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. . . certain periods of highest development of art stand in\
no direct connection with the general development of society,
nor with the material basis and the skeleton structure of its E
organization.” MARX

I

Cultural Revolution: the phrase, in the West, first suggests that
ideological developments are ahead of developments at the
base of society: cultural revolution but not (yet) political and
economic revolution. While, in_

the arts, in literature and music,

in communication, in the mores 3

and fashions, changes have oc-

curred which suggest a new ex- ART AND
perience, a radical transforma- REVOLUTION
tion of values, the social struc-

ture and its political expressions bt

seem to remain basically un-
- changed, or at least to lag be-
- hind the cultural changes, But ‘(:Cultural Revolution”/&dso sug-
- gests that the radical opposition today involves in a new sense
~ the entire realm beyond that of the material needs—nay, that it
aims at a total transformation of the entire traditional culture.

The strong emphasis on the political potential of the arts
which is a feature of this radicalism is first of all expressive
of the need for an effective communication of the indictment
of the established reality and of the goals. of liberation. It is
the effort to find forms of communication that may break the
oppressive rule of the established language and images over
he mind and body of man—Ilanguage and images which have
ong since become a means of domination, indoctrination, and
deception. Communication of the radically nonconformist, new
historical goals of the revolution requires an equally noncon-
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80 COUNTERREVOLUTION AND REVOLT

formist language (in the widest sense), a language that

reaches a population which has introjected the needs and
values of their masters and managers and made them their
own, thus reproducing the established system in their minds, ¢
their consciousness, their senses and instincts. Such a new
language, if it is to be political, cannot possibly be “nvented™:
it will necessarily depend on the subverting usc of traditional
material, and the possibilities of this subversion are naturally
sought where the tradition itself has permitted, sanctioned,
and preserved another language, and other images. Such other
languages exist mainly in two domains at opposite poles of so-

ciety:

1) inart®

2} in the | ition (black language, argot, slang)

The latter is largely the language of the oppressed, and as
such it has a natural affinity to protest and refusal, In black
language, methodically fostered by black people today, it
strengthens solidarity, the consciousness of their identity, and
of their repressed or distorted cultural tradition. And because
of this function, it militates against generalization. Another
1gform of linguistic rebellion is the systematic use of “cbsceni-
ities.” I stressed its supposed political potential (in An Essay on
| Liberation, p. 35); today, this potential is already ineffective.
Spoken to an Establishment which can well afford “obscenity,”
this language no longer identifies the radical, the one who does
not belong. Moreover, standardized obscene language is re-
pressive desublimation: facile (though vicarious) gratification

of aggressiveness. It turns easily against sexuality itself. The
verbalization of the genital and anal sphere, which has become
a ritual in left-radical speech (the “obligatory” use of “fuck,”
“shit”) is a debasement of sexuality. If a radical says, “Fuck

Nixon,” he associates the word for highest genital gratification

¢ T use the term “art” to include literature and music.
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with the highest representative of the oppressive Establish-
ment, and “shit” for the products of the Enemy takes over the
bourgeois rejection of anal eroticism. In this (totally uncon-
scious) debasement of sexuality, the radical seems to punish

.himself for his lack of power; his language is losing its political
impact. And while serving as a shibboleth of identity (be-"

longing to the radical nonconformists}, this linguistic rebellion
mars the political identity by the mere verbalization of petty
bourgeois taboos.

At the other pole of society, in the domain of the arts, the
tradition of protest, the negation of that which is “given,” per-
sists in its own universe and in its own right. Here, the other
language, the other images continue to be communicated, to
be heard and seen; and it is this art which, in a subverted
form, is now being used as a weapon in the pélitical fight
against the established society—with an impact far tran-
scending a specific privileged or underprivileged group. The
subverting use of the artistic tradition aims from the beginning
at a systematic(desublimation of culture ;) that is to say, at un-
doing the aesthetic form.® [‘Aesthetic form” means the total of
qualities (harmony, rhythm, contrast) which make an oceuvre
a self-contained whole, with a structure and order of its own
(the style). By virtue of these quah'tiésl tIlework(;f;.;‘t@-

formsithe order prevailing in reality. This transformation is “Gl-
lusion,” but an illusion which gives the contents represented
a meaning and a function different from those they have in the
prevailing universe of discourse. Words, sounds, images, {rom
another dimension “bracket” and invalidate the right of the
established reality for the sake of a reconciliation still to come.

The harmonizing illusion, the idealistic transfiguration,
ap_g"l,wyg_i“t‘_lj.___i_t(t]@g divorce of thq,artskﬁ‘-é;;z. 1‘6&11551-1.;;‘1)681] a fea-
ture of this@ggthetic forn—il Its @esubiimatim{ ];neans: return to

4

® See An Essay on Liberation, loc. cit., pp. 42 £,
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Janguage, if it is to be political, cannot possibly be “invented”;
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ciety:

adition (black language, argot, slang)

such it has a natural affinity to protest and refusal. In black
lzingudgé, ﬁié%hodically fostered by black people today, it
strengthens solidarity, the consciousness of their identity, and
of their repressed or distorted cultural tradition. And because
‘of this function, it militates against generalization. Another
form of linguistic rebellion is the systematic use of “obsceni-
ties.” T stressed its supposed political potential (in An Essay on
i Liberation, p. 35); today, this potential is already ineffective.

Spoken to an Establishment which can well afford “obscenity,”
this language no longer identifies the radical, the one who does
not belong. Moreover, standardized obscene language is re-
pressive desublimation: facile (though vicarious) pratification
of aggressiveness. It turns easily against sexuality itself. The
verbalization of the genital and anal sphere, which has become
a ritual in left-radical speech (the “obligatory” use of “fuck,”
“shit”) is a debasement of sexuality. If a radical says, “Fuck
Nixon,” he associates the word for highest genital gratification

® T use the term “art” to include literature and music,
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with the highest representative of the oppressive Establish-
ment, and “shit” for the products of the Enemy takes over the
bourgeois rejection of anal eroticism. In this (totally uncon-
scious) debasement of sexuality, the radical seems to punish
himself for his lack of power; his language is losing its political
impact. And while serving as a shibboleth of identity (be-
longing to the radical nonconformists), this linguistic rebellion
mars the political identity by the mere verbalization of petty
bourgeois taboos.

At the other pole of society, in the domain of the arts, the
tradition of protest, the negation of that which is “given,” per-
sists in its own universe and in its own right. Here, the other
language, the other images continue to be communicated, to
be heard and seen; and it is this art which, in a subverted
form, is now being used as a weapon in_the political fight
against the established society—with an impact far tran-
scending a specific privileged or underprivileged group. The
subverting use of the artistic tradition aims from the beginning
at a systematic(dewblimation of cul"guge;:) that is to say, at un-
doing the aesthetic form.® A_estllgtlcfoxmjxﬁéa?ﬂ?ﬁw?o?ﬁ of
qualities (harmony, rhythm, contrast ) which make an oeuvre
a self-contained whole, with a structure and order of its own
(the style). By virtue of these qualities the wo}k of art/frans-
forms'the order prevailing in reality. This transformatlonhlr";l—
lusion,” but an illusion which gives the contents represented
ameaning and a {function different from those they have in the
prevailing universe of discourse. Words, sounds, images, from
another dimension “bracket” and invalidate the right of the
established reality for the sake of a reconciliation still to come.

The harmonizing illusion, the idealistic_transfiguration,

and, with it{ the divorce of the arts from reality'has been a foa.
ture of this[aesthetic f

orpﬂ Its @ewblimation]means: return to!

® See An Essay on Liberation, loc. cit., pp- 42 1.
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anf" immediate” art:I which responds to, and activates, not
9}}13; the intellect ana a refined, “distilled,” restricted sensibil-
Hity, but also, and primarily, a “natural” sense experience freed
from_the requirements of an obsolescent exploitative society.
The search is for art forms which express the experience
of the body (and the “soul”), not as vehicles of labor power
~ and resignation, but as vehicles of liberation. This is the search
“for alsensuous culture) “sensuous” inasmuch as it involves _the
radical transformation of man’s sense experience and receptiv-

lity: their emancipation from a self-propelling, profitable, and
ggmutilating productivity. But the cultural revolution goes fax
ibeyond a revaluation in the arts: it strikes at the roots of capi-
italism in the individuals themselves.

In the preceding chapter, I have tried to outline the mate-

srial, practical force of this emancipation. Cultural changes can
ilno longer be adequately understood within_the abstract
'schema of base and superstructure {ideology). At the present
stdgé;mthe disintegration of “bourgeois culture” affects the op-
erational values of capitalism, A new experience of reality, new
values weaken the conformity among the underlying popula-
tion, More effectively than its political goals and slogans, this
“existential” protest, hard to isolate and hard to punish,
threatens the cohesion of the social system, And it is this protest
which motivates the efforts to subvert also the “higher” culture
of the system: the striving for essentially different ways of lif?,
seems to depend largely on liberation from “bourgeois culture:
Today, the break with the bourgeois tradition in art, serl-
ougﬁgg_}vell‘_gg__ggpular, seems to be all but complete. The new
‘""f;pen” orms or “free forms” express not just a new style in the
historical succession but rather the negation of the very uni-

Fonta

E function of art. Are these efforts really steps on the road to lib-

leration? Do they really subvert what they are supposed to
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subvert? To prepare the answer, the target has first to he
brought into focus.

“Bourgeois ' culture”: is there a meaningful common de-
nominator (other than a vague unhistorical one) which char-
acterizes the dominant culture from the 16th to the 20th centu-
ries? The historical subject of this culture is the bourgeoisie
first the wban middle class between theﬁo&htyandthc“agu
cultural and manufacturing laborers; subsequently the ruling
class confronting the industrial working class during the 19th
century. But the bourgeoisie which is (supposed to be) repre-

sented by the culture of this period, this bourgeoisie is, in

terms of its sroc.i_al_f;;pqigg”gnrd spirit, no longer the ruling class

today, and its culture is no longer the culture dominating the
advanced capitalist society today: neither the material nor the
intellectudl, artistic (‘higher”) cultare.
The distinction between these two spheres of culture must
be recaliad Q.spheres ol culture must
;if;%ggfﬁx{%;gﬁlgﬁ ﬁ}rjr;prl;sin'g the actual patten'ls of
g~ the system of operational
values; the rule of the Performance Principle; the patri-
archal family as educational unit; work as calling
vocation; . ,
—th@iip_tgj}lg_ggg@l_ _g;jgg;gj comprising the “higher values,”
science and the “humanities,” the arts, religion, ’
We shall see that these two dimensions of bourgeois culture
f9:‘,'”_f}i?i?‘__.E‘?P;?ﬁﬂ}ﬁ.Ilgﬁ.??_,.__u_niﬁe whole, have developed in ten-
sion, even contzadiction, to each other,
In the material culture, typically “bourpeois” have been:
~—the preoccupation with money, business, “commerce” as
“existential” value, with religious and ethical sanction;
—the dominant economic and “spiritual” function of the
father as head of the family and of the enterprise; and
—an authoritarian education designed to reproduce and
Introject these utilitarian goals,

ve developed in ten-
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. This whole “life style” of bourgeois materialism was permeated
w1th an msnumentahst rauonahty which militated against lib-
er tanan tendenmes debased sex, discriminated against women,

and nnposed repr 95331‘911 for the sake of God and business. '
At the same time the\ intellectual cultureldevalumg and
even negatmg tlns mateual cuiture ‘was largely idealistic: it
sublimated the repressive forces by joining inexorably fulfill-
ment and renunciation, freedom and submission, beauty and
ilkusion { Schein).
Now it is rather obvious that this has ceased to be the

dominant culture. Today, the ruling class ha:, nelther a culture

of its own (so that the ideas of the 1u1mg class conld become
the ruling ideas) nor does it practice the bourgeois cul culture it
has inherited. The classical bourgems culture is outdated now,
it is disintegrating—not under the impact of the cultural revo-
lution and the student rebellion, but rather by virtue of the dy-
namic of monopoly capitalism which made this culture incom-
patlble with the requirements of its sur vival and growth.

I shall briefly recapitulate the most %eneral indices of this

mternal di.sintegr ation of bourgeois culture

cal “spirit of caplta ism”: the ° Keyne51an revolution” as a
requisite of enlarged capital accumulation;
~—-the dependence of the 1u1mg dass on the reproduction

tradiction fo the capltahst need for the perpetuation of al-

ienated labor;

—in line with the social need for an intensive integration
of behavior into the capitalist orbit: discreditation of
idealistic notions, education to positivism, ingression of
the methods of the “hard” sciences into the social sciences

and humanities;

~—~the co- optlon “of libertarian subcultures which can en-
large the commodity market; and
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—the destruction of the universe of language: super-
Orwellianism as normal communication (see p- 109
below);

~—the decline of the father image and of the Superego in

the bourgeois family.®

Where and when today’s ruling class still adheres to the
traditional cultural values, it is with the ritual cynicism with
which one speaks of defending the Free World, private enter-

|
|

prise, civil rights, individualism. Cynicism: because no 1deology1

can possibly conceal the fact that this ruling class is no longer
developing the productive forces once contained in these insti-
tutions but is arresting and abusing them. The ideology retreats
from the superstructure (where it is replaced by a system of
and becomes incorporated in the

__of the consumer society; they sustain the
false consciousness of the good life.

Now the question arises: if today we are witnessing a dis-:

integration of bourgeois culture which is the work of the

internal dynamic of contemporary capitalism and the adjust-
ment of culture to the requirements of contemporary capital-
ism, is not the cultural revolution then, inasmuch as it aims at
the destruction of bourgeois culture, falling in line with the

capitalist adjustment and redefinition of culture? Is it not thus

. defeating its own purpose, namely, to prepare the soil for a

qualitatively different, a radically anticapitalist culture? s there
not a dangerous divergence, if not contradiction, between the
political goals of the rebellion and its cultural theery and pla‘us?
And must not the rebellion change its cultural ° ‘strategy”
order to resolve this contradiction?

The contradiction appears most clearly in the efforts to de-
veloP an anti-art, “living art’j——m the rejection of the aesthetic

® See Eras and Civilization {Boston Beacon Press, 1955, 1966}, pp.
85 #.; and Henry and Yela Lowenfeld, “Our Peumsswe Society and the
Superego,” in The Psychoanalytic Quarterly, October 1970.
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undo the separation of the intellectual from the material cul-
ture, ;ééparation which is said to express the class character o'f
gaﬁ;geois culture, And this class character is held to be conSti-
tutive in the most representative and most perfect oeuvres of
the bourgeois period.

First, a brief eritical look at this notion. A survey of these
oeuvres at least since the 19th century would show that a thor-
oughly antibourgeois stance is prevalent: the higher culture
indicts, rejects, withdraws from the material culture of the
bourgeoisie. It is indeed separated; it dissociates itself from the
world of commodities, from the brutality of bourgeois industry
and commerce, from the distortion of human relationships,
ﬁomcapltah;t materialism, from instrumentalist reasgn: The
aesthetic universe contradicts reality—a “methodical,” inten-
tional contradiction.

This contradiction is never “direct,” immediate, total; it
does not assume the form of a social or political novel, poem,
painting, et cetera. Or, when it does (as in the \x’rork of
Biichner, Zola, Ibsen, Brecht, Delacroix, Daumier, Picasso)},
the oeuvre remains committed to the structure of art, to the
{ form of the drama, the novel, the painting, thereby art’i’culating
,f_ﬁémEfiéféﬂééif‘{arﬁ"_;@z_;_lit)gzw__flfl_l_g__g@gation is_“contained b.y .the
(form, it is_always a “broken,” “sublimated” _contradiction,
which_transfigures, transsubstantiates the given reality—and

closed on itsélf;—"ﬁd-}ﬁétter how realistic, naturalistic, it remains
the contradictions are indeed “solved” inasmuch as they ap-
pear within a universal order to which they belong. And this
universal order is first a very concrete, historical one: that of
the Greek city state, or the feudal courts, or bourgeois society.
In this universe, the fate of the individual (as depicted in the

the liberation from it. This transfiguration creates a umniverse
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work of art) is more than individual; it is also that of others.
There is no work of art where this universal does not show
forth in the particul; __configurations, actions, sufferings.
“Shows forth” in an immediate, sensuous rather than “sym-
bolic” form: the individual “embodies” the universal, thus he
becomes the halbmgeiofa u_mveisaitruth;vhlche;upts in his
unique fate and place.

The work of art first transforms a particular, individual con-
tent into the universal social order of which it partakes—but
does the transformation terminate i this order? Is the truth, the
“validity,” of the work of art confined to the Greek city state,
bourgeois society, and so on? Evidently not, Aesthetic theory is
confronted with the age-old question: what are the qualities
which make the Greek tragedy, the medieval epic still true
today—not only understandable but also enjoyable today? The
answer must be sought on two levels of “objectivity”: (1) the
aesthetic transformation reveals thd human condition] as it per-
tains to the entire history (Marx: prechistory) of mankind over
and above any specific condition, and (2) the aesthetic form
responds to certain constant qualities of the human intellect,
sensibility, and imagination—qualities which the tradition of
philosophical aesthetics has interpreted as the idea of beauty.®

By virtue of this transformation of the specific historical
universe in the work of art—a transformation which arises in the
presentation of the specific content itself—art opens the estab-p
lished reality to another dimension: that of possible liberation,
To be Suré;mf}'i'i'émié'_r‘i.lllil_sion, Schein, but an illusion in which an-
other reality shows fo d it does so only if art wills itself
as illusion: as an unreal world other than the established one.
And precisely in this transfiguration, art pfeserves and fran-

. ‘\,__‘
® For an analysis of the discussion of the “objectivist p

aesthetics” see Stefan Morawski, “Artistic Value,” in The Journal of
Aesthetic Education, vol, 5, no. 1, especially pp, 36 f. !
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scends its class character. And transcends it, not toward a
realm of mere fiction and fantasy, but toward a universe of
concrete possibilities.

I shall try first to isolate the features which appear vas
typical of the class character of the higher culture of the bour-
geois period. They are generally seen in the discovery and cele-

ibration of the individual subject, the “autonomous person”

which is to come into its own, to become a self in and against a
world that destroys the self. This subjectivity opens the new
dimension in the bourgeois reality, a dimension of freedom and

_fulfillment; but this realm of freedom is finally found in the

inner being (Innerlichkeit) and is thus “sublimated,” if not
made unreal. In the given reality, the individual accommo-
dates himself, or renounces, or destroys himself. The given re-
ality exists in its own xight, its own truth; it has its own ethics,
its own happiness and pleasures (and much can be said for
them!). The other truth is music, song, verse, image, in the
work of the masters: an aesthetic realm, self-sufficient, a world
of aesthetic harmony which leaves the miserable reality to its
own devices. It is precisely this “inner truth,” this sublime
beauty, depth, and harmony of the aesthetic imagery, which
today appears as mentally and physically intolerable, false, as

part of the commodity culture, as an obstacle to liberation.

I confess that 1 have difficulties mnmgwt“}'lweu specific
class character of bourgeois art. To be sure, the works of bour-
geois art are{ commoditie§ they may even have been created as

commodities for sale on the market. But this fact by itself does

not change their substance, their truth{ “Truth”jin art refers
not only to the internal consistency and logic of the ceuvre, but
also to the validity of what it says, of its images, sound, rhythm.

They reveal and communicate facts and possibilities of the
human existence; they “see” this existence in a light very dif-
ferent from that in which reality appears in ordinary (and
scientific) language and communication. In this sense, the au-
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thentic oeuvre has indeed a meaning which claims general
validity, objectivity. After all, there is such a thing as the text,
the structure, the rhythm of a work which is there, “objec-
tively,” and which can be reconstructed and identified as being
there, identical in, through, and against all particular interpre-
tation, reception, distortion. Nor is this objectivity of the

oeuvre, its general validity, canceled by the fact that those

who created it have come from bourgeois families: a confusion
of the psychological and ontological realm. To be sure, the|on-
tological structure of arﬂ is a(h@torical one,)but history is the
history of all classes. They share an environment which is the
same in its general features (town, countryside, nature, sea-
sons, et cetera), and their struggle takes place within this
universal objective environment.

Moreover, art envisions still another, larger, as it were,
“negative,” totality: the “tragic” universe of the human exist-
ence and of the ever-renewed quest for secular redemption—
the promise of liberation. I suggested that art invokes this
promise and, by virtue of this function, transcends all particu-
far class content without, however, eliminating it. Evidently,
there is such a particular class content in bourgeois art: the

bourgeois, his décor, and his problems dominate the scene, as

the knight, his décor, and his problems do in medieval art; but
does this fact suffice to define the truth, the content, and form
of the work of art? *Iegelylas revealed the continuity of sub-

stance, the truth which joins the modern novel and the medie-
val epic:

[The] spirit of modern fiction is, in fact, that of
chivalry, once more taken seriously and receiving a
true content. The contingent character of external
existence has changed to a stable, secure order of civic
society and the state, so that now the police, the
courts of law, the army and the government take the
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place of those chimerical objects which the knight
of chivalry proposed to himself. For this reason, the
knightly character of the heroes who play their parts
in our modern novels is altered. They appear before ¢
us as individuals whose subjective aims of love, honor,
ambition, or ideas of world reform are confronted by
this established order and the ordinary prose of life
which present obstacles on every side. The result is
that subjective desires and demands rise to unfathom-
able heights. Everyone finds himself face to face with
an enchanted (verzauberte, mystified ) world—a
world which is unsuitable (ungehdrig, alien) for him,
which he must combat because it resists him and in its
tenacious stability refuses to give way before his pas-
sions, but interposes as an obstacle the will of a father,
an aunt, bourgeois conditions, ete.”

Certainly, there are conflicts and solutions which are spe-
cifically bourgeois, foreign to preceding historical perods (see

Defoe, K‘Lessing,.Flaubert, Dickens, Ibsen, Thomas Mann), but
their specific character is loaded with universal meaning, Simi-

1‘5{1‘5;;"5};;‘;rﬁstaﬁ,"15;{;;{;51,”§{é§§;{:§¢1’"‘]u;{“’feuda1 knights whose
fate is simply due to the feudal code? Obviously, the class con-
tent is there, but it becomes transparent as the condition and as
the dream of humanity: conflict and reconciliation between man
and man, man and natuggmﬁle miracle of the aesthetic form.
In the particular content appears another dimension where the
(feudal and) bourgeois men and women incarnate the species
man; the human being.

To be sure, the higher cultare of the bourgeois period was

¢ Hegel, Vorlesungen iber die Aesthetik {Simmiliche Werke),
Glockner, ed. {Stuttgart: Frommann, 19283, vol. XIII, pp. 215 f. Trans-
lation by F. P. R. Osmaston, The Philosophy of Fine Art (London: G.
Bell and Sons, 1920), vol. 11, p. 375 (slight changes by me).
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(and is) an elitist culture, available and even meaningful onl

to a privileged minority—but this character it shares with al);
culture since antiquity. The inferior place (or absence ) of the
laboring classes in this cultural universe certainly makes it a
class culture, but not specifically a bourgeois one. If this is so

€1 S
Wwe }lab C I'eason IU ass {33 1][ 1 iiie!(]llltmal revo]utlorl amms fﬂ.l

{

beyond bourgeois culture, that it is directed against{ the aes-|!

thetic form as such\a inst/

7 § such,jagainst’ art as such, literature as literat ’
ffedie o as such, ¢ ch, literature as literature. l
\nd, » the arguments advanced by the cultural revolu-l!
tion corroborate this assumption,

I

b
‘,f‘jhat are the maln (()]]nts 11 !i]e]]i(ii(:{lne“t ()f fhe aesi}]_e!]('

—itis not adequately expressive of the real human condi-
tion o1 the :
—it is divorced from reality inasmuch as it creates a world
of F)efflutifu] illusion (schoner Schein), of poetic justice, of
artistic harmony and order which reconciles the irreconj il
able, justifies the unjustifiable; -
—.-j_qn this world of illusory reconciliation, the energy of the
%1&3 instincts, the sensuouns energy of the body, the creativ-
ity of matter which are forces of liberation a;e repressed;
and, by virtue of these features, —
—the aesthetic form is a factor of stabilization in the re-
JPressive society and thus is itself represéive.
‘ At one of the early manifestations of the cuftural revol
tion, at the first surrealist exposition)in London, Herbert Re;ci

PEQgrammaticaHy formulated thi P e
P RIEEE this relation betw isi
and repression: s relation between classical art

Classicism, let it be stated without further pref-
ace, represents for us now, and has always represented
e 2
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92 COUNTERREVOLUTION AND REVOLT

the forces of oppression. Classicism is the intellectual
counterpart of political tyranny. It was so in the an-
cient world and in the medieval empires; it was re-
newed to express the dictatorships of the Renaissance *
and has ever since been the official creed of capitalism.
[And later] The norms of classical art are the
typical patterns of order, prop‘ortion, symmetry, equi-
libruim, harmony and of all static and inorganic quali-
ties, They are intellectual concepts which control or
repress the vital instinets on which growth and there-
fore change depend, and in no sense represent a freely
idetermined preference, but merely an imposed ideal.”

tion of Classicism to practically all styles to the very essence of

boqrgeoxs art,
At stake is the [ affirmative character’ 70f bourgeois culture,

by virtue of which art serves to beautify and justify the estab-
lished order.® ® The aesthetic form responds to the misery of the
isolated bourgeois individual by celebrating universal human-
ity, to physical deprivation by exalting the beauty of the soul,

to external servitude by elevating the value of inner freedom,

But thls affirmation has its own dlalectrc There is np work

’ Whlf_h does not, in its very . structure “evoke
the words, the mlag:es ) he‘ music of another reality, of anothe1
order 1el)eﬂed by the existing one and  yet alive in memory and
anticipation, alive in what happens to men and women, and in

their rebellion against it. Where this tension between affirma-
tion_and negation, bctween pleasule and sorrow, higher and

? Surrealism, edited with an introduction by Herbert Read (New
York: Harcourt, Brace and Co., 1936), pp. 23, 25 f.

°® See my article Der affirmative Charakter der Kultur {1937}, Eng-
lisk translation in Negations (Boston: Beacon Press, 1968), pp. 88 ff,

especially p. 98,
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material culture no longer prevails, where the work no longer
sustains the {dialectical unit )of what is and wk 1at can {and
ought to) be, art has lost 1ts{ rutl\ has lost itself. And Rrec;scly
in theﬁesthetlc formlme this tensmn and the critical, negating ||
transcendmg quahtres o_f bom‘gems art—its _antibourgeois|| -
qualities. To recapture and transform them, to save them from
expulsion must be one of the tasks of the cultural_r'gyoiut1on
Iﬁerent positive ‘evaluation of the aesthetic form, its;
validation for the radical reconstruction of society, seems to be;
ca_}}{?d for b}f the(new stage of the lnstoncal Process) in whichj
the cuIturaI revolution is piaced the stage of the m‘r_eggrﬁed
d13111tegrat1on of the capltahst system, and of the mtensrfied;
reaction against it, namely, the counterrevolutionary orgamz.a-é
tion of suppression. To the degree to which the latter prevails*
over the former, to that degree the opposition is “displaced” to
the cultural and subcultural realm, to find there the images and
tones which may break through the established universe of dis-
course and preserve the future. ?

The situation is worse now than it was mkthe period from

the begmmng omeodern art (1

mdustnal country which still dommates this system on a global
scale, the working class is not a revolutionary class, T hough the
classical bourgeois culture is no more, the development of an

independent post-bourgeois (socialist) culture has been ar-
rested. Without soil and basis in society, the cultural revolution
appears as the abstract negation rather than the historical heir
of bourgeois culture Not carried by a revolunonary class it

on the one sule it tries to glve word, image, and tone to the
feelings and needs of “the masses” (which are not revolution-
ary); on the other side, it elaborates anti-forms which are con-

-
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94 COUNTERREVOLUTION AND REVOLT

stituted by the mere atomization and fragmentation of
traditional forms: poems which are simply ordinary prose cut
up in verse lines, paintings which substitute a merely technical
arrangement of parts and pieces for any meaningful whole,
music which replaces. the highly “intellectual,” “other-worldly”

classical harmony by a highly spontancous, open polyphony.
But the anti-forms are incapable of bridging the gap between
“real life” and art. And against these tendencies stand those
which, while radically revamping the bourgeois tradition, pre-
serve its progressive quaiities‘

In this tradition, order, proportion, harmony have indeed
been essential aesthetic qualities, However, these qualities are
neither “intellectual concepts,” nor do they represent the
i“forces of repression.” They are rather the opposite: the idea,
}ideation of a redeemed, liberated world—freed from the forces
%of repression. These qualities are “static” becanse the oeuvre

“binds” the destructive movement of reality, because it has a
perpetual “end,” ® but: This is the static of fulfillment, of rest:
the end of violence; the ever-renewed hope which closes the
tragedies of Shakespeare—the hope that the world may now
be different. It is the static quality in the music of Orpheus
which arrests the struggle of the animal existence—perhaps a
quality in all great music.”® The norms governing the order of

* This raises the question whether art does not in itself contain a

limitation of subject matter; whether certain subjects are not a priori ex-

cluded as incompatible with art. For example, the presentation~-without
the negating qualifies—of cruelty, violence, et cetera. There certainly are
great paintings of battle scenes, torture, the crucifixion which do not in-
voke the rebellion against that which happens. Are they really warks of
axt in a more than purely techni t{ms
sage of truthiwhich is art’s own becomes wholly
affirmative; even the most perfect o not save th
from becoming & “decoration”; Jit lacks {inner) necessity.

*® Nietzsche asked, “Does perhaps music pertain to a culture
where the dominion of all kinds of violence (Gewaltmenschen) has
atready come to an end?” Werke (Stuttgart: Alfred Kroner), vol. XVI,

1911, p. 260,
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art are not those governing reality but rather norms of its negg-

tion: it is the order which would prevail in the land of Mignon,
of Baudelaire’s Invitation au Voyage, of the landscapes of
Claude Lorrain . . . ; the order which obeys the “laws of
beauty,” of form.

To be sure, the aesthetic form contains another order
which may indeed represent the forces of oppression, namely,
that which subjects man and things to the raison d’état, or to
the reason of the established society. This is an order which de-
mands resignation, authority, control of “the vital instincts”
recognition of the right of that which is. And this order is en-
forced by Fate, or the gods, kings, wise men, or by conscience
and guilt feeling, or it is just there, It is the order which

triumphs over Hamlet, Lear, Shylock, Antony, Berenice and
Ebédre, Mignon, Madame Bovary, Julien Sorel, Romeo and Ju-
li?‘t?mPQIVIMJRﬁg{VVV}"(?_I_?'E{E}TOVGT the dissenters, v1ct;nsmaﬂa
lovers of all times. But even where the impartial justice of the
oeuvre all but absolves the power of reality from the crime of
oppression, the aesthetic form denies this impartiality and ex-
alts Hg}__;g__yictim:fthe truthlis in the beauty, ten(ilemess’> an p_as
sion of the victims, and riot in the rationality of the oppressors.

The norms which govern the aesthetic order are not “intel-
lectual concepts.” To be sure, there is no authentic oeuvie
without the utmost intellectual effort and intellectual disci-
pline in the formation of the material. There is no such thing as
“automatic” art, nor does art{ “imitate”s it comprehends the
world, The sensuous __j_}j{}_p_]_gd;acy which art attains presupposes
a synthesis of experience according to universal principles,
which alone can lend to the oeuvre more than private signifi-
cance. This is the synthesis of two antagonistic levels of real-!

ity: the established order of things, and the possible or impossi-|

ble liberation from it—on both levels, interplay between théi
historical and the universal. In the synthesis itself, sensﬂiﬁty, )

imagination, and understanding are joined. T
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96 COUNTERREVOLUTION AND REVOLT

The result is the creation of an object world other than
and vyet derived from the emstmg one, but this fransformation
does not do violence to the Objects (man and things)—it
rather speaks for them, gives word and tone and image to that
which is silent, distorted, suppressed in the established reality.
And thlsQLberatmg and cogmtwe power) inherent in_art, is in
e_ll its styles rms. Even in the realistic novel or painting,

which tells a stor} the way it could indeed happen (and per-

haps did happen) at that time and place, the story is changed
by the aesthetic form. In the oeuvre, men and women may talk
and act the way they did “in reality”; things may look as they
do “in reality”—still, another dimension is present: in the de-
scription of the environment, the structuring of (inner and
outer) time and space, in the marked silence, in that which is
not there,® and in the microcosmic (or macrocosmic) view of
things. Thus, we can say that, in the aesthetic order, things are

moved into their P1ace whlch is not the place they ‘happen to

e 1nto thelr

hdve and that in tlus tlanbformatmn they

it must be 1magmary, ‘for what faculty other than the 1magma—

tion could invoke the sensuous presence of that which is not

( _yet)? ‘And this transformation is_sensuous rather than con-

ceptual; it must be enjoyable (“ d1smterested pleasure ) it re-
mains committed to harmony. Does this commitment make the
traditional art 1nev1tably an agent of repression, a dimension
of the respective Establishment?

* Merleau-Ponty with reference to Stendhal: “One can narrate the
subject of a novel like that of 2 painting, but the force of the novel, like
that of a painting, is not in the subject. What counts is not so much that
Julien Sorel, when he hears that Mme. de Rénal has betrayed him, goes
to Verriere and tries to kill her—what counts is, after the news, this si-
lence, this dream cavalcade, this certainty without thought, this etermal
resolution . . . But all this is nowhere said.” (Maurice Merleau-Ponty,
La Prose du monde [Paris: Gallimard, 1969], p. 124.)
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The(z;ﬁirmative character of art] was grounded not so much in
its divorce from reality as in the ease with which it could be rec-
onciled with the given reality, used as its décor, taught and
experienced as uncommitting but rewarding value, the
possession of which distinguished the “higher” order of society,
the educated, from the masses. But the affirmative power of art

is also the power which denies this affirmation. In spite of its
(feudal and bourgeois) use as status symbol, conspicuous con-
sumption, refinement, art retains that alienation from the es-
tablished reality which is )t(the ongm of art. It is a second
alienation, by virtue o ‘which the artist dissociates himself
methodically from the alienated society and creates the unreal,
“illusory” universe in which art alone has, and communicates,
its truth. At the same time, this alienation relates art to society:
1t‘__leeserves the class contentwand makes it transParent As
“ideology,” art mvahdates dommant ideology. The class con-
tent is “idealized,” styhzed and thereby becomes the recepta”
cle of a universal truth beyond the particular class content.
Thus the classical theater stylizes the world of the real princes,
nobles, burghers of the respective period. Although this ruling
class hardly talked and acted like its protagonists on the stage,
it could at least recognize in them its own ideology, its own
ideal or model (or caricature).® The court of Versailles could !

still understand the theater of Corneille and recognize there its

ideological code; similarly, the court of Weimar could still be |*

expected to find its ideology in the court of Thaos in Goethe's
Iphigénie, or in the court of Ferrara in his Torquato Tasso.
The medium in which art and reality met was the style of

® See Leo Lowenthal, Literature and the Image of Man {Boston:
Beacon Press, 1957), espemally the introduction and Chapter IV.

td
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life. The parasitic nobility had its own aesthetic form which
demanded a ritual behavior: honor, dignity, display of pleas-
kure, even “higher culture,” education. The classical theater was
H]the mimesis and, at the same time, the critical idealization of |
this order. But through all accommodation, through all kinship
to the established reality, the theater proclaims its own disso-
clation from it. The artistic alienation appears in the theater as
{; its historical décor, its language, its “exaggerations” and con-
jdensations.
Tl}_f’a,.1.1}9@9.?,,QE._E‘.EFEE}EEEE’._‘LEl?ﬁi‘g?)_‘.’}ﬂl.ﬁ}.ﬁ?.ll?.lii_‘is,l}_?%&%?ﬂ}l
society. With the capitalist democratization and industrializa-
tion, classicism has indeed lost much of its truth—it has lost its
affinity, its kinship to the code and culture of the ruling class.
iAny affinity between the White House and classicism  is
beyond the stretch of even the most absurd imagination, and
what was still faintly conceivable in ¥France under de Gaulle
has become inconceivable under his successor.
The artistic alienation makes the work of art, the niverse
“ossentially unreal—it creates a world which docs ot
' exist, a world of 13 hein, appearance, illusion. But In. this trans-

g oo et

formation of reality u.ltsz...illma:iga,_..ays.L_g_x.zlymia._i,t&pg@,azan.ghe

of art, essentially nareal—it

o ﬁpbversiye truth of art. |
In this universe, every word, every color, every sound is
|“new,” different—breaking the familiar context of perception
< and understanding, of sense certainty and reason in which men
i‘ and nature are enclosed. By becoming components of the aes-
ds, shapes, and colors are insulated

thetic form, words, soun
against their familiar, ordinary use and function; thus they are

freed for a new dimension of existence,

° Here is Merleau-Ponty’s magnificent description of the methodical
slienation in Cézamme’s paintings. Cézanne breaks with the customary ex-
perience of our world: “{#} révele le fond de nature inhumaine sur lequel
Thomme ¢installe. C'est pourquoi ses personnages sont étranges et comme
vus par un étre d'une autre espéce. La nature elle-méme est dépouillée

° This is therachieve- )
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ment of the E‘tyl% which is the poem, the novel, the painting
1.:he composifion, The style,iembodiment of the aesthetic f01'm=
in subjecting reality to another order, subjects it to the “Taws oi)?
beauty.” o
True and false, right and wrong, pain and pleasure, calm
and_violence become aesthetic categories within the fra;n&
?\"{9_1'_15_ of the oeuvre. Thus deprived of then(lmmedlqte) real-
1t'y, they enter a different context in which even the ugly, cruel
sick become parts of the aesthetic harmony govemi;lg th(;
whole. They are thereby not “canceled”: the horror in Goya’s
etchings remains horror, but at the same timeé‘eterna?izes” )Eh
horror of horror. S | )

T

v

In Chapter 2, I referred to the subterranean survival of the an
ci'ent theory of recollection in Marxian theory. The notim;
aimed at a repressed quality in men and things which, once
recognized, could drive toward a rddical change in the r(;lation‘
between man and nature. The discussion of early Marxian
‘t‘heory_; traced the concept of recollection in the context of the
fzmancipation of the senses”: “aesthetic” as pertaining to sen-
mfbility. Noy'{v_tz‘_in discusgsing the [eritical theory‘of art,‘} the notion
zrtl ecollection is again suggested: “aesthetic” as pertaining to .

On a primary level, (art fis recollection: it appeals to a pre-
conceptual experience and understanding which reemerge in
and against the context of the social fﬁﬁétioning of exper?éﬁée
and understanding—against instramentalist reason and sensi-

bility..

Ssets :t;tnb?‘ts qut la préparent pour des communions animistes: le paysage
ot ¢ ns vent, leéj.ll’dk:l .lac d’Annecy sans mouvement, les objets pelés
he 1ll(a}mts ﬁor-m]?e a-lor:gm.e—de la. terre. Clest un monde sans familiarité,

n ncstnpas bien, qui interdit toute effusion humaine.” (“Le Doute
de Cézanne,” in Sens et Non-Sens [Paris: Nagel, 19483, p. 30.)

T e
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When it attains this primary level—the terminal point of
the intellectual effort—art violates taboos: it lends voice and
sight and ear to things which are normally repressed: dreams,
memories, longings—ultimate stat
more superimposed restraint: the form, far from repressing the
full content, makes it appear in its integrity. Here is also no
more conformity and no more rebellion—only sorrow and joy.
These extreme qualities, the supreme points of art, seem to be
the prerogative of music (which “gives the innermost kernel
preceding all form, or the heart of things”},* and within music,
of melody. Here the melody—dominant, cantabile, is the basic
unit of recollection: recurring through all variations, remaining
when it is cut off and no longer carries the composition, it sus-
tains the supreme point: in and against the richness and com-
plexity of the work, It is the voice, beauty, calm of another
world here on earth, and it is mainly this voice which consti-

tutes the two-dimensional structure of classical and romantic

music.

" In the classical theater, the verse is the dominant voice of
the two-dimensional world, The verse challenges the rule of
ordinary language and becomes a vehicle for the expression of
that which remains unsaid in the established reality. Again, it
is the rhythm of the verse which renders possible, prior to all
specific content, the eruption of the unreal reality and its truth.
The “laws of beauty” form reality in order to make it transpar-
ent. It is the “sublimated” mode in which the protagonists of
the classical theater speak, and not only what they do and
suffer, which evokes and at the same time rejects that which is.
‘ The bourgeois theater (meaning here: the theater in
which the protagonists are members of the bourgeoisie } moves
ifrom the beginning in a desublimated, de-idealized, aesthetic
\universe. Prose replaces verse; the historic décor is dropped;

¢ Arthur Schopenhauer, The World As Will and Represeniation,
transtated by E. F. ]. Payne {New York: Dover), I, § 52.
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realism prevails. The classical form gives way to open forms

geois revolution explode the realistic universe: the class
conflict between nobility and bourgeoisie assumes the form of
a tragedy for which there is no solution. And when this class
conflict no longer holds the center of the stage, the specific
bourgeois content is transcended: the bourgeois world is shat-
tered by symbolic figures or configurations which become the
messengers of catastrophe and liberation (Ibsen, Gerhart
Hauptmann}.

The novel is not closed to this(aesthetic transcendene(‘;\i No
matter which particular “plot” or environment is the sﬁbject
matter of the novel, its prose can shatter the established uni-
verse. Kafka is perhaps the most outstanding example. From
the beginning, the links with the given reality are cut by call-
ing things by their names, which twn out to be misnomers.
The discrepancy between that which the name says and that
which is becomes unconquerable. Or is it rather the
coincidence, the literal identity between the two, which is the
horror? In any case, this language breaks through the masquer-
ade: the illusion is in the reality itself—not in the work of art.
This work is in its very structure rebellion—with the world it
depicts, there is no conceivable reconciliation. i

It is this second alienation which disappears in today’s sys-

tematic efforts to reduce, if not close, the gap between art and
reality. The_effort is (doomed to failure) Certainly, there is re-
bellion in the guerrilla theater, in the poetry of the “free press,”

in rock music—but it remains artistic without the negating

power of art. To the degree to which it makes itself part of real
life, it loses the transcendence which opposes art to the estab-
lished order—it remains immanent in this order, (one-

dimensional/ and thus succumbs to this order. Precisely its im—l

mediate “life quality” is the undoing of this anti-art, and of its
appeal. It moves (literally and figuratively) here and now,
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within the existing universe, and it terminates in the frustrated
outery for its abrogation. ’

There is indeed a profound uneasiness toward classical and
romantic art. Somehow, it seems a thing of the past: it seems%o
have lost its truth, its meaning. Is it because this art is too sub-
lime, because it substitutes for the real, living soul an “intellec-
tual,” metaphysical soul, and is therefore repressive? Or could
it be the other way around? _ '

Perhaps the extreme qualities of this art strike us today as
an all too unsublimated, direct, unrestrained expression of pas-
sion and pain—some sort of shame reacts against this kind of
exhibitionism and “outpouring” of the soul, Perhaps vv.'e can no
longer cope with this pathos which drives to the %i;mts of -the
human existence—and beyond the limits of social restraint.
Perhaps this art presupposes, on the part of the recipient, th:%t
distance of reflection and contemplation, that self-chosen si-
Hlence and receptivity which today’s “living art” rejects. '

The atrophy of the organs for artistic alienation is t%le re-
sult of very material processes. The totalitarian organization of

society, its violence and aggressiveness have invaded the inner_

and outer space where the extreme aesthetic qualities of art
can still be experienced and accepted with good fa1.th. They
contradict .too"bIatantiy the horrors of reality, and this coTitra—
diction appears as escape from a reality fror‘n which Fhere 1s‘ no
escape. They require a degree of emancipation from '1mmed‘13te
experience, of “privacy,” which has become all but ‘amposmble,
false. This is non-hehavioral, non-operational art: it does not
“activate” to anything but reflection and remembrance—the
piomxscofthe dream. But the dream must becm‘n_e a f'orce of
changing rather than dreaming the human conqltwn :. 1t. must
' become a political force. If art dreams of liberation within the

4{spectrum of history, dream realization through revolution must
be possible—the surrealist program must still be valid. Does
the cultural revolution testify to this possibility?
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However, in its efforts to free the political potential of art, it is

blocked by an unsolved contradiction. A subversive potential is |

in theh’(very nature of art}_~but how can it be translated into re-
ality today, that is to say, how can it be expressed so that it can
become a guide and element in the praxis of change without
ceasing to be art, without losing its internal subversive force?
How can it be translated in such a manner that the aesthetic
form is replaced by “something real,” alive, and yet tran-
seending and denying the established reality?

Art can express its radical potential only as art, in its own
k’}?,?.g??g?,.,@1}51_._.;5?.?}56’ which invalidate the ordinary language,
the “prose du monde” The liberating “message” of art _also
transcends the actually attainable goals of liberation, just as it
transcends the actual critique of society. Art remains commit-
ted to the Idea (Schopenhauer). to the universal in the partic-

ular; and since the tension between idea and reality, between
the universal and the particular, is likely to persist until the.i
millennium which will never be, art must remain alienation, I
art, because of this alienation, does not “speak” to the masses,

s
 —

this is the work of the class society which creates and perpet- v

uates the masses. If and when a classless society achieves the
transformation of the masses into “freely associated” individu-

als, art would have lost its elitist character, but not its:

estrangement from society. The tension between affirmation
%@_d___zlpig%_ti%%p{@.@.l_g.d9§__,ﬁn_x.jslQ.Iiﬁjﬁg@_t.ig@ of art with revolu-

tionary praxis. Art cannot represent the revo}unonj" it can only o

¢ Certainly, there are the great presentations of the French Revolu-
tion in Biichner's Dantons Tod, of 1848 in Flaubert’s Education Senti-
mentale—-they are critical, if not hostile presentations, hostile to the ac-
tual revolutionary practice and its exigencies. There js William Blake’s

oy
S'—’b'« ':.;“{.Ai

.e

Lo, C,
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invoke it in another medium, in an aesthetic form in which the
political content becomes metapolitical, )
nal necessity of art. And the goal of all revolution—a world of
tijéégiuﬂlity_ and freedom—appears in a totally un?ohtxcai. me-
dium, under the laws of beauty, of harmony. Thus Stravinsky
heard the revolution in Beethoven’s quartets:

My further, personal belief is that the quartets are
a charter of human rights, and a perpetually seditious
one in the Platonic sense of the subversiveness of
art . ..
A high concept of freedom is embodied in the
quartets, . . . both beyond and including what Bee-
thoven himself meant when he wrote [to Prince Galit-
zin] that his music could “help suffering mankind.”
They are a measure of man . . . and part of the d(?-
scription of the quality of man, and their existence is
a guarantee.”

There is a symbolic event which anmounces the transition
from everyday life to an essentially different medium, the
“leap” from the established social universe to the estranged
universe of art; this is the occurrence of silence:

The moment at which a piece of music begins
provides a clue to the nature of all art. The incongru-
ity of that moment, compared to the uncounted, un-
perceived silence which preceded it, is the secret of
art . . . it is in the distinction between_the actual

.

magnificent epic fragment--which ends prior to thfa meeting of' the1 E‘tats
Généraux: the fragment is a cosmic transﬁgurah’o? of the revolution,
where mountains, valleys, and streams join the political strugg.k-:. 6

® Igor Stravinsky, in The New York Review of Books, April 24, 1969,

P 4
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and the desirable.[AH artlis an attempt to define and
make unnatural this distinction.®

And this silence becomes part of the aesthetic form not only in
music: it permeates the entire work of Kafka; it is ever present
in Beckett’s End Game; itisina painting of Cézanne.

-+ . [the painter’s] only aspiration must be to sj-
lence. He must stifle within himself the voices of prej-
udice, he must forget, and keep on forgetting, he must
make silence all about him, he must be a perfect
echo,®*

An “echo” not of what is immediate nature, reality, but of
that reality which erupts in the artist’s estrangement from the
immediate reality-—even from that of the revolution.

The relation between art and revolution is a unity of opno-
sites, an antagonistic unity. Art obeys a necessity, and has a /.. Baty
freedom which is its own—not those of the revolution. Art and L. Kw’.m‘g

. i

revolution are united in “changing the world"liberation. But
in its practice, art does not abandon its own exigencies and does
not quit its own dimension: it remains non-operational. In art,
E}ii Qpliticgl g?a} appears only in the transﬁgm‘atioﬁ which is
fo
ocuvre even while the artist himself is “engaged,” is a revolu-
tionary. I
André Breton recalls ‘the case of(C_(_)Erl_ert and Rin&ggd?

OV ~

During the Commune of 1871, Courbet was a member of the
Council of the Commune, he was held responsible for the dis-

The revolution may well be abseni from the

It

® John Berger, The Moment of Cubism (New York: Pantheon,
1969), pp. 31 £, ‘

*® Cézanne, as quoted by Gasquet in Max Raphael, The Demands
of Art, translation by Norbert Guterman, Bolingen Series LXXVIII
(Princeton: Princeton University Press, 1968), P 8
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mantling of the Venddme column, He fought for a “free and
nonprivileged” art, Yet there is no direct testimony of the revo-
lution in his painti-ﬁ'gs (although there is in his drawings),
there is no political content, After the collapse of the Com- ¢
mune, and after the massacre of its heroes, Courbet paints still

lifes.

... . some of these apples . . ., prodigious, co-
lossal, extraordinary in their weight and sensuality,
are more powerful and more “protestaire” than any

political painting.®
Breton writes:

Everything happens as if he had decided tl?at
there must be some way to reflect his profound faith
in the betterment of the world in everything that he
tried to evoke, some way to make it appear somehow
in the light he caused to fall on the horizon or on a

roebuck’s belly.”®

And Rimbaud: he sympathized with the Commune; he
drafted a constitution for a communist society, but the tenor of
his poems written under the immediate impact of the Com-

mune “in nowaydlﬁersfrom_ that of the other poems.” The
revolution was in his poetry from the beginning and to the

end: as a preoccupation of a technical order, namely, to trans-

late the world into a new language.f.

| The political; “engagement” becomes a problem of artistic
e e ““i - e J v m

* André Fernigier, quoted in Robert Fernier, Gustave Courbet
Paris: Bibliothéque des Arts, 1969}, p. 110.
( o Manif@st(?s of Surrealism, translation by R. Scaver and Helen R.
Lane (Ann Arbor: University of Michigan Press, 1969), p. 219.
1 1bid., p. 220.
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“technique,” and instead of translating art {poetry) into real- ;u/!fa ,:j?‘:;:.'.-
ity, reality is translated into a new aesthetic form. The radical

refusal, the protest, appears in the way in which words are
grouped and regrouped, freed from their familiar use and
abuse. Alchemy of the word: the image, the sound, creation of
another reality out of the existing one—permanent imaginary
revolution, emergence of a “second history” within the histori-
cal continuum.

Permanent aesthetic subversion—this is the way of art.

The (abolition of the aesthetic form; the notion that art
CQEld becgme a component part of 1'ev01£1ti011ary (and prerev-
olutionary ) praxis, until under fully developed socialism, it
would be adequately translated into reality (or absorbed by
“science” )--this notion is false and oppressive: it would mean
the end of art. Martin Walser has well formulated this false-
hood with respect to literature:

The metaphor of the “death of literature” comes
an eternity too early: Only when the objects and their
names would melt into one (in eins verschmelzen),
only then would literature be dead, As long as this
paradisical state has not arrived, the struggle for the
objects (Streit um die Gegenstinde) will also be
waged with the help of words.®

And the meaning of the words will continue to devaluate their
ordinary meaning: they (as well as the images and tones) will
continue the imaginary transformation of the object world,
man, and nature. Coincidence of words and things; this woul_dél
mean_that all the potentialities of things would be realized,

Aodii,

that the “power of the negative” would have ceased to operate iy,

-—it would mean that the [imagination has become( wholly func-
N '

tional: servant to instrumentalist Reason)

® In Kursbuch 20, March 1970 (Frankfurt: Subrkamp), p. 37.
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1 have spoken of “art as a form of reality” * in a free soci-
ety. The phrase is ambiguous. It was supposed to indicate an

essential aspect of liberation, namely, the radical trans-

formation of the technical and natural universe in accord

ance with the emancipated sensibility (and rationality) of man.
I sti

hold this view. But the goal is a permanent one; that is o
say, no matter in what form, art can never climinate the ten-
sion between art and reality. Elimination of this tension would
be the impossible final unity of subject and object; the materi-
alistic version of absolute idealism. It denies the insurmounta-
ble limit to the mutability of human nature: a biological, not
theological, limit. To interpret this irredeemable alienation
of art as a mark of bourgeois (or any other) class society i
nonsense.

The nonsense has a basis in fact. The aesthetic representa-
tion of the Idea, of the universal in the particular, leads art to
transform _particular (historical ) conditions into universal
ones: to show as the tragic e of man what is only
luﬂs n the cstablished society. There is, in the Western
tradition, the celebration of an unnecessary tragedy, an unnec-
essary fate—unnecessary to the extent to which they pertain,
not to the huran condition but rather to specific social insti-
tutions and ideologies. I have previously referred to a work in
which the class content seems most conspicuously the sub-
stance: the catastrophe of Madame Bovary is evidently due to
the specific situation of the petty bourgeoisie in a French prov-
;ince, Nevertheless, you can, in your imagination, in reading the
'story, remove (or rather “bracket”) the “external,” extraneous
‘environment, and you will read, in the story, the refusal and
denial of the world of the French petty bourgeois, their values,
{ their morality, their aspirations and desires, namely, the fate of

* In On the Future of Art, essays by Armold J. Toynbee, Louis .
Kahn, and others, edited by Edward Fry (New York: Viking Press,
1970}, pp. 123 £
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men and women caught in the catastrophe of love. Enlighten-
ment, democracy, and psychoanalysis may mitigate the typi-
cally feudal or bourgeois conflicts and perhaps even change the
outcome—the tragic substance would remain. This interplay
between the universal and the particular, bgtwemass con- j|#
tent and transcending form is the{history ofart| "

Perhaps there is a “scale” Ecco1‘di11g to which the class
content appears most distinctly in literature and least distinetly
(if at alll) in music (Schopenhauer’s hierarchy of the artsl).
The word communicates daily the society to its members; it be-
comes a name for the objects as they are made, shaped, used
by the established society. Colors, shapes, tones do not carry
such “meaning”: they are in a sense more universal, “neutral”
toward their social usage. In contrast, the word can all but lose
its transcendent meaning—and tends to do so the more society
approaches the stage of total control over the universe of dis-
course. Then we can indeed speak of a “coincidence between
the name and its object”—but a falde, enforced, deceptive co-
incidence: instrument of domination.

I refer again to the use of|Orwellian Ianguage] as normal
means of communication. The Fule of this language over the
minds and bodies of men is more than outright brainwashing,
more than the systematic application of lies as means of manip-
ulation, In a sense, this language is correct; it expresses, quite
innocently, the omnipresent contradictions which permeate
this society. Under the regime it has given itself, striving for
peace is indeed waging war (against the “communists” every-
where); ending the war means exactly what the warfaring gov-
ernment is doing—though it may in fact be the opposite,
namely, intensifying rather than extending the slaughter;®
freedom is exactly that which the people have under the Ad-
ministration—though it may in fact be the opposite; tear gas

¢ See the Cornell report on intensified bombing in Indochina, New
York Times, November 6, 1971, ,
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This strategy of realization, precisely because it is to be that of
a dream, can never be “complete,” never be a translation into
reality, which would make art info a psyehoana]ytic process.

and plant killers are indeed “legitimate and humane” against
the Vietnamese for they cause “less suffering” to the people

N

s , : ” °_apparently the . 7 , o
than “burning them to death with napalml EII)Ptale:}cgntra Realization rather means finding the aesthetic forms which can
: : ) 0 . ' cr i A et OC OIS which
only alternative open to this government. T 1?8;6: X :0 le-—this communicate the possibilitic f a liberating transformation of
dictions may well enter the consciousness o peop t_};g____t_echnical__ap_g_l_____pg;;_gx:giﬁenvuon . But here, too, the dis.

does not change the fact that the word as defined by the (pub-
lic or private} administration remains valid, effective, opera-
ftional: it stimulates the desired behavior and action, Language

tance between art andpxdulce,the dissociation of the former
from the latter, remain.
At the Htime between the two World Wars, where the pro-

assumes again magical character:mg:governmeI?t %})okem{lan h% test seemed to be"dl_lzact_l}trmsl-ma_ﬁ?o action, joined to ac-

" only .FQ....P.f?ﬂ?%ﬂ?E’f_..‘.,F.I?.‘?_.,.?XQ?@E’LQR@HQH?@!...?.ZQEFEEEEXM)&H@W!&vgﬁ..té..,...,,.\\ | tion, where the shattering of the aesthetic form seemed to be
llwhat he wants—rather sooner than later. , the- response to t 'evolutionary forces in actmﬁ; Antonin
‘ %_7;@&?55%55111%1&? the program for the abolition of art: “En|
v - Jmiradec les chefo-d'ocupres”; art must beoome the concern of 1

the masses (la fou ), must be an affair of the streets, and i

i his s ical e ; in and inten- -t ), |
A pr}e ms:al_y this sftage, therr?‘(‘];;,il ;iioitult;;:?\t]? potential of above all, of the organism, the body, of nature. Thus, it would
sify the “power of the negative,” | g

move men, would move things, for: “il faut que les choses

art, must sustain and intensify the alienating power of art: the crévent pm’n' repartir et 1‘ecomgn;encéi'.” The ser(;)ent mo(\:fes s‘to
Tatior Fomm 4 Y cadical force of art becomes ] e .
aesthetic form, in which alone the radical fo the tones of the music not because of their “spiritual content
communicable, o di but because their vibrations communicate themselves through
In his essay “Die Phantasie im Spitkapitalismus und die the earth to the serpent’s entire body. Art has cut off this com.
munication and “deprived a gesture (un geste) from its reper-

Kulturrevolution,” Peter Schneider calls this recapture of the
cussion in the organism”™; tjy'imggimty. with nature must be Te-

. —
aesthetic transcendence the * propagandistic function of art”:

stored: “beneath the poctry of text, there Is a poetry tout court,
‘f:.‘.l?.?.‘.i.tm.f;?f?ﬂﬁﬁi..}’.‘f_i.t.'.l.l(.?}i?_?E“/‘.?F;t.r” This natural poetry must be
recaptured which is stil] present in the eternal myths of mankind
{such as “!?e.neath the text” in Sophocles’ Oedipus) and in the
magic of the primitives: its rediscovery is prerequisite for the
liberation of man. For “we are not free, and the sky can still
fall on our head. And the theater is made first of al] in order to
teach us all this.” ° To attain this goal, the theater must leave

Propagandistic art would seek in the 1'(‘3corded
dream history (Wunschgeschichte) of mankl.nd the
utopian images, would free them from the dlStOl‘tt.Bd
forms which were imposed upon them by the material
conditions of life, and show to these dreams (Wiin-
schen) the road to realization which now, finally, has
become possible. . . . The aesthetic of this art should
be the strategy of dream realization.®®

® Kursbuch 16, 1969, p. 31. : i ® Antonin Artaud, Le Thédire et son double (Paris; Gallimard,
°¢ G, Warren )Nutte;, Assistant Secretary of Defense for Interna- 1864}, pp. 113, 124, 123, 119, 121 (written in 1933).

tional Security, New York Times, March 23, 1971.
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the stage and go on the street, to the masses. And it must
shock, cruelly shock and shatter the complacent consciousness

and unconscious.

[a theater] where violent physical images crush
- and hypnotize the sensibility of the spectator, seized
in the theater as by a whirlwind of superior forces.®

Fven at the time when Artaud wrote, the “superior forces”
were of a very different kind, and they seized man, not to liber-
ate but rather to enslave and destroy him more effectively. And
today, what possible language, what possible image can crush
and hypnotize minds and bodies which live in peaceful coexist-
ence_(and_even profiting from) _genocide, _torture, and

i}pg{'_sg_xg? ss And if Artaud wants a “constant sonorization™:
sounds and noises and cries, first for their quality of vibration
‘and then for that which they represent,” t we ask: has not the
5_§audience, even the “natural” audience on the streets, long since
‘become familiar with the violent noises, cries, which are the
“daily equipment of the mass media, sports, highways, places
of recreation? They do not break the oppressive familiarity with
{destruction; they reproduce it.

The German writer Peter Handke blasted the “ekelhafte
Unwahrheit von Ernsthaftigkeiten im Spielraum (the loath-
some untruth of seriousness in play).” { This indictment is

¥{not an attempt to keep politics out of the theater, but to indi-
|cate the form in which it can find expression. The indictment
cannot be upheld with respect to Greek tragedy, to Shakespeare,
Racine, Kleist, Ibsen, Brecht, Beckett: there, by virtue of the

° 1bid., p. 126.
ve 1bid.

“}n'tten dOWn b di
Houge, 1971). y Judith Mel

the fascist government, Th

itis g u::cm,tf__w ‘‘‘‘‘ : —eits for the guerrilla theater of
s et i adfeco;altogther ifexen o ho i)

CI1 O =
theater did not .y r after the Long March); there, the

", it was part of

Vrh L- .
ingfu?éaé;zg%ﬁhiaﬁz%@xsgr_‘_fiézira.f;xalnple of self-defeat
and the Revalution, the g Dt {0 it he theater

o Ol Uhe play and the battle, bodily ; ritus
:;“_E:fzg?r},}gglly_{c‘i‘ual internal and 'ﬁé1125&%5?1&%%%QEE}EE@I

S C1a;
aﬁa..mﬁgfg%eah%geﬁeé.ia_m_ﬁti?ifm: the Kabblah BST%?BE
e of et ching, the I Ching, and other sources.” ’Th i,
ure of Marxism andﬂmysti_g@m, of Lenin and Dy R D im““
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Yy, the sexual revolution, beco;ﬁ%{g"& ritual tel‘;fwn o
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£l ] €
See ltﬂadl‘se ZVOw (:()H five (:ieatl ¢l (]1 ﬂlﬂ LlVl]l Ihea Ie
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ina and Julian Beck (New York: Random

** In the summer of
. 19 e
PIaymg before the 71, the Living Theater group that had beey

wret i
ched of the earth in Brazil was incarcerated b

of the people and Wh
: h
order; even the m)’Stiﬁfd iI;recluded an

‘ I.S i
I “' h to express m sohdarit wi ' ith Ma ina and ru Beck
i ' y : y ith udit} ian eck and
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} Ibid, p. 124,
t Quoted in Yark Karsunke, “Die Strasse und das Theater,” in

Kursbuch 20, loc. ¢it., p. 67.
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Untruth is the fate of the unsublimated, direct representa-
tion. Here, the “illusory” character of art is not abolished but
" doubled: the players only play the actions they want to dem-
onstrate, and this action itself is unreal, is play.

The distinction between an internal revolution of the

aesthetic form and its destruction, between authentic and con-
trived directness {a distinction based on the tension between

ai:tﬂeiﬁvcnlmfé'e‘ili'ti}")",‘ has also become decisive in the development

(and function) ofhvmgmumc,’nafufal music.” It is as if
the cultural revolution had fulfilled Artaud’s demand that, in
a literal sense, music move the body, thereby drawing nature
into the rebellion. Life music has indeed an authentic basis:
black music as the cry and song of the slaves and the ghettos.®
In this music, the very life and death of black men and
wormen are lived again: the music is body; the aesthetic form is
the “gesture” of pain, sorrow, indictment. With the takeover by
the whites, a significant change occurs: white “rock” is what its

black paradigm is not, namely, performance. It is as if the

® Pierre Lere analyzes the dialectic of this black music in his article
“Free Jazz: Evolution ou Révolution™
¥, . . the liberty of the musical forms is only the aesthetic translation of
the will to social liberation. Transcending the tonal framework of the
theme, the musician finds himself in a position of freedom. This search
for freedom is tranglated into atonal musicality; it defines a medal climate
where the Black expresses a new order. The melodic line becomes the
medium of communication between an initial order which is rejected
and a fnal order which is hoped for. The frustrating possession of the
ane, joined with the liberating attainment of the other, establishes a rup-
ture in between the Weft of harmony which gives way to an aesthetic of
the cry (esthétique du cri). This cry, the characteristic resonant (sonore)
element of “free music,” born in an exasperated tension, announces the
violent rupture with the established white order and translates the ad-
vancing (promotrice) violence of a new black order.” (Revue d Esthétique,

vols. 3—4, 1970, pp. 320, 321.)
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'crying and shouting, the jumping and playing, now take place
mn an artificial, organized space; that they are directed toward
a (sympathetic) audience. What had been part of the perma-
nence of life, now becomes 1 concert, a festival, a disc in the
making. “The group” becomes a_fixed entit (verdinglicht)
absorbing the individuals; it is é‘totalitarian” in the way ir;
which it overwhelms individual consciousness and mobilizes a
sollective unconscious which remains without social founda-

ion.

. And as this music loses its radical impact, it tends to mas.
sification: the listeners and co-performers in the andience are
masses streaming to a spectacle, a performance.

True, in this specfacle, the audience actively participates:
the music moves their bodies, makes them “natural.” But their
(Iiterally) electrical excitation often assumes the features of
hysteria. The aggressive force of the endlessly repeated ham.
n'%ering rhythm (the variations of which do not open another
dimension of music), the squeezing dissonances, the stand-
ardized “frozen” distortions, the nojse level in general—is it
not the force of frustration?® And the identical gestures, the
twisting and shaking of bodies which rarely (if ever) r:-:-all
touch each other—it seems like treading on the spot, it doe);
not get,yOu anywhere except into a mass soon to disperse. This
music is, in a literal sense, _tmitation, mimesis of effective

aggression: it is, moreover, another case of catharsis: group

therapy which, temporarily, removes inhibtions. Iiberatin ro.
mains a private affair. T

° The frustration behind fhe nois on i
' Yy aggression is revealed ve
neatly in a statement by Grace Slick of the “Jefferson Airplang
group, reported in the New York Times Magazine (October 18, 1970):

Our eternal goal in life, Grace says, absolutely deadpan, is to get !

louder.”
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YIL

‘The tension between art and revolution seems irreducible. AI:t
itself, in practice,fcannot change reality, and art_cannot subI‘mt
to the actual requirements of the revolution without c‘lenymg
itself. But art can and will draw its inspirations, and its very

form, from the then-prevailing revolutionary movement—for

art asserts itself in all modes of alienation; it precludes any no-
tion that recapturing the aesthetic form today cou-l(? mean re-
vival of classicism, romanticism, or any other tr.adl'tlon.al form.
Does an analysis of the social reality allow any‘lndlcatlon as .t(;
art forms which would respond to the revolutionary potentia
i - orary world?

" thzzzz:gﬁi to-f)iéorno}art responds to the to-tal charact.er of
repression and administration with total aiimlf;.tmn,The highly
iﬁtéﬁ&:tuai, constructivist, and at the same tlvme spontaneous-
formless music of John Cage) Stockhausen, Pierre Boulez may
be the extreme examples.

But has this effort already reached the point of no retu'rn,
that is, the point where the cetvre drops out <')f .the dimel?sxon‘
of alienation, of formed negation and contradiction, and.turns,
into a sound-game, language-game—harmless and without
commitment, shock which no longer shocks, and thus suc-
cumbing?

The radical literature which speaks in formless semi-spon-

taneity and directness loses with the aesthetic form the political ..

content, while this content erupts in the most highly formed.

poems of Allan Ginsberg and Ferlinghetti. The most ‘uncoro-
p;‘?)_lmsmg, most extreme indictment has found expression 1;1 :3.
work which precisely because of its radicalism repel§ the p;l) iti-
cal sphere: in the work of Samuel Beckett, there is no hope

which can be translated into political terms, the aesthetic form
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excludes all accommodation and leaves literature as literature.
And ag literature, the work carries one single message: to make
an_end with things as they are. Similarly, the revolution is in
Bertolt Brecht's most perfect lyric rather than in his_political
Plays, and in Alban Berg's Wozzeck rather tha

in today’s
anti-fasecist opera,
fobvaliobiing

This s the passing of anti-art, theGeemergence of form)

And with it we find a new expression of the inherentlv subver-
sive qualities of the aesthetic dimension, especiallyﬁ;eauI;\as
the sensuous appearance of thefidea of freedom) The delight of

beauty and the horror of politics; Brecht has condensed it in
five lines:

Within me there is a struggle between
The delight about the blooming apple tree
And the horror about a Hitler speech.

But only the latter
Forces me to my desk

-

(Translation: Reinhard Lettau)

The image of the tree remains present in the poem which is
“enforced” by a Hitler speech. The horror of that which is,
marks the moment of creation, is the origin of the poem which
celebrates the beauty of the blooming apple tree. The political
dimension remains committed to the other, the aesthetic di-
mension, which, in twn, assumes political value. This happens
not only in the we rk of Brecht (who is already considered a
“classic”) but in some of the/radical songs of protest Yof

also
today—or yesterday, especially in the lyrics and music of Bob
Dylan. Beauty returps, the “soul” returns: not the one in food
and on fce” but the old and repressed one, the one that was in
the Lied, in the melody: cantabile, It becomes the form of the

subversive content, not as artificial revival, but as af*return of
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the repressed.” The music, in its own development, carries the
song to the point of rebellion where the voice, in word and
pitch, halts the melody, the song, and turns into outery, shout.

Junction of art and revolution in the aesthetic dimension,®
in art itself. Art which has become capable of being political
even in the (apparently) total absence of political content,
where nothing remains but the poem—about what? Brecht ac-
complishes the miracle of making the simplest ordinary lan-
guage say the unutterable: the poem invokes, for a vanishing

moment, the iméges of a liberated world, liberated nature:

DIE LIEBENDEN

Sich jene Kraniche in grossem Bogen!

Die Wolken, welche ihnen beigegeben
Zogen mit thnen schon, als sie entflogen
Aus einem Leben in ein andres Leben.

In gleicher Hohe und mit gleicher Eile
Scheinen sie alle beide nur daneben.

Dass so der Kranich mit der Wolke teile
Den schonen Himmel, den sie kurz befliegen
Dass also keiner linger hier verweile

Und keines andres sehe als das Wiegen

® One only has to read some of the authentic-sounding poerns of
young activists (or former activists) in order to see how poetry, remain-
ing poetry, can be pelitical also today, These love poems are political as
love poems: not where they are fashionably desublimated, verbal release
of sexuality, but on the contrary: where the erotic energy finds subli-
mated, poetic expression—a poetic language becoming the outery against
that which is done to men and women who love in this society. In con-
trast, the union of love and subversion, the social liberation inherent in
Eros is lost where the poetic language is abandoned in favor of versified
i {er pseudoversified ) pig language. There is such a thing as pornography,
namely, the sexual publicity, propaganda with the exhibitonist, mar-

Qf ketable Eros. Today, the pig language and the glossy photography of sex

have exchange value—not the romantic love poem.

e A A
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Dfes‘andem in dem Wind, den beide spiiren
Die jetzt im Fluge beieinandey liegen
So mag der Wind sie in das Nichts entfithren
Wenn sie nur nicht vergehen und sich bleiben
So lange kann sie beide nichts beriihren
So lange kann man sie von jedem Ort vertreiben
Wao Regen drohen oder Schiisse schallen,
So under Sonn und Monds wenig verschiedenen
Scheiben
Fliegen sie hin, einander ganz verfallen.
Wohin, ihr?-«Nirgend hin—Von wem davon?—.
Von allen. .
Thr fragt, wie
Seit kurzem.
—Bald,

So scheint dje Liebe Liebenden ein Halt.®

]ange sind sie schon beisammen?
—Und wann werden sie sich trennen?

THE LOVERS

See those cranes in their wide sweep!
See the clouds given to be at their side
Trave]ing with them a]ready when they left
One life to fly into another life.
At the same height and with the same speed
Both seem merely at each other’s side,
That the crane may share with the cloud
The beautiful sky through which they briefly
That neither may linger here longer Y
And neither see but the swinging
Of the other in the wind which both feel
Now lying next to each other in flight,

Kahleriicgcﬁf, 501. \g g:;'ankflxx't: Suhrkamp, 1960), p. 210. Erich
codor W. Adomo have revealed the siomifon . :
poem. See Adomno, Aesthetische Theorie, loe, cit, lli ilg;; ficance of this

R 2z S
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If only they not perish and stay with each other

The wind may lead them into nothingness

They can be driven from each place

Where rain threatens and shots ring out

Nothing can touch either of them. . .

Thus under the sun’s and the moon’s little varying
orbs ‘ 1

They fly on together lost and belonging to eac;h other,

Where to, youP—Nowhere. Away from whom?P—From
all.

You ask how long are they together? )

A short time. And when will they leave each otherf

Soon.
Thus seem the lovers draw strength from love.

(Translation by Inge S. Marcuse)

The image of liberation is in the flight ::)f the cranes,
througﬂfﬁéir beautiful sky, with the cloudf which accnmpang
them: sky and clouds belong to them—.wuhout master)‘/ an
domination, The image is in their ability to .ﬂee the‘spalces
where they are threatened: the rain and the 1'1.ﬂe shot.sl.lT 161);
are safe as long as they remain themselves, fantxrely w;(t ri:ac
other. The image is a vanishing one: the wind can tz; e them
into nothingness—they would still be safe: they fly from one
life into another life. Time itself matters nf) longer: the craﬁes
met only a short while ago, and they will leave 330{1 otﬂe;
soon. Space is no longer a limit: they fly .nowhere, and they se
from everyone, from all. The end is llusion: love seem,?‘. to gBl t
duration, to conquer time and space, to evade (vies'truchon. }111
the illusion cannot deny the reality which it mv'okes: ’; e
cranes are, in their sky, with their clouds. The'enc-l is alsc.) ‘e—
nial of the illusion, insistence on its reality, realization. This in-
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verse and song in the midst of the brutality and corruption of
the Netzestadt {Mahagonny)—in the dialogue between a
whore and a bum. There is no word in this poem which is not
prose. But these words are joined to sentences, or parts of sen-
tences which say and show what ordinary language never says
and shows. The apparent “protocol statements” which seem to
describe things and movements in direct perception, turn into
images of that which goes beyond all direct perception: the
fight into the realm of freedom which is also the realm of |+
beauty. - —

Strange phenomenon: | beauty as a quality which is in an
opera of Verdi as well as ina Bob Dylan song, in a painting of
Ingres as well as Picasso, in a phrase of Flaubert as well as
James Joyce, in a gesture of the Duchess of Guermantes as well
as of a hippie girll Common to all of them is the expression,
against its plastic de-erotization, of beauty las negation of the
co_lkn__n_"x_oué_i_g{_lygﬂ_g}_rmgp_(_lwof the performances, attitudes, looks, _(

gestures, required by it, g
The aesthetic form will continue to change as the political
practice succeeds (or fails) to build a better society. At the op
tifium, we can envisage a universe common to art and reality iy
but in this common universe, art would retain its transcend-

ence. In all likelihood, people would not talk or write or com-
pose poetry; la prose du monde would persist. The “end of art”
Is conceivable only if men are no longer capable {;fmd_imsgn-
guishing between true and false, good and evil, beautiful and
llg_"__l},’?, present and future. This would be the state of perfect
barbarism at the height of civilization~-and such a state is in-
deed a historical possibility.

Art can do nothing to prevent the ascent of barbarism—it

__9_§9,139t,_bX,j.__t_§?}flf?ep open its own domain in and against soci-

ety. For its own preservation and development, art depends on

the struggle for the abolition of the social system which gener-

ates barbarism as its own potential stage: potential form of jts
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progress. The fate of art remains linked to .that of the rev}ollu};_
tion. In this sense, it is indeed an jgfemal exigency of art w 11§
arzvésllle artist to the streets—to fight for the Co'mmune, for
tlié“ﬁ'(;lshevistv;g;!oiution, for the German revolution of IS.}IS,
for the Chinese and Cuban revolutions, for all }“evol'txtlol?s

- {fwhich have the historical chance of liberation. Bl}l}ﬁ_ﬂ’lﬂég}{lﬁjﬂ
~ |[he leaves the universe of art and ent rger universe of
which art remains an antagonistic part;

at of radical practice.

VIIE

Today’s culturgl revolution places anew on th-e agelflc?a ?h(;
problems of g Marxist aesthetic%ln the precedmg se(.uonsi

tried to make a*tentative contrilfiution to this subject; an ac e-
guate discussion would require another book. But one spec1£c
question must again be raised in this“ context,ﬁ narinel.y, tli
meaning, and the very possibility, of a proietarls.ln hte.mtull;e‘
(or working class literature). In my view, Fhe dls:‘cusspn tlas
never again reached the theoretical level it attained in ble
twenties and early thirties, especially in the controverisy e-
tween Georg Lukacs, Johannes R. Becher, anc‘l A:‘ador Ga 30;3 (.m
the one side, and Bertolt Brecht, Walter Ben]zm.nn, Hal-ms }15_
ler, and Ernst Bloch on the other. The discussion d’urmg this
period is recorded and reexamined in Helga Gallas excellel(llt
book Marxistische Literaturtheorie (Neuwied: Luchterhan ,
19711){11 _protagonists accept the central concept according to

]

" *lis determined, in its “truth content” as well as ii:l its fc?rm's, by
the class situation of the author (of course not simply 1}11' ter.ms
of his persﬁnai position and consciousne\?‘s but o_f }th(; 0?]6;}t1\;(:,
correspondence of his work to the mater‘ml and ideo Og%ca 11) -
sition of the class). The conclusion which emerges from this

discussion is that at the historical stage where the position of
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the proletariat alone renders possible insight into the totality of
the social process, and into the necessity and divection of radj.
cal change (i.e., into “the truth™), only a proletarian literature
can fulfil} the progressive function of art and develop a revolu-
tionary consciousness: indispensable weapon in the class strug-
gle.

Can such a literature arise in the traditional forms of art

£

or will it develop new forms and techniques? This is the case of

the controywemrgy_:_.jy};illgﬂ,_“_gg'l_c”{;gs (and with him the then
“official” Communist line ) insists on the validity of the (re-
vamped ) tradition ( especially the great realistic novel of the

19th century), Brecht demands radically different | forms (such

as the “epic theater”), and _B_(izg}jal_gi;_a calls for the transition
from the art form itself to such new technical expressions as the

Mim: “large, closed forms versus small, open forms.”
In a sense, the confrontation between closed and open
forms seems no longer an adequate expression of the problem: f;s.
compared with today’s anti-art, Brecht’s open forms appear as
“traditional” literature, The problem is rather the underlying

(oneept of a proletarian world view which, by virtue of its

(particular) class character, rc s_the truth which art

must communicate if it 1§.E9§§.§E§b£!1§i‘iﬂ‘ﬁéﬂ!9@ -

presupposes the existence of a proletarian world view.
But precisely this pPresupposition does not stagnd up to
an even tentative (anndhernde) examination. ®

This is a statement of fact—and a theoretical insight. If
the term “proletarian world view” is to mean the world view
that is prevalent among the working class, then it is, in the ad-[p
vanced capitalist countries, a world view shared by a large part
of the other classes, especially the middle classes, (In ritual-

® Gallas, Joc. eit, p. 73.




124 COUNTERREVOLUTION AND REVOLT

ized Marxist language, it would be called petty bourgeois re-
formist consciousness.) If the term is to designate revolution-
ary consciousness (latent or actual), then it is today certainly
not _distinctively or cven predominantly “proletarian”—mnot
only because the revolution against global monopoly cap-
italism is more and other than a proletarian revolution, but
also because its conditions, prospects, and goals cannot be ade-
quately formulated in terms of a proletarian revolution (see
Chapter 1). And if this revolution is to be (in whatever form)
present as a goal in Jiterature, such literature could not be typi-

cally proletarian.

This is at least the conclusion suggested by Marxian
theory. I recall again the dialectic of the universal and the par-
ticular in the concept of the proletariat: as a class in but not of
;capi't;al"ist society, its particular interest (its own liberation) is
fat the same time the general interest: it cannot free itself with-
lout abolishing itself as a class, and all classes. This is not an
“ideal,” but the very dynamic of the socialist revolution. It fol-
lows that the goals of the proletariat as revolutionary class are
self-transcendent: while remaining historical, concrete goals,
they extend, in their class content, beyond the specific class
+ jcontent. And if such transcendence is anf essential quality of all
axt,}lt follows that the goals of the revolution may find expres-
ision in bourgeois art, and in all forms of art. It seems to be
imore than a matter of personal preference if Marx had a con-
servative taste in art, and Trotsky as well as Lenin were critical
of the notion of a “proletarian culture,” * o

It is therefore no paradox, and no exception, when even
specifically proletarian contents find their home in ?murgeois
literature.” They are often accompanied by a kind of linguistic
revolution,which replaces the language of the ruling class by
that of the proletariat—without exploding the traditional form
{of the novel, the drama). Or, conversely, the proletarian revo-

* Gallas, loc, cit., pp. 210 £
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lutionary contents are formed‘} in the “high,” stylized language !
of (traditional) poetry: as in‘Brecht’s \Three Penny Opera and ¥
Mahagonny and in the “artistic” prose of his Galilei. *
The spokesmen for a specifically proletarian literature
tried to save this notion by establishing a sweeping criterion
that would allow to reject the “reformist” bourgeois radicals,
namely, the appearance, in the work, of the basic laws which
govern capitalist society. {Lukécs)himself made this the shib. | .
boleth by which to identify authentic revolutionary literature, ||
But precisely this requirement offends the [very nature of art) 0. .
The basic structure and dynamic of society an never find sen= P
suous, aesthetic expression: they are, in Iarmantheory, the

essence behind the appearance, which can only bo att-incd

through scientific analysis, and fo _____.?,1?}?6’& only in the terms
of such an analysis. The “open form” cannot close the éap

between the scientific truth and its aesthetic appearance. The

introduction, into the play or the novel, of montage, documen-
tation, reportage may well (as in Brecht) hecome an essential
part of the aesthetic form—but it can do so only as a subordinate
bart
Art can indeed become a weapon in_the class strugele by
Prpmqt._i.nggfhanges in the prevailing consciousness) However,
the cases where a transparent correlation exists between the re-

spective class consciousness and the f art are xtremély
rare (Moliere, Beaumarchais, Defoe). By virtue of its own sub
versive quality, art is associated with revolutionary conscios- ||

-~

ness, but to the degree to which t e prevailing consciousne
a class is affirmative, integrated, blunted, revolutionary art
will be opposed to it. Where the proletanawtwls7110;;1'0;03;1?1
tionary, revolgtjg_n_gz_jy Iiteggﬁggg_ will not be proletarian Iiter?il !i\;,g O teee,, |
ture. Nor can it be “anchored” in the prevailing (non-revolu- '
tionary) consciousness; only the rupture, the leap, can prevent
the resurrection of the “false” consciousness in a socialist Soci-.

F

Ly
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: The fallacies which surround the notion of a revolutionary
'hteratme are still aggravated in today’s cultural revolution.
iThe anti-intellectualism rampant in the New Left champions
ithe demand for a working class literature which expresses the
ivvmkex s actual interests and “emotions.” For example:

“Intellectual pundits of the Left” are blamed for their
“re'volutionary aesthetic,” and a “certain coterie of talmudists”
is taken to task for being more “expert in weighing the many
shadings and nuances of a word than involvement in the revo-
lutionary process.” © Archaic anti-intellectualism abhors the
idea that the former may be an essential part of the latter, part
of that translation of the world into a new language which may
communicate the radically new claims of liberation.

Such spokesmen for the proletarian 1deology criticize the
cultural revolution as a “middle class trip.” The philistine mind
is at its very best when it proclaims that this revolation will

“become meaningful” only “when it begins to understand the
very real cultural meaning that a washing machine, for in-
stance, has for a working class family with small children in
diapers.” And the philistine mind demands that “the artists of
that revolution . . . tune in on the emotions of that family on
the day, after months of debate and planning, that the washing
machine is delivered . . .”**
This demand is reactionary not Oniy from an artistic but

tions of the workmg class fam11y, but the 1dea to _make_them
into a standard for authentic radical and socialist liter
what is prodaxmed to be the focal point of a revolutmnary new
culture is in fact the adjustment to the established one.

To be sure, the cultural revolution must recognize and
subvert this atmosphere of the working class home, but this
will not be done by “tuning in” on the emotions aroused by the

¢ Irvin Silber, in Guardian, December 13, 1969,
*® Irvin Silber, in Guardian, December 8, 1969, p. 17,

ART AND REVOLUTION 127

-

delivery of a washing machine. On the contrary, such empathy
perpetuates the prevailing “atmosphere.”

The concept of proletarian literature == revolutionary liter- -

ature remains questionable even if it is {reed from the * “tuning

m” an prevailing emotions, and, instead, related to the most
advanced working class consciousness. This would be a politi-
cal consciousness, and prevalent only among a minority of the
working class. If art and literature would reflect such advanced
consciousness, they would have to express the actual condi-
tions of the class struggle and the actual prospects of subvert-
ing the capitalist system. But precisely these bmtg]_ly__pohtic_gl
contents militate against their aesthetic ition-
fore the s very valid objection against “pure art,” However, these
contents also militate against a less pure translation into art,
namely, the translation into the concreteness of the daily life
and pradxcc@ukacsx has, on these grounds, criticized a repre- |

sentative workers’ novel of the time: the personages of tlus
novel talk at the dinner table at heme the same language as a
delegate at a party meeting.*

A revolutionary literature in which the working class is
the sub;ect» object, and which is the hlstoncal heir, the definite
negation, of ° bourgems hterdhue remair ilﬁg of the future.

But what holds true for the ngmn of revolutionary art
with respect to the working classes in the advanced capltahst

countries does not a.pply to the situation of the racial minorities
in these countries, and the majorities in the Thlrd Wmld 1

H

T
!
E

hav aiready referred to black music; there is also a’ Dlack liter- "

aturey especially poetry, which may well be called 1évo}ut10n-/
ary: it lends voice to a totql rebelhon whlda finds _expression in
the aesthetic form. It is not a “class” literature, and jts particu-
lar content is at the same time the. universal.one: what is at-

° Gatlas, loc. cit., p. 121. A Communist partieipant in the discussion
remarked correctly that in this case, one should call things by their name
and speak not of art or literature but of propaganda.
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‘stake in the specific situation of the oppressed racial minority is
‘the most general of all needs, namely, the very existence of the
T e s | indivE and bis group as human beings. The most(extreme

Epo]itiéé conten&loes not Lepd@aditlonal formg




