results as in capitalist
society.

The radical changes that have affect-
ed the economic, social, political and
cultural structure play a decisive part
from the standpoints of the develop-
ment of artistic and literary production,
the education of the public and the
use of the mass media.

In the Socialist countries art has its
place in that great undertaking that
Lenin called a cultural revolution, the
characteristics of which are as follows:
extinction of the cultural monopoly of
the former ruling classes; raising of
the cultural level of the worker and
peasant masses; creation of a new
intelligentsia; support from the State
for the development of the sciences
and the arts; conscious activity of the

BELA KOPECZI, Secretary-General of the
Hungarian Academy of Sciences, is an inter-
national authority on trends in 20th century
thought in the Socialist and Western
countries and on questions of cultural policy
generally. He is professor of French lan-
guage and Iiterature at the Faculty of Letters
in Budapest.

Communist Party and of the Socialist
State, aimed at achieving these objec-
tives. This programme implies the
existence of an art which appeals to
the broad masses and the democratiz-
ation of its dissemination,

Under these conditions, a work of
art cannot be regarded as an article
of trade even if, in the present stage
of evolution, it does retain some of
the characteristics that this term
implies.

Guided by the principle of the
educational réle of art, socialist cultu-
ral policy endeavours to disseminate
and to make accessible, through the
grant of considerable subsidies, the
loftiest values of past and present.
This conception of culture can lead to
an over-simplified didacticism but,
even in that case, it is hardly possible
to deny the advantages offered by
selection based on value judgements.

The results obtained at the level of
the dissemination of classical literature
and art are undeniable; in this con-
nexion there has been much talk of a
“conservative” policy, but we con-
sider, on the contrary, that the “rebirth
of the classics™ has led to a raising
of cultural standards and to the human
enrichment of the broad masses.

The difficulties of choice arise espe-
cially in connexion with current pro-
duction, where the demands of politics,
aesthetic concepts or simple ques-
tions of taste may lead to erroneous
judgements.

Thus products of varying rigidity,
insignificance or bad taste can be
disseminated, especially in the field of
light entertainment, where we find
certain features of a “consumer cul-
ture” inherited from the past or Import-
ed or imitated from Western Europe.

Whereas in Western Europe the
artist, even if he regards himself as
“committed”, frequently lives on the
fringe of society, in the Socialist coun-
tries he takes part in the life of the
community. The commitment of so-
cialist writers and artists does not
mean in any way that they are obliged
to take a stand on matters of current
political interest, and it does not
necessarily involve the production of
illustrative works, as certain opponents
would have it.

Nevertheless, if one approves of
the aims of socialism one cannot
adopt the same opposing attitude
which, within a society dominated by
capitalism, would stem from one’s atti-
tude as an opponent of that particular
social order. The commitment of the
socialist artist is no more than a cons-
cious identification with the cause of
the working class, and this stance
implies the creation of an art that is
democratic and humanistic in char-
acter.

That being said, it must nevertheless
be recognized that this new attitude
of the intellectual in the community is
not easily achieved, for it is subject

CONTINUED PAGE 16
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SOCIALIST ART (Continued)

Where content is more important than form

understanding of the present debates
we have to go back to the sources
and compare what they convey to us
with the different interpretations that
have appeared over more than a
century.

According to the Marxist view the
various forms of social conscience are
the reflections of objective reality, of
which the knowledge, understanding
and change are the aims of all human
activity.  Reflection does not mean
photographic reproduction, but rather
the building of a model serving to
bring out—by strictly artistic means—
the essence of human phenomena.

The founders of Marxism consider
that in literature as in art it is realism
that corresponds to their philosophical
view. “Realism”, writes Engels, “sup-
poses, in my view, in addition to accur-
acy of detail, the exact representation
of typical characteristics in typical cir-
cumstances.”

Realism of this kind is not one
artistic tendency among others—it is
considered as a method that makes
it possible to understand the complex
relationships that lie behind changing
reality.

IT is thus that tha problem
of the method leads to the theory of
reflection. This conception was appli-
ed by critics and historians of art and
literature in the Soviet Union in the
1920s and in particular by Anatoli Luna-
charsky.

In the application of the theory of
reflection to the realm of art the
philosophy of Gyérgy Lukacs is par-
ticularly notable on account of its
content and of the widespread interest
that it has evoked. In Lukacs' phil-
osophy the influence of Hegel's
aesthetics matches in addition that of
the ideas of Marx and Lenin on liter-
ature. According to this theory artistic
mimesis consists in an “imijtation” of
reality, made possible by a subjectivity
pushed to its extreme, which brings
into relief the essential moments of
the phenomena from the point of view
of the evolution of mankind.

Lukacs distinguishes between artis-
tic and scientific knowledge. The aim
of science is to present a reality
independent of the knowing subject,
whereas art achieves unity of the sub-
ject and of the object, which ensures
its specificity.

The work of art produces an affec-
tive and mental shock that Lukacs—
taking the old term used by Aristotle
and reinterpreting it in his own way—
calls catharsis. Catharsis enables

man to go beyond the stage of indiv-
iduality to reach that of the generic,
that is to say, to identify himself as
an individual with the cause of man-
kind.

In the 1930s, writers and theorists
discussed the correctness of this
philosophy. Bertold Brecht among
others took the Hungarian philosopher
to task for the over-passive character

of his theory of reflection. For the
great German playwright, “Realistic
art is an art of combat. It combats

false conceptions of reality and im-
pulses that go against the real interests
of mankind.”

Although the majority of Marxist
thinkers accept the theory of reflec-
tion, the aesthetic and historic aspects
of the problem continue to be discus-
sed. The representatives of the “great
realism”, while combating, and cor-
rectly so, sectarianism, set up as an
ideal the works of the classical writers
of the nineteenth century and of their
followers, the works of, say, Balzac,
Tolstoy or Thomas Mann.

The thesis that contrasts this real-
istic art with anti-realistic art—a label
under which it was intended to include
not only bourgeois decadent art, but
also innovating trends of the revol-
utionary avant-garde (German expres-
sionists, Russian futurists, surrealists
of central Europe, and the like)—
implied an unduly simplified vision of
the true historical process.

At the present time there are various
contending philosophies, varying from
the theory of realism considered as a
general trend, illustrated by the works
of the great classics, to the theory of
“Réalisme sans rivages” (“unbounded
realism™), which is meant to include
all the trends of the twentieth century
and any work of value. This discus-
sion touches on the very foundations
of the theory of reflection, since some
theorists contrast with it, in one way
or another, myth, activity and subject-
ivity.

Marxist aesthetics postulates the
primacy of the content, while declar-
ing its dialectical unity with form.
Here content and form should be
taken to mean two aspects of the
work of art that cannot exist indep-
endently of each other: the content is
the reflection of the essential relation-
ships inherent in a subject; form is, in
the last analysis, the image that
expresses these relationships and
ensures communication between the
creator and the receiver.

Generally, a distinction is made
between the inner and the outer form.
In the novel, for example, the inner
form is made up of the characters and
composition, the external form is
reduced to technique. Marxist aesthe-
tics gave little attention to analysis

of questions of form, which has cer-
tainly harmed its development and
suggested the idea that it is only
concerned with the content of works
of art, especially their political or
ideological content,

In The German Ideclogy, Marx and
Engels already stated that “it is not
consciousness that determines life,
but life that determines conscious-
ness.”

One of the forms of this conscious-
ness is the aesthetic form which is
linked by a series of transitions to the
material basis. “Whether an individual
like Raphael”, write Marx and Engels,
“is able to develop his talent depends
entirely on the demand, which in turn
depends on the division of labour and
the consequent conditions of men’s
education.”

The demand therefore depends on
the division of labour, i.e., on the
separation of the various activities that
lead to one another, a separation which
gives rise to the birth of classes and
social strata. This means that in defin-
ing the demand Marx and Engels
attribute an important role to the
cultural situation of each society and
of each class or stratum of this
society.

MARXIST aesthetics recog-

nizes that the relations between the
artist's class affiliations, his vision of
the world and his creative activity are
very complex.

Writing about Balzac, Engels already
underlined the contradictions that may
exist in this connexion: “The fact that
Balzac was forced to go against his
own class sympathies and political
prejudices, that he saw the inevit-
ability of the end of his beloved arist-
ocrats and that he described them as
not deserving any better fate; the fact
that he saw the true men of the future
only where they were to be found at
the time (i.e. among the Republicans
of the Cloitre Saint-Merri, 5-6 lJune
1832), that | regard as one of the
greatest triumphs of realism and one
of the most striking characteristics of
Balzac in his later years.”

With regard to Leo Tolstoy, Lenin
detects similar contradictions, but he
does not explain them solely by the
writer's individual vision of the world.
“The contradictions in Tolstoy's
views"”, he writes, “are not those of
his strictly personal thinking; they are
the reflection of the social conditions
and influences, of the historic tradi-
tions—complex and contradictory to
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SOCIALIST ART (Continued)

Ideology and the creative artist

Invoking the radical change in
society the representatives of the
organization Proletarskaja  Kultura

(“Prolet Kult"), as also those of revol-
utionary futurism, rejected the heritage
of the past and advocated the need
to create an absolutely new art, a pro-
letarian art.

“As regards the questions posed by
culture, we are immediate socialists”,
declare the proponents of Proletkult,
“ we declare that the proletariat must
forthwith and without delay create in
its image socialist forms of thinking,
feeling and living.” The futurist
Mayokovsky did not say anything
different, even if he contested the Pro-
letkult thesis whereby proletarian cult-
ure can be created only by writers and
artists with a working-class back-
ground.

In 1923, MayakovsKy declared that
it was necessary to “combat the
application of the working methods of
the dead to modern art.” And in 1928
he attacked the worshippers of the
past who “under the pretext of educ-
ation take us in the cemeteries to the
tombs of the classics.”

LENIN attacked this idea
vehemently, defending the principle of
continuity in the realm of culture and
rejecting the utopianism and illusionism
of the “leftists”.

“Marxism”, he states, “has acquir-
ed world-wide historic importance as
an ideology of the revolutionary pro-
letariat due to the fact that, far from
rejecting the most precious conquests
of the bourgeois era, it has on the
contrary assimilated by transformation
everything precious in the develop-
ment of human thinking and culture
over a period of more than 2,000
years.

“Only subsequent work on this
basis and in this direction, animated
by the practical experience of dicta-
torship of the proletariat, which is the
final struggle against all forms of
exploitation, can be recognized as
constituting the development of a
truly proletarian culture.”

He was thus defending the funda-
mental positions of Socialist cultural
policy, but abstained from intervening
in aesthetic matters. In conformity
with the standpoints of the central
committee of the Communist Party of
the U.S.S.R., Lunacharsky, who for
a long time was in charge of Soviet
cultural policy, favoured in the twen-
ties the development of, and compet-
ition between, the various movements.

The defence of the heritage of the
past was a just cause; dogmatic
policy, however, made use of it in
order to condemn avant-garde trends,

even revolutionary ones, thereby

limiting freedom of creation.

It was with a party resolution of 1932
that the struggle against leftist ten-
dencies and against avant-garde trends
began. The proposed aim was to
organize single associations of writers
and artists, instead of having extrem-
ely restive small-size movements, and
to promote a drawing together of
creators considered as “fellow travel-
lers”. In the beginning, this change
seemed likely to favour cultural devel-
opment, Later it was realized that
unity meant uniformization in the ser-
vice of a dogmatic policy.

Marxist theory, at the present time,
lays stress on continuity, but assigns
a more important réle to innovation.

According to Marxist aesthetics, a
work of art is not solely an instrument
of knowledge (some critics of Marx-
ism are wrong when they criticize
those writers for maintaining such a
view): it serves, in a complex way, the
conscious awakening of man and there-
by influences his activity., Within the
workers' movement there was very
early evidence of a utilitarian trend
that wanted to attribute to literature
and art a direct educational rdle, above
all in political matters..

While defending the reason for the
existence of “political” genres, Marx
and Engels rejected any kind of over-
didactic conception of art. “In my
view", .Engels writes, “a novel that is
socialist in character, perfectly fulfils
its mission when, through the faithful
depiction of real relationships, it des-
troys conventional illusions as to the
nature of these relations, shakes the
optimism of the bourgeois world and
forces people to doubt the lastingness
of the existing order, even if the
author does not directly indicate any
solution and even if, as the case may
b%, he does not ostensibly take any
side.”

In 1905, in an article entitled “The
Organization of the Party and the
Literature of the Party”, Lenin defined
the function of socialist literature in
the following terms: “Literature should
become part of the genera! cause of
the proletariat, a small cog and a small
screw in the great social democratic
machinery, one and indivisible, set
going by the whole of the conscious
avant-garde of the entire working
class. Literature must become an
integral part of the organized, meth-
odical and unified work of the Social
Democratic Party.”

Much has been said about the
meaning that Lenin attributed to “the
party spirit”, i.e., Marxist commitment
in the realm of art. There are some
(including Lukacs) who claim that this
article relates solely to the press
and that it has nothing to do with
literature proper; others insist that this

theory should be applied literally in
every situation.

It is certain that Lenin, in 1905, had
in mind socialist literature in general,
including belles-lettres.

After the October Revolution, the
party spirit meant for him the accep-
tance of Marxist ideology and service
in the cause of the proletariat; but he
no longer insisted that all creators
should belong to the Party and he no
longer demanded, as he did in 1905,
that literature should be rigorously
subordinate to the demands of the
current political struggle.

The relationship between literature,
art and politics is therefore complex
and cannot be examined solely on a
theoretical plane. At any rate, both
on the aesthetic plane as in the realm
of the cultural policy of Marxism, there
are a great many contending stand-
points. Some insist on the autonomy
of literature and art in relation to poli-
tics, while others remain faithful to
utilitarianism and even to the dogma-
tism of the past, two extremes rejec-
ted by the majority of- theoreticians.

Serving the cause of the prolet-
ariat by artistic means signifies addres-
sing oneself to the great mass of the
population and contributing to its
conscious awakening. This require-
ment must have as a consequence the
birth of a literature and of an art of a
democratic or popular character.

BUT how can this objective
be attained? After the discussions
of the 1920s, dogmatic cultural policy
imposed a certain cultural model, the
formation of which was also linked
with the social and cultural realities
of the Soviet Union, and later of the
other socialist countries. The chan-
ges that took place after 1956 (with
the 20th Congress of the Communist
Party, three years after the death of
Stalin) made possible a more refined
view of the public and of the “folk”
character of literature.

In the theoretical discussions of the
1920s the different trends in socialist
literature and art—including the avant-
garde—hailed realism as their auth-
ority. People spoke of a proletarian
realism, a dialectical realism, a roman-
tic realism, etc. Finally, the expres-
sion socialist realism was adopted at
the First Congress of the Writers of
the Soviet Union in 1934.

Socialist realism as an artistic
method regards as its aim the reflection
of the essential part of reality in a
historically concrete way. It implies
on the part of the artist adherence to
a materialist and dialectical concep-
tion of the world and the undertaking
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AVANT-GARDE AND
» IN ASIA, AFRICA & LATIN

by Mikel Dufrenne

IN the developing countries
culture is being challenged. The basic
influence affecting all reflection on art
is, in fact, the confrontation of cultures
between the West and everything that
is not Western.

This confrontation has been a
particularly bitter experience not only
in the former colonies which have had
to fight for their independence and
which have not yet eliminated the
after-effects of a traumatic encounter,
but also in those countries whose
dynamic relationship with the West
assumes the aspect of peaceful
competition. How, in such countries,
are the cultures in this confrontation
regarded?

The national culture, first of all, is no
longer experienced, as it might have
been, in a kind of happy innocence.
Because it has been threatened, dis-
qualified, often half destroyed, it is
henceforth thought out and desired as
the instrument of an intransigent and
impassioned self-assertion.

If we consider this culture as a value,
the West may, all unwittingly, have
contributed to it, not simply because
it has illustrated the value of 1its
own culture, but because—after the
devaluing of the indigenous culture
by its conquerors, missionaries and
teachers—it has, through its artists
and scholars, succeeded in revaluing it.

When Picasso becomes an enthusiast
for negro art, when ethnological
museums accommodate it and ethno-
logists pore over it, the African
rediscovers his art. He sees it with

a stranger's eyes but not as a museum
exhibit regarded with lukewarm interest
or requiring, if it is to be understood,
a special effort of adjustment: he sees
it as his own art and that is what he
wants it to be,

This is a point on which all con-
tributors agree: awareness of art is
linked to what Mulk Raj Anand, the
Indian writer, calls “the search for
national identity”.

This search assumes a scientific
form in countries which are adequately
equipped for this purpose, as in India
where, says Mulk Raj Anand, “the
most enlightened students have been
concerned to relate the art expression
of the past and the present to the
practice of the arts. This has entailed
detailed studies of the archaeological,
anthropological, sociological and forma!
aspects of our understanding within
the context of art expression. Most
of these studies are devoted to the
search for national identity.”

(Among such studies from India are
“The Significance of Indian Art" by
Aurobindo (1951); “Arts and Man"
by Bardekar (1960); “Comparative
Aesthetics™ by Pamday (1957); “Rabin-
dranath Tagore on Art and Aesthetics”,
an anthology edited by P. Neogy
(1961), and a major study by Mulk Raj
Anand, "The Birth of Lalit Kala", due
to appear shortly in Unesco's new
international review, “Cultures”).

Even when this identity is not
defined by scientific methods it is no
less passionately asserted. Thus
Leopoldo Zea the Mexican philosopher
and Carlos and Magis, the Argentine
writer, refer to the “search for Latin-
American genius and for its ability to
express itself” in Latin America at
the beginning of the century. The
Togolese sociologist, Ferdinand Agblé-
magnon reminds us of the reception
that the theme of négritude developed
by Senghor, Césaire and Sartre has
found in Africa. And Ali El-Rai, the
Egyptian writer, alludes to the literary
forms that “particularly suit the
aspiring Arab soul”

This unanimous assertion of a dis-
tinctive spiritual identity is sometimes
all the more intransigent because it is
difficult to visualize it clearly and its
reality is clouded by ambiguity. Do
the roots of the South American
peoples lie in Europe or in America?
At the dawn of the twentieth century,

according to Zea and Magis, they
“demanded a return to that reality
which was previously regarded as
an obstacle: the particular Creole
synthesis (the indigenous basis re-
modelled by the Iberian peoples)”.
Furthermore, national identity cannot
be asserted pacifically—it can only
define itself by opposition—by opposi-
tion to the western culture which
always risks alienating it, since it feels
challenged and menaced in its depths.

In regard to art the menace is even
more distinct, since art is more closely
integrated with daily life. This is cer-
tainly so in respect of archaic cultu-
res and is, in any case, exemplified
by Black Africa.

This “mixing” of art and life is very
well described by Ferdinand Agbléma-
gnon:

“It is not solely in grandiose events
or exceptional circumstances that ar-
tistic expression in Black Africa is pro-
duced or becomes apparent. It lies
in the rhythm of daily life, in the desire
to maintain a constant relationship
between the cosmic and the real, be-
tween the exceptional and the banal,
and the art expressed in everyday ob-
jects is the most pertinent and strik-
ing illustration of this.

"We see, in objects of common
use—ranging from chairs to scales
for weighing gold—a series of signs
and geometrical figures which, apart
from their scriptural value, represent
a geometrical and architectural expres-
sion sought solely for artistic pur-
poses. To lose the secret of these—
seemingly modest—sources of expres-
sion would be deliberate estrange-
ment from the great traditional schools
of apprenticeship in artistic expres-
sion.”

I HERE is a danger of this

secret becoming lost as soon as the
West stamps a new pattern on every-
day life. What has a particularly cor-
rupting effect on the genuineness of
art is its commercialization or, we may
venture to say, its prostitution. Mulk
Raj Anand has noted this clearly in
respect of India:

“But, whereas in the days of the
village republic, the craftsman was an
integral part of society, paid for and

CONTINUED PAGE 26
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ASIA, AFRICA, LAT. AMERICA (Continued)

Universality, keyword for the future

is an international phenomenon: Chris-
tians too find their Christian soul
only on Sunday. The problem for
Meiji Japan was the dichotomy of the
culture; the problem for Japan today,
especially for artists and writers, is one
of regaining national identity.”

Thus Kato demonstrates, not without
a hint of mockery, that sacrifices are
reciprocal—in its modernization, pro-
viding the example of industrialization,
the West itself has not remained un-
changed. The advice to the develop-
ing countries reads thus: to follow the
‘West is not Westernization but rather
“planetarization”. And it is in this way
that what Hegel termed the “concrete
universal” can come to pass.

BUT not enough attention

is paid to this demand for universality.
Kato warns us about this again: if an
attempt is made, in order to save
national character, to reduce the syn-
thesis to a more or less illegitimate
compromise, beware of monsters!

“In the 1930s, simultaneously with
the rising of nationalism, politically-
inspired architects who had already
mastered the construction techniques,
started designing buildings with the
conscious purpose of emphasizing the
Japanese national character... The
conscious search for national identity
in architecture in the Japan of the
1930s resulted in the production of
architectural monsters.”

From which he concludes:

“There is no other way out of this
technological age. Those who con-
tinue to speak a local dialect will fall
into regionalism. Nationalism as a
major motivation of artistic creation
will produce only monsters.”

Does this mean, however, that the
sacrifice of a particular identity must
be pursued until its complete disap-
pearance? By no means, and Kato
helps us again to understand this:

“Contemporary architects are no
longer striving for emphasis of Japa-
nese character but are simply trying
to solve problems within the frame-
work of the international architectural
grammar of the post-Bauhaus era. Yet
often enough there appears something
in their works which could be called
a sensibility of lapanese perception:
sense of colour, of form, of surface,
of hne.

This Japanese character of architec-
ture when it appears does so in res-
ponse to the influence of the climate,
natural surroundings and the tempera-
ment of the designer and not as some-
thing conceived as the target of crea-
tion. If the works of Kenzo Tange

are Japanese, they are so only in the
same sense that the works of Le Cor-
busier are French.”

Hence his final remarks:

“The search for national identity
should not be a conscious motivation
for artistic creation. National identity
is something which results through the
unconscious tradition in the artist from
his search for the art beyond national
borders.”

Art in every country is driven by a
great number of currents. Two exam-
ples will suffice. Mulk Raj Anand has
identified five such currents in India:

“The phenomenon we see, and which
has been termed mutation of artistic
expression, displays several remark-
able eccentricities—
® The search for influence from the
more fashionable styles of Paris, Lon-
don, New York and Rome.
® The research into the academic
realism of the West, borrowed by the
artists of the late nineteenth century.
® The persistence of the revivalists of
the early twentieth century who had
sought to achieve spirituality in art by
borrowing the romantic forms of sixth
century Ajanta and Bagh Buddhist art
but within the framework of the seven-
teenth century Mughal miniature.
® The return to naive and primitive
expression as a more dynamic form
of revival.
® The search for a synthesis between
the relevant inheritance of myth, love,
nature and human conflict in new con-
temporary human forms, this itself
forming an inner content and thus ex-
ploding into a new expression. This
becomes fused into the search -for
personal authenticity.”

In Egypt, Ali El-Rai distinguishes, for
his part, three schools of poetry:

“Today, the literary scene in Egypt
presents all three schools: the tradi-
tionalist, represented by older poets
such as 'Aziz Abaza and ‘Ali Al-Guindi;
the romantic, by Mahmoud Hasan
Isma'il and Saleh Gawdat among
others; while a varying blend of social
realism and modernistic trends charac-
terizes such younger poets as 'Abdel
Mu'ti Higazi, 'Afeefi Matar and Kamel
Ayyoub, to mention a few names.

“With varying intentions, forms and
techniques, we may safely conclude
that all the above-mentioned trends
concur in attempting to realize what
Al-'Aggad and Al-Mazini stated (half
a century ago) as their goal: the crea-
tion of a literature that is Arabic in
language (we may now add: and tra-
dition), Egyptian in character, and uni-
versal in appeal.”

Furthermore, emerging everywhere
in this diversity, we find a subject of
major concern reflected in the ap-
proach of creative artists: as Ali El-Rai
has pointed out and as Ferdinand
Agblémagnon states in regard to Afri-

can literature, art is, everywhere, “the
search for self and for genres”. Agblé-
magnon adds: “The search for self
arises inasmuch as it is necessary to
rediscover the ancient personality that
will provide the prop for the emergence
and full blossoming of the new; a
search, likewise, for genres and styles,
because the new language has not
been totally mastered.”

It is not surprising that it is to
literature that this reflection refers. In
the practice of the non-Western coun-
tries everywhere, literature is the pre-
ferred medium, no doubt because it
facilitates expression of the ideology
underlying creative work.

Furthermore, even within literature
one genre seems, in turn, to have a
privileged place both because it at-
tracts a really popular audience and
because it enables traditional themes
to be transposed into a modern form
—the theatre. Ali EI-Rai notes: “Drama
in Egypt presents an even clearer case
than that of the novel of the way a
new form is transplanted into a coun-
try's rich soil to become, before long,
a natural product of the land.”

IHIS is corroborated by

Agblémagnon: “We believe that the
new African literature and the new
African art will owe much to the thea-
tre and it would seem that this genre
has a considerable contribution to
offer. 'We find in it all the elements
usually grouped in the traditional story
which is a continuous way of inter-
preting and acting out life. We are
thus not at all surprised to see that
the African language theatre is winn-
ing over a public whose existence was
unsuspected.”

But this obviously does not mean
that other arts, such as architecture
in Japan or painting in Mexico, are not
displaying remarkable vitality. Indeed,
the quotations which we are using
testify that art and literature are every-
where very much alive. The fact that
they may hold aloof from tradition or
become temporal rather than sacred,
as Mulk Raj Anand says, does not
weaken their vigour.

The western-inspired status that the
artist has acquired, coupled with the
individualization of aesthetic experien-
ce, Is giving art a new stimulus and
what Mulk Raj Anand has to say in
regard to India is no doubt applicable
to a number of countries: “The reali-
zation by the individual of his potential
in the autonomous arts has introduced
a completely new factor of struggle
into a society through and within which
the fine arts had previously been part
of ritual.” u
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BEAUTY IN BOOKS

Sir,

Congratulations on your admirable
number dealing with the Art of the
Book and new discoveries of ancient
treasures in China (December 1972). It
was of outstanding interest, a pleasure
to read and a joy to behold.

L. Dallex
Paris, France

ADVENTURE IN MUSIC

Sir,

| read with interest your photo report,
“Art from the Sound of Music” (Nov-
ember 1972). This method of using
sound as stimulation for visual creation
is far from new | practised it with
emotionally maladjusted children during
the last war. There was one difference
in method. Music was played while
the children painted, and the piece
repeated as seemed desirable during
the time they were occupied.

Results were remarkable in terms of
colour and rhythm. But most of all to
be noted was a greater sense of orga-
nization and control which certainly
emerged.

Since that time | have prompted stu-
dents doing teaching practice with me
to use the same idea. It would appear
to produce good, lively, adventurous
results.

L.G. Jerromes
Art Dept., Stroud Girls’
High School, U.K.

ITALY'S "WORKING CLASS’
STUDENTS

Sir,

Among the extracts from the book,
“Letter to a Teacher”, published in
your June 1972 issue, a passage refer-
ring to ltalian university students (pages
15-16) states:

“Selection reaches its goal. 'Daddy's
boys’ constitute 86.5 per cent of the
university student body; labourers’ sons,
135 per cent. Of those who get a
degree, 91.9 per cent are young gen-
tlemen and 8.1 per cent are from
working-class families (ltalian Statistical
Yearbook 1963, tables 113-14).”

As this refers to figures from surveys
carried out by ltaly's lIstituto Centrale
di Statistica | have to point out that the
statements made are incorrect, being
based on misinterpretation and misrep-
resentation of the data in the relevant
tables for the 1960/61 academic year.

In the statistics on first-year univer-
sity students, the author of “Letter to
a Teacher™ has taken into account, as
far as the social and economic class
of fathers are concerned, only sons
of “lavoratori dipendenti”, blue-collar
wage-earners (6,301) and unpaid family
workers (150), totaling 6,451 and
accounting for 13.5 per cent of the total
(47,802). He has deduced from this
that sons of working-class fathers
account for only 13.5 per cent while
the rest (85.5 per cent) are “daddy's
boys”.

Apart from the unflattering implica-
tions of the words “daddy’s boys”
—whether in Italy or elsewhere—the

Letters to the Editor

conclusion is basically false since the
term working-class must be taken to
include not only wage-earners but also
the self-employed, such as craftsmen,
shopkeepers, owner and tenant-farmers
and so on, whose sons at university
number 12,292 and make up 25.7 per
cent of the total. In other words the
percentage of students coming from
working-class families (wage-earners
and self-employed) in 1960/61 was 39.2
per cent.

Even this figure must be regarded as
an underestimate since the working-
class should also include certain cate-
gories of white-collar workers who
statistically fall into the executives and
white-collar workers group. Similar
considerations apply to graduates.

From these facts and in view of the
changes that '‘have taken place since
1960, it is reasonable to assume that
Italian university students from working-
class families now account for about
half the total. This has been confirmed
by a special survey of first-year uni-
versity students, also carried out by
the Istituto Centrale di Statistica. This
survey shows that in 1967/68 47.3 per
cent of first-year students belonged to
working-class families (self-employed,
wage-earners and unpaid family workers
combined).

These comments should correct any
wrong impression your readers may
have gained regarding the university
student situation in ltaly.

Luigi Pinto

Director-General

Istituto Centrale di Statistica
Rome, Italy

IDEALS AND PRIORITIES

Sir,

I read with great interest but also
with some feeling of displeasure your
articles on the philosophy of Aurobindo
and the cultural city of Auroville (Oct-
ober 1972).

The efforts for internationalization
and the spread of culture connected
with Auroville are commendable; so is
the design and architecture of the
majestic “Sphere of Unity”.

But how much will all this cost? The
“Unesco Courier” frequently reminds
us about the problem of world hunger,
and when | think about the people of
India and the problems many of them
have to even subsist, | cannot help
feeling exasperated by this grandiose
extravagance.

| also wonder how many Indians will
benefit from the cultural influence of
Auroville when for many the major pre-
occupation is where the next bow! of
rice is coming from.

Mile Castel
Nice, France

ANIMALS IN PERIL
Sir,

As an international organization con-
cerned with the protection of nature
against the growing dangers of pollu-
tion, could not Unesco launch a
campaign to promote action for the
safeguard of animals and against their
systematic extermination. There are
many associations for the protection of

animals which would join in such a
concerted effort, and numerous news-
papers have recently added their voices
to warn against the increasing threat
to animal life.

Despite the opening of parks and
reserves, the protection of animals is
still largely theoretical and certainly
ineffective in Western Europe as in
other parts of the world.

Claude Lambert
Epinal, France

PEACE IN THE MINDS OF MEN...

Sir,

Looking over “A 21-Point Program-
me for a Global Strategy in Edu-
cation” (your November 1972 issue), |
found many references to what can be
subsumed under the category of know-
ledge and skills, but not a word about
attitudes.

I wish to challenge the educators of
the world with the question, “Know-
ledge and skill for what?” Does not
the great danger of anmnthilation of the
human race from war come from the
highly literate nations with their formid-
able technology of weapons, including
guided (or misguided) missiles? Is there
not a need for better character rather
than for more knowledge and skill?
Should we not set our sights on such
goals as world-mindedness and world
brotherhood and loyalty to humanity?

Has Unesco forgotten the slogan of
its founders—"Since wars begin in the
minds of men, it is in the minds of
men that the defences of peace must
be constructed.” Surely this Is a
matter not only for education but for
science and culture as well. If we do
not know how to develop attitudes and
understanding for peace let us direct
our scientific resources in that direction.

Theo. F. Lentz
Director, St. Louis Peace
Research Laboratory, U.S.A.

FROZEN ASSETS
Sir,

Why not take eggs and sperm of
animals and freeze it so that, if a spe-
cies becomes extinct, it can be brought
back to life again when we have obtain-
ed an ecological balance?

Malcolm Samuel (14)
Wetherby, U.K.

UNJUST COMMENTS ?
Sir,

As a teacher | was struck by the
extremely cntical assertions in your
issue devoted to failure in school and
the social background of students
(June 1972). Today's teaching system
is far from perfect and calls for chan-
ges and adjustments to meet the needs
of the modern world. But this is no
reason for openly condemning the
teaching establishment as a whole
which, after all, has helped to make
us what we are. These accusations
of incompetence and partiality are by
no means fully justified, but the fact
that they are publicized by an organi-
zation which claims to be objective
gives them all the more force.

Eliane Audoly
Blois, France
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