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& Hti'aa‘/uct{on

Liemy workers are repelled by the bewildering range
of theory and practize that they find in coniemporory
art, in all its media.

cch of Th-:se tre‘mds has itz own
lluLlc 11’1 COmrmon.—
o material roality;
al activity. “"No politics

o>y all divorce it from practi

tion of the general crisis
They have o two way
hermiul effect: They degrade art, by squeezing out of
it its hisforic social functicn of helping man in his strug-
gle for e “mcmf“lpcmon and they aim to isolate the work-
i sople from art, and thus dezprive them of a vary
weaapon in their social struggles.
Itis L‘“m aim of this pamphlet to help defzat some of
roften idzos, and to help find the correct way to
uze art in the strugcle against impesriolism ond for the
uilding of Socialism.

' CHAPTER 1,
The Emergence of Consciousness

l]y a human octlvny It is an act of
Engels warned us long ago, because
eing the products of conscicusness—
, art, elc.——~—cappaar to dominate reality
lose sight of the real origins of con-

4 bn (2

orget that consciousness is derivalive from
} things—we lapse info idealism and assume that
isness has in fact created cll things. Whereas
o, consciousness is itself a product of matter at
of its developm=nt. Human consciousness
only after aeons cf development of animal life
and it is qualitatively different from animal consclous-
ness. lts emergence is a dialectical lzap.

Marx hos expressed this:

“The practical production of an objective world, the
shaping of inorganic nature is proof of man as a con-
scious member of the species

"To be sure canimals also produce. They build
nests, dwellings, efc., like bees, beavers, ants and others,
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But they only produce for their own or their offsprings’
immediate neads; they produce one-sidedly, while man
produces universally; they produce only under the dom-
ination of immediate physical needs, while man produces
independently of physical needs and really produces
only when frez of those needs. They produce only tham-
selves, while man reproduces all nature; their product
belongs directly to their own physical body, while man
freely faces his product. Animals create according to
the measure and need of the species, while man can
producs according to the measure of every species, and
can everywhere apply the inherent measure of the
object.

"Hence, man also creates according to the laws of
beauty.”

The proczss giving rise to this humon consciousness
is brilliantly described by Engels in his “Transition from
Apz to Man.”

"Many hundreds of thousends of years ago, o
specially highly developed race of anthropoid apes lived
somewhere in the tropical zone | . . they were completely
covered with hair, they had beards and pointed ears
and they lived in bands in the trees . . . almost certainly
as an immediate result of their modes of life, for in climb-
ing hands fullil quite a different function from the feet,
these apes, when moving on the level ground began to
drop the habit of using their hands and to adopt o mors
and mere erect posture in walking.

"This was the decisive step in the transition from
ape to man.

"For erect gait among our hairy ancssiors to have
become first the rule ond, in time, o necessity, pre-
supposes that in the meantimes the hands became more
and more devoted to other functions.

"Even among the apes there already prevails o cer-
tain separation in the employment of the hands ond
feet . . . At first, therefore, the ocerctions for which our
ancestors gradually learnzd to adapt their hands during
the mony thousonds of years of tromsition from ape to
marn, could only have been very simple . . . befors the
first flint could be fashioned into a knife by humon
honds, a period of time must have elapsed in comparison
with which the historical period known to us copears
insignificant. .

"But the dacisive step was taken. The hand kecame
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free cnd could henceforth attain ever greater dexterity
and skill, and the greater flexibility thus acquired was
inherited ond increased from generation to generation.

“Thus, the hand is not only the organ of 1ctbor,_ it

is also the product of labor. Only by labor, by adctptuzil
tionn to ever new operations, by the inheritance of the
resulting special development of muscles, ligaments,
and, over renewed periods of time, bones as well, and Iby
the ever renzwed employment of these inherited' im-
provements in new and more complicated operations,
has the human hand aitained the high degree of perfec-
tion that has enabled it to conjure into being the picltures
of Raphcel, the statues of Thorwaldsen, the music of
nini.

pagq’But the hand did not exist by itsell. What benei-
fited the hand, benefited also the whole body served,
and this in two ways:

"Tn the first place the body benefited in consequence
of the law of correlation of growth, as Darwin called
it . .. chonges in certain forms involve changes in Fhe
form of other parts of the body. The gradual perfecting
of the human hand ... has undoubtedly also reacted on
other parts of the organism—including the brg'm.

(Note—This hypothesis has besn confirmed by
modern biology.—P.M.) . _

"Much more important is the second way in which
the hend affects the rest of the organism. .

“The mastery over nature, which begins with th’3
developments of the hand with labor, W1dened‘mar}s
horizens at every new advance. He was continually
discovering new properties of natural objectsl, On the
other hand, the development of labor necessarily hslped
to bring the members of society closger toggther by Enul—
Hplying cases of mutual support, joint CICU\IIHIY, and by
making clear the advantage of this joint activity to each
individual. _
mdw”lldr? c;hort, Men in the making arrived at the point
where they had something to say to one another. The1
need led to the creation of its organ; the undavelopead
larynx of the ape was slowly but S}Arely transtormed by
means of gradually increased modulaticn, and the or-
gons of the mouth gradually lecrned o pronounce one
articulate leiter after another. . .. -

“Pirst comes labor; after it, side by side Wl’[‘h 1’[:
articulate speech—these were the two essential stimuli
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under the influence of which the brain of the ape gradu-
ally changed into that of man . . .

"Hand in hand with the development of the brain

went the development of its most immediate instrument
...the sense organs. ..

"The reaction of labor and speech on the develop-
ment of the brain and ifs attendant senses on the in-
creasing clarity of consciousness, power of dbsiraction
and of judgment gives an ever renewed impulse io the
further development of both labor and speech . .

"By the co-opzration of hands, organs of soeech
and brain, not only in each individual but also in society,
human beings became capable of executing more and
more complicated operations, of setting themselves and
cchieving higher and higher aims . . . Labor itself be-
came different, more perfect, more diversified.”

This brilliant work by Engels is the clearest exposi-
tion yet of the Marxist concept of how consciousness was
aeveloped to the level whers artistic creation became
possible.

It is important to note two particular aspects of it.

Firstly, the concept of conscicusness in Engels’ work
work is a two-sided one.

Consciousnzss is a dialectical unity of intellect ond
sense perceptions, of thought and feeling, As man's
brain develops and his power 1o generalise and deduce
grows, it requires morz of "its immediate instruments, the
senses.”’

And, of course, as the senses develop, become meore
sensitive and able to give a clearer picture of reality
tc the brain, they naturally set the brain more complex
tosks of generalisation, they stimulate further develop-
ment in the brain.

The idedalists in art (ond in science too) distert o'l
thie. They deny any real connection between art and
life. Flowing from this, they obscure the r=al nature of
cognition, metaphysically building a Chinese wall be-
tween intellect and sensation.

Picasso, for example, in his cult of cubism clevates
intellect as aqgainst the senses: Matisse, the zenses as
against the intellect. Both distort reality, and because of
their common incorrect basis, have elements of each
other's distortion.

As we have said the hasis of this distortion iz the
cattzmpt to separate art from life.
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It is o distortion of the r=lationship ‘betwe‘en cor-
sciousness and the material environment in which con-
sciouszness functions. |

Fs Fnoels shows, man's consciousness e'\‘folvea and
deveioped as part cof the process of mastering nahﬁr_e,
The history cf consciousness is at the same t1.mo the ‘ﬁ:
iory of human {reedom. Freedom varies dlrectlyﬂw\n 1
man's understonding of and control over natural law.

It has boen apily definsd by Engels as "the recos
nition of recessity.” 1

Dot the bourgeois theorists stand this on its head—-
they equate ignorance with freedom.

Fer example, the French art critic, Mcmrlice Rcyn(ﬂ,
=5 the work of the French sculptor, Lipchltlz, because
s oim s o keep instincts and desires intact in the form

i

. ‘ i,,
. which man cave expression to them at the time of his

37 ragate >

firet appearcnce on eorth. *

» N inhibi! insti h int-
Thig theme of uninhibiled instincts ds the quir

\

I

I freadom tuns rioht through the whole Qf

hetics and psychology. Tt gzrves their
) e . 1‘ 1 e

<iedise man, but it is completely unscientific.

ot

As instinet is an innate tendency _to gct m c{,{ certdin
way uhder a given stimulus.‘ A bee instinctively stor:s
honey. Throughout its life hxs’pry it has bee{l e{rkllqaqq
in mortcl combot with another insect, the Phi cml_' us,

Uncountoble millions of bees have been kiiled Ib:_/
Philanthi, while sipping honey from Howers alongsice
their enemies.

Put the bee 18 incapable of learning to take even
the elementary pracaution of flying away.

Fnother example. The moth, known‘as thﬁ? Oti];
Fggar, seeks out the female of the specles uéh erT ¢
stmulus of an emonation from the femqle. ut t"ﬂ:le‘
Fabre records how the maies will ﬂy right past 1 f
females, in clear sight under a’bell jar, to a plece o
flannel saturated with the female's effluvium. .

This then is the "freedom’’ beloved of the bourgeois

=cadents.

@ GTEE is the goal to which they would lead us—bgck
frorn consciousness to instinct—back f.rom homo sapliens
io the beast and beyond that to the insects.




CHAPTER 2.
Art and the Labor Process

Art is one manifestation of consciousness. Just as
consciousness itself emerges ond develops in insepar-
able connection with the labor process, so does art.

This is perfectly obvious in «ll primitive art. Here
it is directly part of production. The rock drawings and
corroborees of the aborigines, for example, play o vital
part in their primitive mode of production.

In their hunting dances, tha dancers create an image
of the movements and habits, say, of an emu. The dance
selects what is typical (what “most fully and vividly ex-
presses its essence’’ —Malenkov) about the emu, thereby
heightening all that the tribe needs to know in order
effectively to hunt it. In doing so, they stimulate the
tribe to hunt,

Their rock drawings perform o similar role. Failure
to see this leads bourgeols art critics into the most
apsurd confusion. A few vyesars ago, great intersst was
aroused by the discovery in Altamira, Spain, of rock
drawings dating kback to the Palaeolithic sra, right in
humanity's infancy.

These drawings are characlerised by
vivid capturing of motion.

Idealist attempts to explain
grotesgue.

Engligh critic, Eric Newton, admits his bewilderment.

"Until the late 19th ceniury,” he writes on page 47
of his European Painting ond Sculpture (Panguin
edition) "when, influenced by the camera, ariists began
to specialise in capturing the swift momentary gesture,
only a few exceptional draughtsmen had been capable
of making this kind of drawing. How Palaeolithic man
managed to do it is a mystery.”

His fellow Englishman, Roger Fry, is not so modest.
He "explains” the mystery:

"It would seem not impossible that the wvery per-
fection of vision and presumably of the other senses
with which the Bushman and Pdalaszolithic man were
endowed, fitted them so perfecily to their surroundings
that there was no necessity to develop the mechanical
arts, beyond the elementary instruments of the chase.

"We must assuree that Neolithic mon, on the other

their most

these drawings are
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hand, was less perfectly adopied to his surroundings, but
that his sensual defects were more than compensatedl for
by an increased intellectual power.” (Vision and Design,
Pooe 84, Penguin edition.)”

Here we have exprassed in its crudest form, the theo'ry
to which 1 have already referred. According to Fry, in-
tellect varies inversely 1o sensual powers. Therelore, i
we were deaf, dumb, blind and nerveless our intellects
would be gigantic, o

Neturally, basaed on such an absurd proposition, }“ry’b
Yeyxrlanation” only raises more mysteries. i Pc]aeolﬁbg
man was fitted “so perfectly to his environment” how did
his culture ever become supplanted?

Teo o Marxist there is no mystery in all of th_is. The
Ariiive rock drowlings are brilliontly reclistic because
they were part of a labor process bosed on hunthlaq.

Their social funcition depanded on their seleciion ol
i 1 in the movement of ths bison and other goime
11 dronohismeonship arose from that necessity.
charmcter of art is clear in its primitive forms.
Ations cre images of reality, so crystallising
lote social action for the

‘s ; 3704 gt N BT
raclity s to focilitate ona sir

(SN e edritl . . .
But, of coure, art is affected by the division of lanor

cCoulz,

which flows {rom mon's growing knowledge of naturs.
Tven amona the Aborigines, the individual artist is w_eﬂ
esiablished, Dancers and story tellers whose skill wins
them invitctons from the neighbouring tribes ars noted
by many students of the oborigines.

Rut these individuals are artists only to the extent
that they are oble to express the collective idea and ful-
fill the social nead.

With the break up of society into classes, the collec-
tive ceoses to be the whele of society aond becomes in-

“FOOTNOTE—~In o footnote, Fry osserts that his
hypothesis on palasolithic man "is certainly the case
with Australion oborigines.” This crrogant and absur(;l
assertion highlights the need for Marxist study of abori-
ginal culture.)
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stead the class whose interest the art serves. In clas
society, therefore, art is clways class G*L—”frt is always
a weapon serving a particular class in struggle with its

rivals.
CHAPTER 3.
Slave Art

From that point ait's developmant procesds in two
slreams—the art of the ruling class or classes and the
art of the exploited masses.

Thus whan we spzak of Greek Art we usually refer
to art that expressed the aspirations of the slaveowners.
It was an art which grew rich in lechnique beccuse iis
practitioners, maintained by the labor of the slavess, were
able to devote their whole time to periecting the vehicles
for their id=as.

So long as their idzas and aspirations were towards
historically necessary ends, so leng did their art grow
and mature.

By the Periclean era in Athens, art had achieved a
level which in many resoscts still hf‘[ not keen sur ou

But the crisis of slove y rapidly expresse
art,  This is ’[mo in a garticular as well as in a cenezral
sense. ’T‘ho history of Egyptian, Persion, Greek, Romaon
etc. arl is ot ‘r‘e sama Hme a history of ths rise ana il
of Lnese varlouo QLUV” Clvﬂ‘"fumma

w

sy:*e»m The two cor three centuries, \vruch have "the
birth of Christ” as their centre are ths days of Rome's
graatest glories. While prevented by the general crisis
of slavery from cchieving the heights of the Greek city
states, Roman art of this period was rich and fruitful.

Horace, Virgil and dozens of others
annals of art lived in this period.

But at the same time the seeds of the final destruction
of slavery were being sown. Productive forces were reach-
ing the stage where slave relations were a fetter.

The process exprzssed itself in most complex class
struggles—the punic wors had on the one hand disposs-
essed a large number of the free peasants who had found-
2d Rome, and driven them into the cities as propertyless
but free Plebs; and on the other hand enriched o handful
of large slaveholding landowners, the Patricions.  Civil

5o )
meCe in the
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hit betwesn tﬂcm two clazzes co
for 160 vears. And at the sam= tims ther
ceasing efforts of the slaves to Iree themse
the Spartacus revolt was the most d__ro’m:ztfc ar
ast to succeed.

Theze class tensions eventually threw up the emper-

vars wera o

orship—resting its powsr precariously on the ter
ance between theose class forces. Emperors bzoo
sclhute” in relation tc these classes; but grew ev
dependznt on the army which by the first century
oppointing and deposing them almost at will.

Differeatiction ocours ameng the slaves, a few {inding
importcnt places in the state apparatus, many L eing trans-
formed into serfs, and vet others into prolstaricns, De-

isction sgreads among the ruling classes, expressing
m mony new ideologies, most of Whlu,. ore chrys-
tolli=zod in Chuistionity.

Underlying oll this was the rapid decay of nroductive
Huge areas of land were lost to azriculiure, water
reticulction systems fell into disuse; industry decayed.
Continuous forsign and internal wars ate away the soul
of Rome.

The rosult was an almost complete desiruction of
slave art.

Painting which had recched high psoks in Athens

A irice virtually ceased o exist in th>
e glory of Periclean Athens
igusian Rome, disappears for canturies.
shis zcaled by the dramatt
ohers of Greece, literaturs descends to th

o survives for o coupls cf cen
hen dies.
strzam of art, that cf tvo cppresced

.
o7

But }
masses, lows cn.

The masses were the saviours of art. They preserved
music in their folk songs, theatre in their folk dances and
Hterature in their folk tales.

Wrm the Feudal mode of preduction has finally
- ma form of stability in about the 10th century,
wt is from this healthy stream that the new ruling class
art drinks.

The minsirel and jester, essential featurzs of Feudal
social life illustrate this point. So do the Anglo-Saxon
chronicles of Beowulf and other folk stories to which all
modern literature tfrace their roots.

13



CHAPTER 4
The Renaissance

This phienomenon presents iself go regularly in the
history of art, that it might ke cailed a law. At nodal
pointe of social development, the new rising class fusss
much of the folk art with the techniques and forms de-
veloped by educated ruling classes to mould an art which
wiil express their own pregressive or revolutionary as-
pirations.

It was a feature of the renaissance. The precursors
of bourgeosis literature drew on the vernaculars in which
the common peopls told their tales and on the lales them-
selves for such works as the Decameron. The composers
found in the folk songs of the minsirels malerial with
which tc supplant the Gregorian chant; and so on.

And the renaissance is a grachic illust
relaticnship that art as a part of the supzsrsiractu
to the sccial base.

It commenced in ltaly where crooqraphical and other
fczcio* had allowed the embryonic caplialistz io be the
first to achieve closs consciousnzze,

Dxxrmg a period of chout three centuries the city
states of Haly, situated on all the main trade routes had
in alliance with the "merchant princes’” wrested liberiies
from the Feudd! lords.

T this period Danie, Boccaccio, Giotio, Leonardo,
Angelo, Palaesirini, The Comedia Del Arte and
countless other masters in every field of art flourished.

Irv maanificent artistic imagss they began io satirise
the church, and express a consciousness of nationhood,
a new awcareness of maon and nature and other concepts
hostile to feudal ideas.

It should be noted however that the development
was not =ven over the whole three centurizs, and that
a real leap was taken between 1480 and 1550.

By this time the development of commodity produc-
tion as well as trade had reached levels to justity Engels’
statement that ltaly was the first capitalist nation.

In those 70 years the renaissance reached its full
bloom. Of it Engels said: "ltaly ross to undreamed of
flowering of art which seemed like a reflection of classi-

cal antiquity ond was never atiained again . . . It was:
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the greatest progressive revolution that mankind has so
far experienced, a time which called for giants and pro-
duced giants . ..giants in the power of thought, passion
and character, in universality and, learning.

"The men who founded the modern rule of the bour-
gzoisie had anything but bourgeois limitations. On the
contrary, the adventurous character of the time inspired
them to a greater or lesser degree.” (Dialectics of Nature.)

The cutting of the trade routes by the Turkish cap-
ture of Constantinople in 1453 raised the need to find
new ones. In the ssarch, Columbus, Magellan and others
performed wonders of navigation. In the process they
weakened the base of the Italian capitalists by diverting
trade from their city states. Within a century the glories
o Italian renaissoncs art were no more.

The centre of capitalist development shifted to Spuain,
Englaond, the Netherlands — countries occupying key
positions on the new trans-oceanic trode routes.

In all those countries, as the Capitalist class ke-
comes conscious of itself art becomes transformed #o
convey their ideas. (In Spain, the development was cut
olf by the lemporary victory of the Counter-revolution.)

The Elizabethan period was a nodal point in this
process in England.

It produced a rich crop of brilliont men, the greatest
of whom was Shakespeare.

His geniug created drama peopled with men and
women who typified the class relations and tensions ot
his epoch.

He wrote an historical cycle which "justified” the
Tudors’ claim to the throne. . .in his early comedies and
comedy dramas he proclaimed the new ethic of the cap-
italist class. But he was at his greatest in his tragedies.

These were written in the period from 1600 to 1610.

In 1588, the merchant capitalists had achieved a de-
cisive victory over Feudal Spain’s counter revolutionary
armada.

The allionce with the Tudor monarchy, product of
the whole 16th century had paid its dividends. The
Venetian and German trade rivals, who had hung on in
their London depot, the Stezlyard, had finally been routed.

Merchants organised in such groups as the Assoctt-
tion of Merchant Adventurers, of which Good Queen

15



Bass w was a shareholder, were locting the new world and
returning profits of from 600 to 700% per vovage.

Capltahst production was beginning to spread. These
asvelopments demanded nsw adijustments io the alli-
ance with the crown.

Queen Elizabeth, for exm“ol’), was prassed and ra-
luctantly agreed to forego her right to crant irade mon-
opolics to her favorites.

Tensions therefore were inevitable. But they were
heightened by the death of Elizabeth and the cccessi
to the throne of James VI of Scotland.

He had no patience with gnd no understanding of
the Merchant capitalists.

He resented their dema
thern an explicit admission i

FPeeling their opposition he sought support from
then s _spe rhead of recction—TFeudal Spain.

By 1612, The Spanish ambosscder waos virtual dic-
tator in Londen.

The class relations, which hod inspired Shakescears
had passed. He wrote no more citer about lP

[ akespeare’s trag

oi the voung capita
hest callery of charce

Yearning for a sirony monarch to proie ct them {rom
fzudal lcwvl”:snew, grzed and ambiticn; vacillation
arising from distrust of the monarch on whom they must
rely; ruthlessness ,a qu CzMy recognised as necsssary but
still net created by his ... and so on. Thesz were
thz emotions and o= onat‘ow which found artistic ex-
pression in the fragedies, creations in which thoughi
and fzeling were fused to inspire the bourgeoisie o ih:>
political iasks {facing them.

But kecouse at that time, as in Itoly earlizr, ike
bourgeoisie were standing ct the head of an awakening
people, Shakespzarae was able to transcend the limiia-
tions of the capitalists. Rooted to that class, his genius
flowered and spread beyend its confines. It belongs to
all men.

And to-day, because of its profound humanism, thz
Capitalists, in their death throes, are uneasy in its pre-
sence. It is to the workers in the Soviet Union and
Peoples’ Democracizs that Shakespeare now speaks with

full significance.

“
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CHAPTER .
Action and Interaction

This does ro! mean, of course, that developments ir:
P ducu ve forces are simply parolieled in art.
The further the particular sphere which we are in-

‘xésii@;ung is removed ‘rom the =conomic sphere and
approaches that of pure ohstract ideolcay, the more shali

£ R
ind it exhibiting CI(“CICCI’HQ 111 its development, th2

L
¢ will iis curve assume a zig-zo
"But if you plot the average oxis of the curve you
will find that the axis of the curve will appreach more
and more nearly parallel to the axis of the curve ci’
eConomic develor)rné“ the longer the period considersd
cnd the wider the fi ld dealt with . (Encgel's letter to
Heinz Starkenburg, Jemuary 25, 1894, in Mark cnd Fngels
cn Art end Literature . . . P 14, CBD ediiion.)
The relaticns beiween the base and the supersirus-
are not a possivie mechanical connsction but «
lcal in*eracaon.

LQ

Men make their own history, and in making it they
are influenced by contempeorary ideas ond by ideas
nom the past.
Early Australion poelry, for example, iz heavily
“mpfd *wﬂﬁ imagzery taken bodily from Tnoland and

teccked

o Ausiralians conditions.
example Irom Kendall's "September ir

N rost have bezen filled of the flowers,
While the fcrest discovers
t wings, with the halo of hyaline hours,
And the music of lovers.
"September, the maid with the swift, silver feet
she glidss and she graces
The valleys of coolness, the slopes of the hect,
With her blossomy traces;
Sweet month, with a mouth that is made of o rose,
She lightens and lingers
In spots where the harp of the evening glows,
Attuned by her fingers.”
Thesz words hardly meetl the requirements of the
rugged grandness of Australic—they are atiuned to the
softness of a different land.
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Yet Kendall loved Australia and had faith in it, as
expressed in his song to Caroline Chisholm:

"God's servant came forth from the South: she told
of a plentiful land;

And wisdom was set in her mouth, and strength in
the thews of her hand.

She lifted them out of their fear, and they thought
her their Mos=s aond said:

"We shall follow you sister, from here to the coun-
try of sunshine and bread."”

This inability to cope with the new environment was
not an individual weakness. It was shared by «ll the
writers and, paintzrs of that time.

Adam Lindsay Gordon could speak of "lands where
blossoms are sceniless, and songless bright birds.”

Conrad Martens could lend great love to his Sydney
Harbor, and Louis Buvelot to his Watzrpool at Celeraine,
but neither painter captured Australic.

Part of the problem, no doubt, lay in the strangensss
of the environment . . . iis light, coloring, fauna and {lora
so dilferent from Europe.

But the main reascn, I believe, lies in the strencth
of past id=as . . . ideas imported from England and
Furope, which could not be finally dispelled until the
material conditions had been created in the new country.

In Australia at this time, there wos growing a raal
national pride among the working people, as reflected
in theair folk songs and varns. The posts and painters
sxprass this pride and affection.

But, as Stalin once said, the Naticn is born in the
market place. The squatters did not cease to look on
England as “home” until capital accumulation had
reached a definite stage. It was directly in proportion
to the need for stable markets for the ever growing cut-
put from Ausiralion farms and factories that the idea
of Nationalism and Federction gained adherence from
the squatiers ond capitalists,

By the 90's a new siage had bzen reached in this
process.  Australion nalionalism came of age, and the
art forms reflect it,

There is nothing nostalaic about Lawson or Collins,
Roberts or McCubbin.

An Australion art has emerged.
18

CHAPTER 6.
Another Law

Technically, it is true, Australion painters 1earned‘,
much from the new approach to problems of 1ighth710
landscape adocted by the French post-impressionists.

But the French postimpressionisis mark a beginning
~f +he divorcement of the artist from his fellow men.

The Australion artists, on the contrary, posscessed O
deep love of their own -couniry cnd belizf in the men
and wornen who peopled it.  They were the first gr=at
realists in Ausiralian painting. ]

his {llustrates a law formulated by Plekhanov:

"The influence of the literature of one couniry oo
the literalure of another is direclly propoztiongl t,? the
similarity of the gocial relations of these countries. (Iri
Defence of Materialism, Plekhemov, P 204, Lawrence anc
Wishart, 1947) )

In 1890, Australian capitalism was still a healthy
orgonism. 1 transformed the art emanating from the
diseasad body of French imperialism.

Rut decadent French bourgois art deeply influences
Australion art to-day, and there iz no such lmf?.tamo‘r-
phosis . . . because the general crisis 9f capitalism is
now very far advanced in Ausirolia too.

CHAPTER 7.
Inhumanity—the Keynote

Bv is very noture, ori, in class societies, expresses

AL
the cspiration of a particular class— is a weapon of o
particulor closs. . ,

But thie does not mean that all artists consciously
fulfill such a function. Picasso is A member of the FrencTh
Communist Party and has « valiant record of struqqle‘
against the Imperialists, Matisse is an hgnored mgmﬁ;eg
of the peace movement. Rut they are rightly regarced
as the leading bourgeois artists of the day. ‘

To varying degrees, thousands of artists WhOlTe].eCt
or oppose the stondards ond cims of ﬁhe. capna%‘li?g
nevertheless continue to express bourgems 1<‘7ieo[s.v is
is not surprising.  As long as ccrp_itahsm §x1sts 1t. pro-
duces a constant stream of ideas that conform with s

ethics.
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It requires corstant and vigorous ideclogic
on the part of the working class to defeat Ihe;f s

So an arlist can warrant the description "'bourgeois
ariist’ even thouch he has no intention of helping
capitalism.

"What mokes them  representatives of the
bcurgeoisie,” M’a*" virote of the petitbourgeois
logiste of 19th Contury France, “is the fact t‘lcx, in
minds, they do nct oo boyond the limits which t
do not go bovend in that they are constontly dnv
thzoreticaily ic the come tazks and soluticns to which
material inieres octal position practically drive the

”'"hon is, in general, the relationship of the po’witical
and literary represertativos o o class to the ol lass they
wpresent.” (Marx, The Fighteenth Brumaire cf Louis
Ponaparte. . 44, New York International Publichora)

s of property, urc social
an antire sup
o_;_smlct and c¢h icolly formed sent
sions, modes of i and views of s,

"The entire class creates and forms them out of
its material touvnowicns and out of the correspending
scc*nl relations.

"The single
tradition and eds
motives and the

to-doy move w Ty T :
Based on dmhv ?h:y constfmtl\z fq#e economic crisis,
to which the only clleviation they can see iz wor.

Fer the peopls ’r“"  can offer nothing but mass star-
vation or mass annihilaiion. Their artists imprisoned in
this dark and airless cell resort to d= featism, cvnicism
and obscurantism. Nearly 100 years age, Marx foretold
the rresent ideclecical plight of the carilalists vwihen he
wrote:

Scciety has untl now always develeped within the
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confines of some kind of contradiction: in ancient times
it was the coniradiction betwzen freemen and slaves, in
the Middle Ages between the nobility and serfs, and in
medern times—»between the bourgeoisie and the prole-
tariadt.

"This explains on the one hond, the abnormal, ‘in-
human’ way in which the cppressed class has to satisfy
ite needs, and on the other—the restriction within which
the devslogment of social communion takes place, and
with it, the development of the whole ruling class; this
restriciion on development consists, thus, not only in the
exclusion of the crpressed class from developmeant, but
also the intzllectual limitation it imposes on the class
that does ths excluding—so that it, too, the ruling class,
is docmed to become ‘inhuman.’” (Queted by Kamenev,
in Aspects of Two Cultures, Voks, No. 52, 1947 from Marx-
Engels Coellected Works, Vol. 4, pp 419420, Russion
edition.)

This inhumanity dominates artistic crealon and
criticism of the capitalist class.

The Amsrican magazine Life, on December 2, 1948,
exprassed it this way: "For the ancient Greeks, man was
the centre of the universe; modem mon has reduced his
significancs to the level of an ordinary biological crea-

sed which conforms perfectly with the
that man is merely cannon fodder.

: ea 1s expressed even more crudely by
French *‘riiic, I\oance Raynal, to whose comments on
1 sechitz, I have already referred.

- — 1
he some id

=2 zome article, he writes:

he regards the adaptations stemming from
ceriain victories of reason as adaptation which must
ne-hessorily disappear or be supplanted as doubtful
acquisitions whereas the only sternal truth is represented
by homogans s original and primitive expression of
human nature.”

In shert, back to the animal levell Raynal's “eternal
truth” finds practical expression in the policy of the 1S
vrar plonners,

It is echoed by General Douglas MacArthur, saying
as he gozed at the murdered bodies of Korean patriots,
“"Thers iz a fine sight for my old eyes.”

And by General Roatner gloating "hot dog, hot dog,”
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as unormed prisoners of war run to escape American
flame throwers.

QOur minds are constontly beset by this kind ’of
poison, unlzashed by frightened men trying fo stop the
march of history.

Some artists, who purvey it, dc not do so consciously.
But to counter i we need artists who consciously sxpress
the aims and cspirations of the working class—the class
destined by history to lead men from such animal rem-
nants into full human conscicusness.

Ve ne=d arlists who are willing to fight for truth and
against the enemies of truth. This requires artists who
are conscious of their class alignment.

CHAPTER 8.
The Artist and the Class

It has always been true that arlists who understand
their own class positicn are made greater artists by that
kncwledge.

As Engels said of the geniuses of the Renaissancs:

"What is especially characteristic of them is that
they almost all pursue their lives and activities in the
midst of the coniemporary movemsnt, in the gractical
struggle; they take sides and join in the fight, one b
speaking ond writing, another with the sword, many
with both.

"Hence, the fullness and force of charactzr that
makes them complete men.

"Men of the study are the exception—either persons
of second or third rank or cautious philistines who do not
want to burn their fingers.” (Engels, Dialectics of Nature.)

The same is true of Milton, the great epic poet of
the English language.

Living in the period of the Bourgeois revolution, he
was s0 class-conscious, such a militant party man, that
for 20 vears he wrote no poetry—only pamphleis, be-
causa they were needed by his class.

Henry Lawson is another example,

His best work was produced when he was playing
an active part in the mass siruggles of the Labor move-
ment at the end of the 19th Century.

As already mentioned, the 90's marked a noddal in
Australion development.

In 1889, the price of wool began to fall, The em-
ployers were organised nationally in preparation for the
"great clashes between capital and labor,” which they
foresaw must come. 22
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Capitalism had come of age.

Industrially this expressed itself in the great sirikes
of the 90, politically in the Socialism of William Lcone
and his Paraguayan Utopia, the birth of the Labor Party
cand the attempt to neutralise the state; artistically it
brought forth the great democratic national art of Low-
son, Collins, Robkerts and cov.

It finds its sharpest expression in the poetry of
Lawson.

In poems such as Men Who Made Australia, Free-
dom on the Walloby, and others, he gave voice to the
budding class conscicusness of the workers.

The concept of mateship, nourished by the nature
of the country and the social conditions since the found-
ation of Australia, began to taks on a new militancy.

The workers became conscious that irades union
struggle had to be supplemented by political action.
This was stll not revolutionary conscicusness. They
still saw something accidental in their class conflicts—
they did not understand the historical necessity of class
struggle.

They had no vision of themselves as liberators of
mankind, leaders of humanity into o classless society.

It took more than one upheaval to destroy illusicns
nurtured cver 100 years.

The machine had gone a litile awry, but a miner
adjustment would surely fix it. With those concepts, the
Labor Party was founded.

Lawson saw further than the majority of his con-
temporaries. But inevitably he shared the limitations of
his class. So thot even in a fine militant poem like
Camberocora Star, we find lines of filthy chauvinism.

In much of Lawson's best work there is confusion
and even pessimism.

(It is not the purpose of this essay to trace the roots
of these weaknesses in detail; but it is necessary to men-
tion them because it was these roots that grew when the
social soil and climate changed.)

After the defeats suffered in the great strikes, a mood
of pessimism gripped the working class. This was only
partly alleviated by the high hopes held in the Labor
Party. (The leading Socialists deserted to William Leame's
Paraguayan Utopia).

By this time, Lawson had become a national figure
and much sought after by literary and bourgeois circles.
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Sharing the pessimism caused by the trade union de-
feats Lawson, under the influence of these strange circlzs,
began to lose faith in the working class. He became
divorced from the workers, the source of his genius.

Purthermore, cagitalism was rapidly maturing. By
the end of the 1st World Wor it had made considerable
progress in the development of heavy indusiry and had
acguirzd its own Imperialist ambitions.

The Trade Union ideas and naive nationalism of the
90's were dangerously inadeauate for the werking class
in this new sliuction.

The need for a revolulicnary class cci
and proletarian internationalism was onswers
by the formalion of the Communist Pariy.

But Lawson in his isclaticn took no part in ihis
maturing of the working class.

Shackled by the petitbourgecis ideas of t}_,
and isolated from the maluring working class, Lawson
toock no part in this new movement.

He vacillated betweon chaouvi
Coroncation Ode, eic) and nosialzic
Old io Rat, Sweeneyv, ete.)

Today, when the last groat class battles ars being
fought out, every crtist is faced sharply with the realities
of his class position.

Thosa wno seek to retain matericd comiorts from ihe
capitalists and vet deny their kinship with that class end
in disaster. Steinkeck, Pricstly, john Ford ond o thou-
sand others arz hideous illustiations.

Those who sesk to avoid contact with the "unclean”
proletariat and v=t purgori to despise the copitalists, end
in the bog of formalism and cbscurantism.

The artisi who loves humanity inevitably finds him-
sl allied with the working class. The future of art, as
of humanity, rests in their hands,

CHAPTER 9
Soviet Art

In the Soviet Union, the great flowering in every
artistic sphere is adequate expression of the working

class’s creative genius. . ,
There, art performs a vital role, moulding men's

souls for the historic task of building Communism.
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in 1920

The mighty achievements of the people, led by ths
working class and, its vanguard, the Communist Party,
provide the artists with bottomless springs of inspiration.

And the cleon, sharp knife of Marxist criticism cuts
away every cancer thot would obscure the artist's vision
or hinder him in creating adequate vehicles for sociely’s
glorious aspirations.

The rapid development of Soviet society raoises
special problems for the artist,

He cannot recreate reality in the leisured manner of
some painters; but has to be able to capture it with the
speed of a news photogropher.

Sholokov wrote Virgin Soil Upturned only 20 years
ago. It dealt then with o hot contemporary issue. Today
it is an historical novel.

This speed of development constantly presents ar-
tists with new problems—and criticism and salf criticism
are a vital law in this as in all other aspects of develop-
ment.

Nor are Soviet writers and artists deterred by at-
tempits to distort their efforts in this regard.

The recent Soviet Writers' Congress was devotad
almost entirely to self critical examinction of the weak-
nesses of Soviet Literature.

The Coapitalist press, tried to isclate part of this and
hold it up as a proof of the barrenness of Soviet art
creation,

But the flood of novels, poems, plays, music, painting
which flows from all corners of the Soviet Union gives
them the lie.

They seek comfort in the absence of o Leo Tolsto;
or a Nicolai Gogol from the Soviet Literary scene.

But as llyo Ehrenburg said in one of his critical
essays, "The Writer and his Craft;”

"Soviet society is now in the early morn of its de-
velopment; in history a few decades are but a brief hour.
Our writers ares like scouts.

"That is why we do not yet have a Pushkin or o
Tolstoy. But we shall have. Our Zenith is still before us.”

The Soviet people are achieving the highest levels
of artistic creation in the history of man.

They are creating Socialist Realism, which sets it
seli tasks such as those outlined by Malenkov in his
report to the 19th Congress of the Communist Party of
the Sevizt Union.

25



"Soviet people reluse to accept falsehood, medioc-
rity, art that has no message; the demands they maoke
on our writers and artists are exacting.

"In their works, our writers and artists must casti-
gate the evils, sores and defects that exist in society
and, in positive images, depict the new typs of people
in all the magnificence of their human dignity and there-
by help to train in the people of our society characters,
habits and customs that are free from the evils and vices
engendered by capitalism . . .

"Our Soviet Literature and art must boldly portray
the contradictions and conflicts in life: they must learn
to use the weapon of criticism as an effective means of
education.

"The vitality and importance of realistic art liss in
that it can and must discover and bring to light the lofty
spiritual qualiies ond typical positive features in the
character of the ordinary man and woman, and create
artistic images of them, images that will be examples
to others.

"In crecting artistic images our artists and writers
must always bear in mind that the typical is not only
what is most often met with.

"Typical is that which most fully ond vividly ex-
presses the essencs of the given social forcz. In the
Marxist-Leninist conception of the term, typical does not
mecan the statistical average.

"Typicalnass corresponds to the =ssence of the given
social-histerical phenomenon and is not simply what is
most widespread, often met with, the ordinary.

"A deliberately magnified image, brought out in
salient relizf, does not exclude typicalness; it reveals
the typical more fully and emphasises it.

"Typicalness is the main sphere of the manifestation
of partisanship in realistic art. The problem of typiccl-
ness is always a political problem.”

CHAPTER 10
Form and Content

There are two aspects of this masterly anclysis by
Malenkov that nesd stressing.
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. One is the relationship between form* and content
in a work of art.

Thgy are a dialectical unity; it is the unity and inter-
per_ﬁrangn of these opposites that constitutes the inner
mainspring of artistic development.

‘ IMcxrx‘ once said, "My property is my form, it is my
spiritual individuality.” (see footnote.)

. An q;tist is an individual through whom social as-
pm:tltlons find expression. He sesks to crecte images of
recrhtyl,lor recreats reality, to reveal its many sidedness,
to facilitate and encourage social action upon it.

Bgt the artist is part of thet reality—his conscious-
ness is a product of that reality. He cannot entirely
separate reality from himsslf (.e. achieve absolute ob-
jectivity) any more than he con remove himself from
reality. {absolute subjectivism.)

. .His artistic creations are therefore o fusion of in-
dividual consciousness with obisctive social reality. Art
is.cr synthesis of the obiective and ihe subjective. It is
this synthesis that expresses itself in the dialectical unity
of form and content.

Form is “spirttual individuality,” but it is socially
created. It grows and develops in response to the de-
mands of changing reality.

.btyles, raannerisms, adopted by individual artists,
which do not assist in expressing the social emotion, in
clarifying reality, are socially rejected.

' FOOTNOTE*: Those who assert that Marxism re-
alects form should study this impassioned plea by Marx.
You admire the delightful variety, the most inexhaust-
ible wealth of nature. You do not demand that a rose
should have the same scent os o violet; but the richest
of all, the spirit, is to be allowed to exist in ONLY ONE
form? I am o humorist, but the law orders me to write
seriously. I am bold, but the law orders my style to be
modest. Gray and more gray, that is the only author-
ised color of freedom. Every dewdrop in which the sun
is reflected, dlitters with an inexhaustible display of
colors, but the sun of the spirit may break into ever o
many different individuals and objects, vet it is per-
mitted to produce enly one color, the official coler.”
Marx and Engels on Literature and Art, CBD edition
rags 46, On Style)) h
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Those that do are accepled and become a part of
mankind's heritage. Thus forms arise. N

One example will illustrate this. Two o;t C‘rltl.CS,
William Orpen and Frank Rutter have deiczglbgsa the
main achievements of the Renaissancz in Painting as
Leing: | 1
Mem(l) The study of perspective, linear and aericl; and
(2) the study of anatomy of nude bodies in repose and
acticn.

These are accurate observations. But they are super-
ficial—they see only the formal aspects. .

Why did artists suddenly begin to find an interesi
in these forms?

Becousz the renaissance was characterised by o
profound humanism. o e

A resurgent peoplz led by the capitalists naniiesie
a profound curiosity obout man and nature. o

" The fetters of feudalism wers clothad in myshcl}sm,
and contempt for man. The flat, lifeless reprocentations
in teudal art correspended with the concepts propagated
by the ruling class.

A Man was o vassal. The various orders of bond‘otq,e
wzne eternally fixed---from the King who owed allegi-
once only to God to the humblest serf whosa reverence
for the divinity was supposed to find proper exprelss;lon
only through absolute subservience to all the higher
social orders. |

In fighting against these idsas, inhzrently hostl}e
to commodily production, the capitalists were oble to
place themselves at the head of all the oppressed classes.
Hence, the humanism of the renaissance goes keyond
beourgeols limits.

These new idzas, this new ccntent, demanrded n=w
forms and the new forms were fcund. Hence the per-
spactive and anatomy. _

Just as consciousness is a product of develop}ng
matter, so form ig constantly emerging from chgpqmq
content.  In this sense, content is primary, decisive.

But there can be no Chiness wall between form and
content, ony more than between consciousness and ma-
terial recality, or between intellect and senses.

Form is derived from content but it reacts back and
helps to determine contsnt
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A correct form strangthens and develops o con-
tent.  An incorrect form weakens and retords the con.
tent.

An artistic creation stimulaies action on reality,

~ The sicriing point in criticism is in which direction
does it sHmul action.  If it impels mankind to brutal-
ity and degeneracy, it is bad, socially dengerous :

. the more closely form and contont

the more dangerous is the crt

if it impels mon cnwards, the greater
e of the form and content the greater

of the idea expressed—the grzater is the

Hence today, more then in any nrevious per
arpratsal of ort is ¢ political question.

We live in the =poch of "moribund’’ capitalism.,
The copitalists have no aspiraticns other than to power,
to cling to their money bags. Deomed by history, they
know only despcir, contempt for humanity and hatr-d
or reason and truth.  Their art impels towards brutal

On the other hand, the working class, and the work
ing people whom it leads, have o glorious future, 1
which they can liberats themselves not only from h
ruling class that now oppresses them, but also from the
forces of naturz which now dominate us.

Their art evokes love of humanity, confidence in
ite future, datermination to win such o tuture. It iz the
art of peace, socially useful art.

Therz are no in belweens tcday. The struggls that
dominates all reality is too sharp to allow of eclecticism
Cne is either for peace or for war. TFor life or death.

CHAPTER 1.
Allies in Art

And that brings us to the second question—ncrrow-
n2ss or sectaricmism in art,

The working class has the responsibility of leader-
ship in art as in all fields of human endeavour. The
working class is the only consistently revolutionary class
in society. Iis relations to the means of production de-
termine that it will lead mankind to Socialism.

The working class peeds o socialist realis'ic art,
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which will not only expose the evils of modern capital-
ism, but will at the some time reveal the positive germs
of the future. |

Capitalism itself has been forced to provide certm{l
obijeciive factors essential for the mass building of such
an art. More complicated instruments of production gle»
manded a literate working class, and so & limited edu-
~ation was opened to the working people.

Furthermore, the tremendous development in pro-
Auctive forces achieved by progressive capitalism creatgd
conditions in which the working class was able o win
more leisure; and thus use their education forlmore ﬁhgn
merely improving their profit making capacity for the
koss.

Put narrowness or sectarianism will only hinder the
Juilding of such a Socialist Realist art.

Appreciation of the need for a specifically work}ng
~lass art doss not imply rejection of all non-working
<lass art.

The class relations of today were accurately fon‘a—
told by Marx: “No class in civil soclety can play thls
part unless it calls forth « phase of enthusiasm in its
own ranks and those of the masses: a phase when it...
is identified with society, is felt and recognised to be
the universal reprasentative of society, and whan its own
demands ond rights are really the demonds Emd rights
of society itself, and it is in fruth the social head ond
the social heart. ..

"The position of liberator cannot be taker} by storm
simply through revolutionary energy and intellectual
self-confidence.

“If the emancipation of a particular class is 10 be
dentified with the revolution of a people, if one social
~lass is to be treated as the whole social order, then on
the other hand, all the deficiencies of society must be
concentrated in cnother class; o definite class must b@
the universal stumbling block, the embodiment‘ci uni-
varsal fetters.)’ (Marx. Contribution fo the Critigue Qf
Heaelian Philosovhy of Law, quoted by Plekhanlov in
In Defence of Materialism, P. 198, Lawrence & Wishart,
1947.)

Today, to monogoly capitalists, who nesd war O.fld
Yave no future are the “universal stumbling block, the
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embodiment of universal fetters.” And the working class
ig the head and heart of society.

Consequently, its aspirations are not narrow but em-~
brace the aspirations of all other classes except the
universal stumbling block.

Consequently the working class can accept and in
fact needs the support of the art of allied classes.

The point was well made by Joseph Revai, a Polit-
ical Committee member of the Hungarion Communist
Party in a discussion there some years ago:

"The struggle for the adherents of literaiurz and
for the realisation of the principle of Party literature does
not exclude the possibility of having fellow travelleirs
and allies on the literary front...ws= do not close ocur
eves to the class limitations of our classical realists and
to the weaknesses that arisz from them, but we alsc
know that their work and importance . . . cannot be char-
acterised and understcod from these class limitations
clone. ..

"As early as 1925, the Bolshevik Party emphasised
it is necessary to exercise the greatest tact, the greatest
patience, towards thosz literary circles which can ond
will go hand in hand with the proletariat.”

CHAPTER 1.

Conclusion

While it is not the function of this essay to traverse
the organisational political tasks facing the working class.
in the sphere of art, it would be incorrect not to mention
at least their main azpects:

Communists have a leading responsibility in the
fulfilment of these tasks.

We must crezate a body of work that adequately
expresses the aspirations of the working class and its
allies, and that will inspire them in the siruggles chead.
Communist Party organisations should assist our artists
in the choices of themes and suggest particular projects,
without inhibiling of course the artist’s freedom of choice
in this matter.
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We must create conditions for the releassz of the
mass creative initiative in the working class.

And we must rally art workers around thesir econo-
mic, political and ideological demands.

The Communist Party must take an even firmer arip
on the lamp of Marxism and direct its rays chead along
this particular path, so that art can play its proper part
in ithe struggles now being waged for the fate of human-
ity.
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