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antrocjuction

Many workers are repelled by the bewildering range
of theory and practice that they find in contemporary
art, in all its media,

Each of these many formalist trends has its own
theory. But they all have one characteristic in common:—
they all distort art's pelationship to material peality;
they all divorce it from practical activity. “No politics
in art” is their slogan.

These theories ara a reflection of the general crisis
gripping monopoly capitalism. They have a two way
harmful effect: They degrade art, by squeezing out of
it its historic social function of helping man in his strug-
gle for emancipation; and they aim to isolate the work-
ing people from art, and thus deprive them of a vary
valuckle weapon in their social struggles.

It is the aim of this pamphlet to help defeat some of
these rotten ideas, and to help find the correct’ way to
use art in the struggle against imperialism and for the
building of Socialism.

CHAPTER |,
The Emergence of Consciousness

Art is essentially o human activity. It is an act of
consciousness. As Engels warned us long ago, because
wa are used to seeing the products of consciousness—
science, philecsophy, art, etc.-—appear to dominate reality
wz cre inclined to lose sight of the real origins of con-
sciousness.

We forget that consciousness is derivative from
material things—we lapse into idealism and assume that
conscilousness has in fact created all things. Whereas
of course, consciousness is itself a product of matter at
a stage of its development. Human consciousness
emerges only after aeons of development of animal life
and it is qudlitatively different from animal conscious-
ness. lts emergence is a dialectical lsap.

Marx has expressed this:

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

"To be sure animals also produce. They build
nests, dwellings, etc., like bees, beavers, ants and others.
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: But they only produce for their own or their offsprings’
immediate needs; they produce one-sidedly, while man
produces universally; they produce only under the dom-
1.nc1t10n of immediate physical nzeds, while man produces
1nc}epepdently of physical needs and really produces
oniy whien frez of those needs. They produce only ther?l-
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 spacies, while man can
produce according to the measure of every species, and
can everywhere apply the inherent measure of the
object.

'Hglnce, man also creates according to the laws of
beauty.
o '.Iglle process giving rise to this human consciousness

Xparltolal\r/lltg.’c’iescnbed by Engels in his "Transition from

"Many hundreds of thousands of

specially highly developed race of cmthrongieccilr;peo';glci)\lzeéI
somewhere in the tropical zons | . . they were completsly
covered with hair, they had beards and pointed egxrs
and th_ey lived in bands in the trees . . | almost certainly
as an immediate result of their modes of life, for in climb-
ing hands fulfil quite o different function ffom the feet
these apes, when moving on the level ground began tc;
drop the habit of using their hands and to adopt o more
and ,more erect posture in walking. i
oo tgh;axas the decisive step in the transition from

"For erect gait among our hairy ancs

become first the rule and, in time,Y ancr)lvesctg;zitt; h;ﬁ
supposes that in the meantime the hands became’ mc_>re
and ‘more. devoted to other functions,

. Even among the apes there already prevails o cer-
tain separation in the employment of the hands and
feet . . . At first, therefore, the operations for which our
ancestors gradually learned to adapt their hands during
the many thousands of years of transition from ape to
man, gould only have been very simple . . . befors th
first flint could be fashioned into a knife 'by’ thai
Svci(tr;lds, ﬁt. p}?ﬁid of_timg must have elapsed in comparison
insignﬁiclgnt,t e historical period known to us appears

But the dacisive step was taken. The hand became
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iree and could hénceforth attain ever greater dexterity
and skill, and the greater {flexibility thus acquired was
inherited and incrsased from generation to generation.

"Thus, the hand is not only the organ of labor, it
is also the product of labor. Only by labor, by adapta-
tion 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 by
the ever renewed employment of these inherited im-
provements in new and more complicated operations,
has the human hand attained thz high degree of perfec-
tion that has enabled it to conjure into being the pictures
of Raphael, the statues of Thorwaldsen, the music of
Paganini.

“But the hand did not exist by itself. What bene-
fited the hand, benefited also the whole body served,
and this in two ways: '

"“In the first place the body benefited in consequence

of the law of correlation of growth, as Darwin called

it . .. changes in certain forms involve changes in the
form of other parts of the body. The gradual perfecting
of the human hand ... has undoubtedly alsc reacted on
other parts of the organism—including the brain.

(Note—This hypothesis has beesn confirmed by
modern bioclogy.—P.M.)

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

"The mastery over nature, which begins with the
developments of the hand with labor, widened man's
hqrizons at every new advance. He was continually
discovering new properties of natural objects. On the
other hand, the development of labor necessarily hzslped
to bring the members of society closer together by mul-
tiplying cases of mutual support, joint activity, and by
maoking clear the advantage of this joint activity to each
individual.

“In short, Men in the making arrived at the point
where they had something to say to one another. The
need led to the creation of its organ; the undeveloped
larynx of the ape was slowly but surely transformed by
means of gradually increased modulaticn, and the or-
gans of the mouth gradually learned to pronounce one
articulate letter after another. . . . '

"First comes labor; after it, side by side with it,
articulate speech—these were the two essential stimuli

7



under the influencs of whi i
2 ich t

ally”c}?qnged into that of mcmhé orain of the ape gradu-
wont hc‘tenci1 in 1hcmd with .the development of the brain
2 " evelopment of its most immediate instrument
-+ - Ihe sense organs . . | e
ens 'I;}Eetgea;no'n of lab.or and speech on the develop-
t € brain and its attendant senses on the in-

and of judgment gives
an ever renewed im
furthlgé df}\lfelopment of both labor and speefﬁﬂse o the
Y he co-operation of hands o) s
' : : . organs of g
ﬁgigagle,i;lg; ol;q]y In each individual but also in séi?gfyh
) ecame capable of executin l
' . 23 g mor
Cr?ciri c‘omzilllcated operations, of setting themselve(sa gr?g
o v.vg}fgf igher and higher aims . . . Labor itself be-
m%‘hjl grﬁ]z?t, more perfect, more diversified.”
s oriliant work by Engels ig the clearest exposi-

tion yet of the Marxist concept of how consciousness wasg

developed to the 1
e =) jat3 :
possiblo, vel where artistic creation became
It is important to note two particular aspects of it

Firstly, the
i N2 concept of consciousness ; ‘
work is a two-sided one. TS i Engels” work

Consciousness is a dialectical unity of intellect and

sénse perceptions, of thought and feeling. As man's

Sig\ll\r;sdﬁvrzlgp’s and his power to generalise and deduce
, ulres more of "its i i i
orows, | re of "its immediate instruments, the
Sensﬁl&d, of Cciourse, as th'e senses develop, become more
ponsit be an able to qlve a clearer picture of reality
o b Oflrcrqmr,l thel'_y xatgtural}lly set the brain more complex
eneralisation, the '

mont i e pral Y stimulate further develop-
. T}rﬁ;deghsts in art (ond in science too) distori al]
pnis. o ‘Y deny any real connection between art and
C.O X . owing from thls, they obscure the rzal nature of

gnition, metaphysically building & Chinese wall b
tween_ intellect and sensation. : ('}
. 11Pﬁlctcrsso, for.excxmple, in his cult of cubism elevates

ellect as against the senses: Matisse, the senses <;s
gingt the 1nte_11ect. Both distort reality, and because of
~ell common incorrect basis, have elements of !
other’s distortion. en

As we have said the basi i
! asis of this dj ' is

attempt to separate art from life. siortion s the
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[t is a distortion of the relationship between con-
sciousness and the material environment in which con-
sciousness functions. . :

As Engels shows, man's consciousness evolved and
developed as part of the process of mastering ncature.
The history of consciousness is at the same time the his-
tory of human freedom. Frzedom varies directly with
man’s understanding of and control over natural law.

It has been aptly defined by Engels as "the recog-
nition of necessity.” :

But the bourgeois theorists stand this on its head—
thay equate ignorance with freedom.

For example, the French art critic, Maurice Roynal,
praises the work of the French sculoptor, Lipchitz, because
"his aim is to keep instincts and desires intact in the form
in which man gave =xpression to them at the time of his
first appearance on earth.”

This theme of uninhibited instincts as the quint- -
essence of freedom runs right through the whole of
Imperialist aesthetics and psychology. It szrves their
nezd to brutalise man, but it is completely unscientific.

As instinct is an innate tendency to act in a certain
way under a given stimulus. A bee instinctively stores
honey. Throughout its life history it has been engaged
in mertal combat with another insect, the Philanthus.

Uncountoble millions of bees have been killed by
Philanthi, while sipping honey from flowers alongside

their enemies.

But the be= is incapable of learning to take even
the elementary precaution of flying away. '

Another example. The moth, known as the Ock
Eggar, seeks out the female of the species under the
stimulus of an emanation from the female. But . H.
Fabre records how the males will fly right past the

femal=s, in clear sight under a bell jar, to a piece of
flannel saturated with the female’s effluvium.

This then is the "freedom” beloved of the bourgeois
dzcadents.

This is the goal to which they would lead us—back
from consciousness to instinct—back from homo sapiens
to 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 and develops in insepar-
able connection with the labor process, so does art.

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

In their hunting dances, the 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 ‘he
iribe to hunt, ' .

Their rock drawings perform a similar role. Failure
lo see this leads bourgeois art critics into the most
absurd confusion. A few years ago, great interzst was
aroused by the discovery in Altamira, Spain, of rock
drawings dating back to the Palaeolithic era, right in
humanity's infancy.

These drawings are characterised by their most
vivid capturing of motion.

Idealist attempts o explain these drawings are
grotesque.

English critic, Eric Newton, admits his bewilderment.

"Until the late 19th century.” he writes on page 47
of his Europsan. Painting and Sculpture (Pznguin
edition) "“when, influenced by the camera, ariists began
to specialise in capturing the swift momentary gesture,
only a few exceptional draughtsimen 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 very per-
fection of vision and presumably of the other senses
with which the Bushman and Palasolithic man were
endowed, fitted them so periectly io their surroundings
that there was no necessity to develop the mechanical
arls, beyond the elementary instruments of the chase.

"We must assume that Neolithic man, on the cther
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hand, was less perfectly adapted totll:llis suéﬁl;r;iisrgiak;gtr
hi 2 e than ¢ 2
that his sensual defects were more than ¢ o
by an increased intellectuq*l power.”" {Vision and Desig
«e 84 Penaguin edition.) A
PG??{ere' we have expressed in its crudest {Qrm, ih.gFtheoirr\l/_
to which I have already referred. Accordmgr ﬁo eiroyr,e ’
tellect varies inversely to sensual POWErs. er t llelcts
we were deaf, dumb, blind and nerveless our 1Nt
1d be gigantic, .‘ B
wouchturgHy, basad on such an absurc} proposition, 1;rt‘r‘y12
“explanation” only raises more nl'lystenles. 1t Pﬁ](;e(z; d;ld
man was fitted “so perfectly to his ;?nwronmen O
teq’
is culture ever become supplan ' .
s To o Marxist there is no mys_tery in cxlllof_ thi)s; G’l;};z
primitive rock drawings are brilliantly realistic t.;,c
t};ey Were oart of a labor proce§sdbase?h eo_n geulg Cltr:gn o
oc i 2 ir
Their social function depsnded on o
i i f the bison and other gar
he typical in the movement 0O me
E—Theyi}ro skill in draughtsmcmsh? arose fiom tihn?_ltﬁtec?;f;ﬁg
‘ i in i T 2 I .
The character of art is cledar in its p s
Artistic creations are images of reahty,‘ SO cr'ystcxflcl;xsxtrﬁz
redlity as to facilitate and stimulate socxgl cxf:tlon T
chenging of that reality in a required d1lrec}1on.d .
Art i3 an exopression of collective emotions and asp o
{ions It is pcxr't of the superstructure whose dbcxs;e ‘lsond
re‘mi'or\s man enters into in the course of production ¢
- roduction of material thiras. o o
TCA»YC}SE is blorn «s «a collective activity ... the aboriginal
A i ok drama. .. etc.
: horee . . . tha earliest Greek -efc ‘
CorroBut of co;re, art is alfected by the division of 1?0,?
which illows from man's qrowﬁnq %goyéle%qgrt?sft rllscx iewu
o igi the indiviaua
Fven among the Aborigines, s e
' tellers whose skill w!
tablished. Dancers and stgry ' 108
?}fem invitations from the nelgbbourmg tribes are noted
any students of the aborigines. )
o rr}13uthhese individuals are artists or_lly .to the eczi(t{nﬁ
that they are able to exprass the collective idea and U
i cial nead. ' | _
i ﬂ’{/‘?fif}? the break up of society into classes, the collep
tive ceoses to be the whole of society and becomes ﬁn
1 *(%OOTNOTE.——In a footnote,'Fry os§erts th_crt is
hypothesis on palaeolithic man "is certax;ﬂy éhihiiicel
: y i ioi " This arrogant and abs
ith Australian aborigines. . d
gslserﬁon highlights the need for Marxist study of abori

ginal culture.)
11 -



steqd the class whoese interest the art serves. In class
sociaty, therefore, art is always class art—art is always
d weapon serving a particular class in struggle with its

rivals.
CHAPTER 3.
Slave Art

Frem that point art's developmant proceeds in two
streams—the art of the ruling class or classes and the
art of the exploited masses. k

Thus whan we speak of Greek Art we usually refer
to art that expressed the aspirations of the slaveowners
It was an art which grew rich in technique because ité
practitioners, maintained by the labor of the slaves were
able to devote their whole time to perfecting the véhicles
for their idaqs.

. S'o long as their idzas and aspirations were towards
historically necessary =nds, se leng did their art arow
and. mature. .

By the Periclean era in Athens, art had achieved o
level which in many respects still has not been surpcgsed

But_the crisis of slavery rapidly expressed itself in
art. This is true in a particular as well as in a gereral
sense. The history of Egyptian, Persian, Greek, Roman
etc. art is at the same tim= o history of the rise ana ‘fall
of thesg various slave civilisations. )

IThlS is very clearly seen in the case of Rome, whose
decline markad the end of slavery as a dominant social
S')'/stem. The two or three centuries, which hava “the
birth of Christ” as their centre are the days of Rome's
greatest glories.  While prevented by the general crisis
of slavery frcm achteving the heights of the Greek city
states, Roman art of this period was rich and fruitful,

Horace, Virgil and dozens of others famz=d in the
annals of art lived in this period.

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

The process exprsssed itself in most complex class
struggles—the punic wars 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 properlyless
but free Plebs; and on the other hand enriched a handful
of large slaveholding landowners, the Patricians. Civil
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wars were fought betwesn these two classes continucusly
for 100 years. And at the same time there were the un-
ceasing efforts of the slaves to free themselves, of which
the Spartacus revolt was the most dramatic and the near-
est to succeed. ' .

These class tensions eventually threw up the emper-
orship—resting its power precariously on the tense bal-
ance between thzse class forces. Emperors became “cik-
sclute” in relaticn tc these classes; but grew sver mecre
dependznt on the army which by the first century AD was
appointing and deposing them almost at will.

Differeatiation ocrurs among the slaves, a few [nding
important places in the siate apparatus, many being irans-
formed into sarfs, and vet others into prolztarians. De-
meralisation spreads among the ruling classss, exprassing
itsell in many new ideologies, most of which are chrys-
tallised in Christianity.

Underlying all this was the rapid dzcay cf productive
forces. Huge areas of land were lost to agriculture, water
reticulation systems fell into disuse; industry decayead.
Continuous foresign and internal wars ate away the soul
of Rome. S

The result was an almost complete destruction of
slave art.

Painting which had reached high peaks in Athens
and Alexandria virtually ceased to exist in the west.

Sculpiure, the glory of Periclean Athens and to a
lesser dearee of Augustan Rome, disappears for centuries,

From the heights scaled by the dramatists and phil-
osophers of Greece, literaturs "descends to the hills of the
Augustar poste, survives for a couple of centuries in the
his!orians, and then dies. '

But the other strzam of art, that of thn oppressed
masses, flows cn.

The masses were th2 saviours of art. They preserved
music in their folk songs, theatre in their folk dances and
literature in their folk tales.

When the Faudal mode of production has finally
achieved scme form of stability in about the 10th czntury,
it is from this healthy stream that the new ruling class
art drinks.

" The minstrel and jester, assential featurss of Feudal .
social life illustrate this point. So do the Arglo-Saxon
chronicles of Beowulf and other folk stories to which all
modern litarature trace their roots.
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CHAPTER 4
The Renaissance

This pnenomenon presents itself so regularly in the
history of art, that it might be called a law. At nodal
points of social development, the new rising class fuses
much of the {olk art with the techniques and forms de-
veloped by educated ruling classes to mould an art which
wiil express their own progressive or revolutionary as-
pirations.

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

And the renaissancs is a graphic illustration of the
relationship that art as a part of the supzrstructure bears
to the social base.

It commenced in ltaly where geographical and other
factors had allowed the embryonic capitalists to be the
first to achieve class conscicusness.

During a period of cbout three centuries the city
states of Italy, situated on all the main trade routes had
in alliance with the "merchant princes’” wrested liberties
from the Feudal lords.

In this period Dante, Boccaccio, Gioito, Leonarde,
Michael Angelo, Palaestrini, The Comedia Del Arte and
countless other masters in every field of art flourished.

[n magnificent artistic imagss they began to satirise
the church, and express o consciousness of nationhood,
a new awareness of man and nature and other concepts
hostile to feudal ideas.

It should be noted however that the develocpment
was not sven over the whole three centurics, and that
a real leap was taken between 1480 and 1550.

By this time the dewvslopment of commeoedity produc-
tion as well as trade had reached levels to justify Engels’
statement that Italy was the first capitalist nation.

In those 70 years the renaissance reached its full
blecom. Of it Engels said: "ltaly ross to undreamed of
flowering of art which seemed like a reflection of classi-
cal antiquity and was never attained 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 search, Columbus, Magellan and others
rerformed 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
of Italian renaissance art were no more.

The centre of capitalist development shifted to Spcin,
England. the Netherlands — countries occupying key
positions on the new trans-ocecnic trade routes.

In all those countries, as the Capitalist class ke-
comes conscious of itself art becomes transformed to
convey their ideas. (In Spain, the development was cut
off by the temporary victory of the Counterrevolution.)

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

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

His geniug created drama peopled with men and
women who typified the class relations and tensions of
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
armadda.

The alliance 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 depect, the Steslyard, had finally been routed.

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

15



Bsss was a shareholder, were looting the new world and
returning profits of trom 600 to 700% per voyage.

Capitalist production was beginning to spread. These
developments demanded new adjustments to the alli-
ance with tha crown.

Queen . Elizabeth, for example, was pressed and re-
luctantly agreed to forego her right to grant trade mon-
opolies to her favorites.

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

: He had no patience with and no understanding of
the Merchant capitalists.

He resented their demands and trizd io extract from
themn an explicit admission of his "divine right” to rule.

Feeling their cpposition he sought support from the
then spearhead of reaction—Feudal Spain.

By 1612, The Spanish ambassador was virtual dic-
tator in London.

The class relations, which had inspired Shakesgeare
had passed. He wrote no more after about 1611,

In Shakespeare's tragedies, he fused the class emo-
tions of the voung capitalists inio individuals to create
the richest callery of characters in literature,

Yearning for a strong monarch to protect theam frem
faudal lawlessness; greed and ambition; vacillation
arising from distrust of the monarch on whom they must
rely; ruthlessness ,a quality recognised as necessary but
still not created by history . . . and so on. These were
the2 emotions and aspirations which found artistic .ex-
pression in the iragedies, creations in which thoughi
and feeling were fused to inspire the hourgeoisie to thz
political tasks facing them.

But because at that time, as in ltaly earlier, thz2
bourgeoisie were standing at the head of an awakening
people, Shakespsare was able to transcend the limita-
tions of the capitalists. Rooted to that class, his genius
flowered and spread beyond its confines. [t belongs to
all men. '

And to-day, becauss of its profound humanism, ths
Capitalists, in their death throes, are uneasy in its pre-
sence. [t is tc 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 not mean, of course, that developments ir:
productive forces are simply paralleled in art,

"The further the particular sphere which we are in-
vestigating is removed from the economic sphsre and
approaches that of pure abstract ideolegy, the more shall
we find it exhibiting accidents in its development, th=
more will-its curve assume a zig-zag.

~ "But if you plot the average axis of the curve you
will find that the axis of th2 curve will approach more
and more nearly parallel to the axis of the curve of
economic development, the longer the period consider=d
and the wider the field dealt with . (Engel’s letter to
Heinz Starkenburg, January 25, 1894, in Mark and Fngels
on Art and Literature . . . P 14, CRD edition.)

The relations between the base and the superstruc-
ture are not a passive mechanical connection but «
dialactical interaction.

Men make their own history, and in making it they

‘are influenced by contemporary ideas and by ideas

from the past.
Early Australian poetry, for example, is heavily
stamped with imagery taken bodily from England and
tacked on to Australians conditions.
Here is an example from Kendall's "“September in
Australia.”
“Th= ways of the frost have been filled of the flowers,
While the forest discovers

Wild wings, with the halo of hyaline hours,
And the music of lovers.

"September, the maid with the swift, silver feet!
She glides and she graces

The valleys of coolness, the slopes of the heat,

- With her blossomy traces;

Sweet month, with a mouth that is made of a rose,

She lightens and ‘lingers
In spots where the harp of the evening glows,
Attuned by her fingers.”

Thess words hardly meet the requirements of the
rugged grandness of Australia—they are attuned to the
softness of a different land.
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Yet Ksndall loved Austraiia 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 Mosss and 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 all the
writers and, paintsrs of that time.

Adam Lindsay Gordon could speak of “lands where '

blossoms are scentless, and songless bright birds.”

Conrad Martens could lend great love to his Sydney
Harbor, and Louis Buvelot to his Waterpool at Coleraine,
but neither painter captured Australia.

Part of the problem, no doubt, lay in the strangensss
of the environment . . . its light, coloring, fauna and flora
so different from Europe. ,

But the main reasen, I believe, liss in the strencth
of past ideas . . . ideas imported from Fngland and
Europe, which could not be finally dispelled until the
material conditions had been created in the new country,

In Australia at this time, there was growing a real
national pride among the working people, as reflectad
in their folk songs and varns. The posts and pcinters
exprass this pride and affection.

But, as Stalin once said, the Nation 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 out-
put from Australion farms and factories that the idea
of Nationalism and Faderation gained adherence from
the squatters and capitalists, _

By the 90's a new stage had been reached in this
process. Australian nationalism came of age, and the
art forms reflect it,

There is nothing nostalgic about Lowson or Collins,
Roberts or McCubbin. . '

An Australian art has emerged.
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CHAPTER 6.
Another Law

Technically, it is true, Australian painters learned
much from the new approach to problems of light and
landscape adopted by the French post-impressionists.

But the French post-impressionists mark a beginning
of the divorcement of the artist from his fellow men.

The Australian artists, on the contrary, posssssed o
deep love of their own country and belief in the men
and women who peopled it. They were the first great
realists in Australion painting.

This illustrates a law formulated by Plekhanov:

“The influence of the literature of one country on
the literature of another is directly proportional to the
similarity of the social relations of these countries.” (In
Defence of Materialism, Plekhanov, P 204, Lawrence and
Wishart, 1947.)

In 1890, Australian capitalism was still a healthy
organism. It transformed the art emanating from the
diseased body of French imperialism.

But decadent French bourgois art deeply influences
Australian art to-day, and thers is no such metamor-

phosis . . . because the general crisis of capitalism is
now very far advanced in Australia too.” .
CHAPTER 7.

Inhumanity—the Keynote

By its very nature, art, in class societies, expresses
the aspiration of a particular class— is a w=apon of a
particular class.

But this does not mean that all artists consciously
fulfill such a function. Picasso is a member of the French
Communist Party and has a valiant record of struggle
against the Imperialists, Matisse is an honored member
of the peace movement. But they are rightly regarded
as the leading bourgeois artists of the day. '

To varying degrees, thousands of artists who reject
or oppose the standards and aims of the capitalists:
nevertheless continue to express bourgeois ideas. This
is not surprising. As long as capitalism exists it pro-
duces a constant stream of ideas that conform with its

ethics. :
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It requires constant and vigorcus ideclogical struggle
on the part of the working class to defeat thes= ideas.

So an artist can warrant the description bourgeois
ariist” even though he has no intention of helping
capitalism. ' ‘

"What mckes them . representatives of the petit-
bourgeoisie,” Marx wrote of the petit-bourgeois ideo-
logists of 19th Ceoniury France, "is the fact that ip their
minds, they do not go kayond the limits which the latier
do net go kbryond in life; that they are constantly driven
thzoretically io the same tasks and soluticns to which
material interest and social position practically drive the
latter.

“That is, in general, the relationship of the political
and literary representatives of a class to the class they
rpresent.”” (Marx, The Eighteenth Brumaire cf Louis
Bonaparte. P. 44, New York International Publishers.)

And in the same work Marx develops this idea:

“Upon the different forms of property, upon the sociai
cenditions of cxistence rises an entire supersiructure of
distinct and characteristically formed sentiments, illu-
sions, modes of thought and views of life.

"The entire class -creates and forms. them out of
-its material touvndaticns and out of the corresponding
social relations.

"Thz single 1ndividual who derives them through
tradition and education may imagine they form the real
motives and the siarting point of his activity | . . And as
in private life one distingushes k~tween what a man
thinks and says ¢f himsell and what he rzally is and
deots, still more in histerical struggles must one distin-
cuish between the phroses and fancies of the pariies from
their real organism and their real interests, their con-
ception of themszlves from their reality.” (bid, gp40, 41.)

The capitdlists to-day move within very narrow limits.
Based on decay, they constantly face economic crisis,
to which the only alleviation they can see is war.

For the peopls they can offer nothing but mass star-
vation or mass annihilation. Their artists imprisoned in
this dark and airless cell resort to defeatism, cynicism
and obhscurantism. Nearly 100 years ago, Marx foretold
the crasent ideolegical plight of the capitalists whan he
wrote:

"Society has until now always developed within the
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confines of some kind of contradiction: in ancient times
it was the contradiction between freemen and slaves, in
the Middle Ages between the nobility and serfs, and in
modern times—between the bourgeoisic and the prole-
tariat,

"This explains on the one hand, the abnormal, 'in-
human’ way in which the oppressad class has to satisfy
its needs, and on the other—the restriction within which
the develorment of social communion takes place, and
with it, the development of the whole ruling class; this
restricticn on development consists, thus, not only in the
exclusion of the oppressed class ifrom developmant, but
also the intsllectual limitation it imposes on the class
that does the excluding—so that it, too, the ruling class,
is doomed to become 'inhuman.' " (Quoted by Kamenev,
in Aspects of Two Cultures, Voks, No. 52, 1947 from Marx-
Engels Collected Works, Vol. 4, pp 419-420, Russian
edition.)

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

The American magazine Life, on December 2, 1946,
expressed it this way: 'For the ancient Greeks, man was
the centre of the universe; modermn man has reduced his
significancz to the level of an ordinary hiological crea-
ture.”

Thai is a creed which conforms perfectly with the
imperialist concept that man is merely cannon fodder.

The same idea is expressed even more crudely by
French critic, Maurice Raynal, to whose comments on
the sculptor, Lipschitz, I have already referred.

In the same article, he writes:

. . . he regards the adaptations stemming from
certain victories of reason as. adaptation which must
necessarily disappear or be supplanted as doubtful
acquisitions whereas the only eternal truth is represented
by homogenous original and primitive expression of
human nature.” .

In short, back to the animal levell Raynal’s “eternal
truth” finds practical expression in the policy of the US
war planners,

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

And by General Boatner gloating "hot dog, hot dog,”
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as unarmed prisoners of war run to escape American
ame throwers. .
! (e)ur minds are constantly beset by this kind 1of
poison, unleashed by frightened men trying to stop the
march of history. .
Some artists, who purvey it, do not do so consciously.
But to counter il we need artists who consciously sxpress
the aims and aspirations of the working class—l—the class
destined by history o lead men from such animal rem-
narts intc full human consciousness.
We nezd artists 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 artists who understand
thair own class position are made greater artists by that
knewledge. - .

As Engels sald of the geniuses of the Renaissance:

“What is especially characteristic of Lhelm Is that
they almost all pursue their Jives and activities in Ithe
midsit of the coniemporary: movement, in the practlcl‘czl
struggle; they take sides and join in the fight, one by
speaking and writing, another with the sword, many
with both. -

"Hence, the fullness and force of character 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 tingers.” (Engels, Dialectics of Nature.)

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

Living in the period of the Bourgeois revolution, he
was so class-censcious, such a militant party man, that
for 20 years he wrote no poetry—only pamphlets, be-
cause they were needed by his class.

Henry Lawson is another example. '

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

As already mentioned, the 90's marked a nodal in

ian development.
AuStIrrclﬂlSSQ, the grice of wool began to fCIH,. The em-
ployers were organised nationally in prepa’rlcxtlor} for the
"great clashes between capital and labor,” which they

foresaw must come, 22

Capitalism had come of age.

Industrially this expressed itself in the great sirikes
of the 90's, politically in the Socialism of William Lane
and his Paraguayan Utopia, the birth of the Labor Party
and the attempt to neutralise the state; artistically it
brought forth the great democratic naticnal art of Law-
son, Collins, Roberts and coy.

It finds its sharpest expression in the poetry of
Lawson.

In poems such as Men Who Made Australia, Free-
dom on the Wallaby, and others, he gave voice to the
budding class consciousness 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 take on a new militancy.

Tha workers became conscious that trade wunion
struggle had to be supplemented by political action.
This was still 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 a classless society.

It took mors than one upheaval to destroy illusicns
nurtured over 100 years.

The machine had gone g little awry, but a minor ,
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

Camberoora 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 tracs 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 Lane'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 circles,
began to lose faith in the working class. He became
divorced from the workers, the source of his genius.

Furthermore, capitalism was rapidly maturing. By
the end of the lst World War it had made considerable
progress in the development of heavy industry and had
acquired its own imperialist ambitions.

The Trade Union ideas and naive nationalism of the
90's were dangerously inadequate for the working class
in this new situation.

The nead for a revolutionary class consciousness
and prolstarian internationalism was answered in 1920
by the formation of the Communist Party.

But Lawson in his isolation took no part in this
maturing of the working class. :

Shackled by the petitbourgeois idecas of the 90's,
and -isolated from the maturing working class, Lawson
took no part in this new movement. ’

He vacillated between chauvinism (England Yet,
Coronation Ode, etc.) and nostalgic defeatism (I'm Too
Ola to Rat, Sweenev, etc.)

To-day, when the last great clags hattles are being
fought out, every artist is faced sharply with the realities
of his class position.

Thos= who seek to retain matericl comforts from the
capitalists and yet deny their kinship with that class end
in disaster. Steinbeck, Prisstly, John Ford and a thou-
sand others ars hideous illustrations.

Those who sezk to avoid contact with the "unclean”’
proletariat and yet purport to despise the capitalists, end
in the bog of formalism and obscurantism.

The artist who loves humanity inevitably finds him-
salf 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 parforms a vital role, moulding men's

souls for the historic task of building Communism.
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The mighty achievements of the people, led by the
working class and its vanguard, the Communist Party,
proyide the artists with bottomless springs of inspiration.

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

The rapid development of Soviet society raises
special problems for the artist.

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

Sholokov wrote Virgin Soil Upturned only 20 year

ago. It dealt then with a hot contemporary issue, Toduay
it is an historical novel.
‘ This speed of development constantly presents ar-
tists with new problems—and criticism and self criticism
are <t:x vital law in this as in all other aspects of develop-
ment.

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

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

The Capitalist press, tried to isolate 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 comfiort in the absence of a Leo Tolstoi
or a Nicolai Gogol from the Soviet Literary scene.

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

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

“That is why we do not yet have a Pushkin or a
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
self tasks such as those outlined by Malenkov in his

report to the 19th Congress of the Communist Party of

the Sovizst Union.
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"Soviet people refuse to accept falsehood, medioc-
rity, art that has no message; the demands they make
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 type 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
engenderad 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 viiality and importance of realistic art lies in
that it can and must discover and bring to light the lofty
spiritual qualities and 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 creating 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 and vividly ex-
presses the essence of the given social force. In the
Marxist-Leninist conception of the term, typical does not
mean the statistical average.

"Typicalnsss corresponds to the essence of the given
social-historical pheromenon and is not simply what is
most widespread, often met with, the ordinary.

“A deliberately magnified image, brought out in
salient relief, 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 typical-
ness is always a political problem.”

CHAPTER 10
Form and Content

There are two aspects of this masterly anralysis by
Malenkov that need stressing.’
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One is the relationship betwean form* and content
in o work of art.

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

Marx onoce said, "My property .is my form, it is my
spiritual individuality.” ,(see footnote.)

An artist is an individual through whom social as-
pirations find expression. He seeks to create images of
reality, or recreats reality, to reveal its many sidedness,
to facilitate and encourage social action upon it.

But the artist is part of that reality—his conscious-
ness is a product of that reality. He connot entirely
separate reality from himself (i.e. achieve absolute ob-
jectivity) any more than he can remove himself from
reality. (absolute subjectivism.)

His artistic creations are therefore a fusion of in-
dividua! consciousness with obiactive social reality. Art
is a synthesis of the objective and the subjective. 1t is
this synthesis that expresses itself in the dialectical unity
of form and content. :

Form is “‘spiritual individudlity,” but it is socially
created. It grows and develops in response to the de-
mands of changing redality.

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

FOOTNOTE*: Thoss who assert that Mcxrx1sm re-
jects form should study this impassioned plea by Marx.
"You admire the delightful variety, the most inexhaust-
ible wedalth of nature. You do not demand that a rose
should have the same scent as a violet; but the richest
of all, the spirit, is to be allowed to exist in ONLY ONE
form? [ am « humorist, but the law orders me to write
seriously. 1 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, glitters with an inexhaustible display of
colors, but the sun of the spirit may break into ever so
many different individuals and objects, yet it is per-
mitted to produce cnly one color, the official color.”
(Marx and Engels on Literature and Art, CBD edition
page 46, On Style.)
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Those that do are accepted and become a part of
mankind’s heritage. Thus forms arise. .

One example will illustrate this. Two art critics,
Willlam Crpen and Frank Rutter have described the
mcin achisvements of the Renaissancz in Painting as
being:

" (1) The study of perspective, linear and qerial; and
(2) the sludy of aratomy of nude bodies in repose and
action.

These are accurale obsarvations. But they are super-
ficial—thzy see only the formal aspects.

Why did artists suddenly kegin to find an interest
in these forms?

Becausz the renaissance was characterised by a
profound humanism.

A resurgent peopl= led by the capitalists manifested
a profound curiosity about man and nature.

The fetters of feudalism were clothad in mysticism,
and contempt for man. The flat, lifeless representations
in feudal art corresponded with th2 concepts propagated
by the ruling class.

Man was a vassal. The various orders of bondage
werz eternally fixed—from the King who owed dllegi-
ance only to God to the humblest serf whose reverence
for the divinity was supposed to find proper expression
only through absolute subszrvience to all the higher
social orders.

In fighting against these ideas, inherently hostile
to commodity production, the capitalists were able to
place themselves at the head of all the oppressed classzs.
- Hence, the humanism of the renaissance goes bzyond
beurgeois limite. :

These new idzsas, this new content, demanded naw
forms and the new forms were found. Hence the per-
speactive and anatomy.- _

Just as consciousness is a product of developing
matter, so form is constantly emerging from changing
content. In this sense, content is primary, decisive.

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

Form is derived from content but it reacts back and
helps o determine content.
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A correct form strengthens and develops a con-
tent. An incorrect form weakens and retards the con-
tent.

An artistic creation stimulates action on reality .

The starting point in criticism is in which direction .
does it stimulate action. If it impels mankind to brutal-
ity and desgeneracy, it is bad, socially dangerous ari.
And in this case, the more closzly form omd content
correspend, the more dangerous is the art.

And conversely if it impels man onwards, the greater
the correspondence of the form and content the greater
is the impact of the idea expressed—the grzater is the
art.

Hence today, morz than in any previous pericd, the
appraisal of art is a political question.

We live in the epoch of "moribund”’ capitalism.
The capitalists have no aspirations other than to power,
to cling to their monsy bags. Doomed by histery, they
know only despair, contempt for humanity and hatr=d
for reason and truth. Their art impels towards brutality.

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

Their art evokes love of humanity, confidence in
its future, determination to win such a future. It is the
art of peace, socially useful art.

There. are no in betweens today. The struggle that
dominates all reality is too sharp to allow of eclecticism
One is either for peace or for war. For life or death,

CHAPTER 1.
Allies in Art

And that brings us to the second question——narrow-
n=ss or sectarianism 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. Its relations to the means of production de-
termine that it will lead menkind to Socialism.

The working class needs « socialist realistic art,
29



which will not only expose the evils of modern capital-
ism, but will at the same tim= reveal the positive germs
of the future.

Capitalism itself has been forced to provide certain
objeclive factors essential for the mass building of such
an art. More complicated instrumants of production de-
manded a literate working class, and so a limited adu-
cation was opened to the working people.

Furthermore, the tremendous development in pro-
ductive forces achieved by progressive capitalism created
conditions in which the working class was able to win
more leisure; and thus use their education for more than
merely improving their profit making capacity for the
boss.

But narrowness or sectarianism will only hinder the
building of such a Socialist Realist art.

Appreciation of the need for a specifically working
<lass art does not imply rejection of all non-working
<lass art.

The class relations of today were accurately fore-
told by Marx: "No class in civil society can play this
part unless it calls forth a phase of enthusiasm in ils
own ranks and those of the masses: a phase when it. ..
is identified with society, is felt and recognised to be
the universal representctive of society, and whan its own
demands and rights are really the demands and rights
of society itself, and it is in truth the social head and
the social heart ...

"The position of liberator cannot be taken by storm

simply through revolutionary energy and intellectual
sell-confidence.

"If the emancipation of a particular class is to be
identified with the revolution of a people, if one social
class is to be treated as the whole social order, then on
the other hand, all the d=ficiencies of society must be
concentrated in another class; « definite class must be
the universal stumbling block, the embodiment of uni-
versal fetters.” (Marx. Coniribution to the Critique of
Hegelian Philosophy of Law, quoted by Plekhanov in
In Defence of Materialism, P. 198, Lawrence & Wishart,
1947.)

Today, to monopoly capitalists, who need war and
have no future are the “universal stumbling block,  the

30

embodiment of universal fetters.” And the working class
is the head ond 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 Hungarian Communist
Party in a discussion there some vears ago:

"The struggle for the adherenis of literatusse and
for the realisation of the principle of Party literature does
not exclude the possibility of having fzllow travellers
and allies on the literary front...w= do not close our
eves to the class limitations of our classical realists and
to the weaknesses that avisz from them, but we alsc
know that their work and importance . . . cannot be char-
alcterised and understood from these class limitations
alone. ..

"As early as 1925, the Bolshevik Party emphasised
it is necessary to exsrcise the greatest tact, the greatest
patience, towards thoss literary circles which can and
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 clasg
in the sphere of art, it would be incorrect not to mention
at least their main- aspects:

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

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

And we must rally art workers around their econc-
mic, political and ideclogical demands.

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