




iBSTRA C

h d i s s e r t  a r on n w  5 1 . ai . t:h; r e l a c  i o n s h i p  between a r t  and 

0c 1.eC' and d i s c u s s e s  th 1 ni 1 uenct o£ ' J e o l o i t i c a l  f a c t o r s  in t.ie 

c r e a t i o n  o f  the  artwork a  t -m ion i s  t h e r e f o r e  devoted  to  the  

problem o f  the autonomy or non-autonomy o f  art  and to  a d i s c u s s i o n  

of  me t h od o l o g i e s  lert.inenr.  to  . h i s  q u e s t i o n .

C o n s i d e r a t i o n  i s  g i v e n  >oth to  the i n t i m a t e  i n t e r a c t i o n  between ar t  

and s o c i e t y  in P r e h i s t o r i c  and w e s t er n  a r t  e x e c ut e d  b e f o r e  the  

R e n n a i s s a n c e , and t t he  s i g n i : i c a n c e  o f  the e x i s t e n c e  o f  f u n c t i o n a l  

a e s t h e t i c  c o n c e p t s  in t h e s e  s o c i e t i e s .  This i s  c o n t r a s t e d  to  the  

r o l e  o f  ar t  f o l l o w i n g  t he  r i s e  and i n f l u e n c e  o f  c a p i t a l i s m  during  

t he  R e n a i s s a n c e , wi th p a r t i c u l a r  emphasi s  b e i n g  p l ac e d  on the growing  

s ch i s m between the  a r t i s t  and s o c i e t y ,  c u l m i n a t i n g  in lne a l i e n a t e d  

image o f  the Romantic a r t i s t

The . n t i n u a t i o n  of  t h i s  trend in l a t e  20th c e n t ur y  ar t  i s  d i s c u s s e d  

w i t h  r e f e r e n c e  to  the hermet i c  m y s t i f i c a t i o n  and u n i n t e l i i g i b i l i v i  

of  the works o f  many contemporary avant - garde  a r t i s t s .  Further  

c o n s i d e r a t i o n  i s  ; i  v 2 n to  t he  e l i t i s t  impi i  a t i o n s  o f  mode t n wes tern  

a r t ,  and to  the avant - garde  a r t i s t ’ s m s  i s t anc e  tha t  h i s  work i s  

autonomous.  This  i s  p l aced  in the c o n t e x t  of  e v i de n c e  s u g g e s t i n g  that  

w h i l e  the i r t i s t  i s  independent  o f .  and a l i e n a t e d  from the g e n e r a l  

p u b l i c ,  he i s  n e v e r t h e l e s s  subject: to  c ont ro l  by the c a p i t a l i s t  

i de o l ogy  p r e s e n t l y  dominant m 1 he wes tern world.

The need • idopl ■ ne nodoiogy rfhich r e c o g n i z e s  the importance o f  

e x t er na l  i n f l u e n c e s  on the a r t i s t  and h i s  work i s  t h e r e f o r e  s t r e s s e d ,
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I N T K U C L ' C T I O N

One o f  the  fundamental  d i s ag r e e me nt s  in the s tudy o f  a r t  c e n t r e s  

around tha problem o f  autonomy.  White some a r t i s t s ,  h i s t o r i a n s ,  

c r i t i c s  and p h i l o s o p h e r s  s ee  ar t  as  an independent  e n t i t y ,  devoid  o f  

any e x t e r n a l  i n f l u e n c e s ,  o t h e r s  argue tha t  t he  product s  o f  s o c i e t y ,  

i n c l u d i n g  a r t ,  can, t be m e a n i n g f u l l y  s ep a r a t ed  from v a r i o u s  

det ernur  ng f a c t o r s .  On the  one hand a r t  i s  s een  as the embodiment  

o f  u n i v e r s a l ,  e t e r n a l  t r u t h s ,  on the  o ther  as  < product  o f  e x t e r n a l  

f o r c e s  which are  f o r e v e r  changing  and in a c o n s t a n t  s t a t e  o f  f l u . . .  

This problem i s  f u r t h e r  compounded by the f a c t  tha t  numerous  

h i s t o r i a n s  and p h i l o s o p h e r s ,  w h i l e  arguing  t h a t  a r t  must be s een  in  

the c o n t e x t  o f  h i s t o r i c  i l l y  d e t e r m i n i n g  f a c t o r s ,  n e v e r t h e l e s s  a l s o  

b e l i e v e  that  i t  d e a l s  w i t h  c o n c e p t s  which u l t i m a t e l y  t ranscend the  

p a r t i c u l a r  h i s t o r i c a l  moment.

Al though P l a t o  h i m s e l f  d i d  not  c o n c e i v e  o f  a r t  as an ' i n t u i t i v e  

v i s i  n ,f u l t i m a t e  r e a l i t y * ' ' (Osborne,  1968,  p .  87) ,  i t  i s  wi t h  the  

r i s e  o f  N e o- Pl a t on i s m in t h e  Rena i s sance  that  t h i s  concept  comes to  

f r u i t i o n .  < o n t i n u i n g  the t rend,  the  17th c e n t ur y  I t a l i a n  t h e o r i s t ,

Be 1 l o r i ,  gave a l e c t u r e  in 1664 in which he spoke o f  the t rue  a r t i s t  

i s  one who s e e s  e t e r n a l  t r u t h s  which he then r e v e a l s  to  ' l e s s  

favoured m o r t a l s ' .  (Osborne,  1968,  p.  8 7) .

The idea t ha t  art t ra n s ce n d s  the p a r t i c u l a r  i s  a l s o  encountered  during  

the 19th c e n t ur y  in the w r i t i n g s  o f  some p h i l o s o p h e r s .  E s p e c i a l l y

Ao ording  to  P l a t o ,  the  s e n s e s  cannot r e f l e c t  the  t rue  nature  
ot t h i n g s .  Works of v i s ua l  a r t  tre t h e r e f o r e  but a conv o f  i 
copy.  (Osborne,  1968,  p .  8 7 ) .  r1



i n t e r e s t i n g  in t h i s  r e s p e c t  i s  the German p h i l o s o p h e r ,  Schopenhauer,  

who c o n c e i v e d  of  the  a r t i s t  as  a un i q u e l y  g i f t e d  i n d i v i d u a l  whose  

art  e x i s t s  w i t hout  ' concern for  c a u s a l  connections, u t i l i t y  or u s e ’ . 

(Osborne,  1968 ,  p .  9 1 ) . For him,  the  a r t i s t  as c r e a t i v e  gen i us  

s h a r e s  h i s  v i s i o n  o f  u n i v e r s a l  t ru t h  wi th  the  res t  of  humanity.

In c o n t r a s t  t o  Schopenhauer , the  German a r t  h i s t o r i a n .  W o l f f l i n , s e t  

out  to  w r i t e  an o b j e c t i v e  h i s t o r y  o f  a r t ,  i . e .  one devoid  o f  pe r s o na l  

. a l u e  j u d ge m e n t s . This ,  he bt ' l e v e d , could  be a c h i e ve d  through a 

conc e pt  oi  s t y l e  as the e x p r e s s i o n  o f  a c e r t a i n  way of  s e e i n g ,  

t h i n k i n g  ind f e e l i n g ' .  ( E n c y c l o p e d i a  B r i t t a n i c a ,  Vol .  1,  1973,  

p. - d - ' .  Hut i n s t e a d  o f  e v o l v i n g  an o b j e c t i v e  methodology ,  h i s  

approat.n led tim to  make e x t e n s i v e  formal  a n a l y s e s  o f  works wi t hout
it

a concomi tant  c o n s i d e r a t i o n  o f  t h e i r  c o n t e n t .  W o l f f l i n ' s  e s s e n t i a l l y  

f o r m a l i s t  methodology u l t i m a t e l y  led t o  e x t e n s i v e  c r i t i c i s m  o f  h i s  

major t e x t ,  The P r i n c i p l e s  o f  Art H i s t o r y , t i r s t  p u bl i s he d  in 1915.  

N e v e r t h e l e s s , he has had a profound i n f l u e n c e  on ar t  h i s t o r i c a l  

r e s ea r c h  and ar t  c r i t i c i s m  during the 20th e n t ur y .

In terms of f o r m a l i s t  t h e o r i e s  a l l  p o s s i b l e  e x t e r n a l  i n f l u e n c e s  on 

the work of ar t  are ignored and i t  s t h e r e f o r e  seen as autonomous,

i . e .  is hav ing  an ex i  i t enc i  independent  of  ' aur ord i nary  every  dav 

commerce w i t h  our env i r o nme nt ' .  (Osborne,  1968,  p. 2 2 ) .  Osborne 

f u r t h e r  n o t e s  that  the f o r m a l i s t  o u t l ook  i n v o l v e s

an assumption t hat  the  e x e r c i s e  o f  our 
p e r c e p t i v e  powers . . .  needs no j u s t i f ­
i c a t i o n  of an i ns t rument a l  kind;  i t  
i s  worthwhi l e  for  i t s  own sake and for  
the sake of  the  he i gh t e ne d  awareness  of  
the world which i t  b r i n g s .
(Osborne,  1968,  p.  2 2 ) .



Although a r t  h i s t o r i a n s  and c r i t  i cs  who tend to  adopt t h i s  method­

o l o g y  cannot  be s a i d  to form a c ohe r e nt  school  o f  thought ,  a 

f o r m a l i s t  approach to art  ha become e x t re me l y  widespread during  

t. he -Oth c e n t ur y  -and i s  o f  major importance in 20th c e n t ur y  wes tern  

a e s t h e t i c s .  (Osborne,  19t>8, pp. 22 -  2« ) .  It  u n d e r l i e s  the  i deas  

o f  such eminent  a r t  h i s t o r i a n s  and c r i t i c s  as C l i v e  B e l l ,  Herbert  

Read and Clement Greenberg.  B e l l ,  f o r  example,  s e e s  f u n c t i o n  as 

i r r e l e v a n t  to  the concept  c i  f i n e  a r t ,  ard argues  that  ' be aut y '  i s  

’ s i g n i f i c a n t  form' .  ( A l b r e c h t .  A l b n  : h t ,  Bar ne t t  ind G r i f f ,  eds .  

1970,  p.  1 8 ) .  Ac cord i ng  t o  him,  the v i e we r  (and presumably a l s o  the  

a r t i s t )

need br i ng  . . .  n o t h i n g  from l i f e ,  no 
knowledge o f  i t s  i d e a s  and a f f a i r s ,  no 
f a m i l i a r i t y  w i t h  i t s  emot ions  
n o t h i n g  but  a s e n s e  o f  form and c o l o u r  
and a knowledge o f  t hr e e  d i me ns i ona l  
s p a c e .  ( B e l l  quoted by Al b r e c h t .
A l b r e c h t ,  Barnet t  and G r i f f ,  e d s .  1970,
p.  18) .

Encompassed w i t h i n  t h i s  c o n ce p t  o f  ar t  as in autonomous or semi-  

autonomou . e n t i t y ,  ir<- the v i e ws  o f  most s o c i o l o g i s t s ,  who see  art  

e i t h e r  as a t o c i a l  i n s t i t u t i o n  of  s econdary importance or as having  

no importance at  a i l .  According t o  them, i t  does  not c o n s t i t u t e  a 

' r e a l '  i n s t i t u t i o n  a s  do the  ' b a s i c ’ i n s t i t u t i o n s  o f  economics  and 

p o l i t i c s .

Of c e n t r a l  importance to  the  concept  o f  autonomy i s  the i d ea  o f  the  

a r t i s t  as an i n d i v i d u a l  g e n i u s ,  which o r i g i n a l l y  gained currency

2 .  ’S o c i a l  i n s t i t u t i o n s  are commonly d e f i ned  by s o c i o l o g i s t s  
and other  s o c i a l  s c i e n t i s t s  as the p r i n c i p l e  s t r u c t u r e s  
through which human a c t i v i t i e s  are  organi zed  and e s t a b l i s h e d  
to serve  b a s i c  human n e e d s ' .  ( A l brecht .  A l b r e c h t ,  Barnet t  
and G r i f f ,  ed ;. 1970,  p. 2 ) .









bur. Marxi s t s  argue t h a t  c u l t u r e  i t s e l f  can be d e f i n e d  p a r t l y  

through i d e o l o g y .  In an i n t e r v i e w  o f  1976,  t he  contemporary

a r t i s t ,  Hans Haacke, e l u c i d a t e d  thi^, p r i n c i p l e  when he s t a t e d  that  

'no sys t em of  v a l u e s  i s  exempt from i d e o l o g y ' , and s ug ge s t e d  that  

even h i s  own s t a t eme n t  about the  importance o f  i d e o l o g i c a l  c o n s i d ­

e r a t i o n s  could  not  be d i v o r c e d  from an i d e o l o g i c a l  framework.  * }

(Hans Haacke i n t e r v i e w e d  by S h e f f i e l d .  S h e f f i e l d ,  1976,  p.  119) .

According  to  Marx, Kngel s  and Lenin the  true  a r t i s t  'approaches  

r e a l i t y  to  c apt ur e  i t s  e s s e n t i a l  f e a t u r e s ,  to  r e f l e c t  i t ' .  ( Vasquez , 

1973,  p.  2 8 ) .  This  c e r t a i n l y  does  n e t  mean t h a t  the a r t i s t  d e a l a  

w i t h  a b s o l u t e  t r u t h s  and i s  t h e r e f o r e  ab l e  to  t ranscend  i d e o l o g i c a l  

c o n s i d e r a t i o n s ,  but  r a th er  that  he comes to  terms wi th  c o n c r e t e  

r e a l i t y .  The i n e v i t a b i l i t y ,  and indeed n e c e s s i t y  o f  d e a l i n g  wi th  

r e a l i t y  i s  s t r -  s sed by t he  Marxist  a e s t h e t i c i a n  Plekhanov,  who goes  

so ir as to  s u g g e s t  t ha t  the g r e a t e r  the w r i t e r ,  the more he w i l l  

su bo r d i na t e  h i s  work t o  the l a t urv  of  the t i m e s ,  t hereby  a l s o  

r e duc i ng  the p o s s i b i l i t y  of  pers ona l  r e s i d u e . (Arvon, 19 7 3 , p . 1 2 ) . (

On the o t her  hand, Lenin a l s o  mai n t a i ned  that  a l though the  a r t i s t  

cannot  bo s epara t ed  from an i d e o l o g i c a l  framework,  h i s  work e xc e e d s  

* i d e o l o g i c a l  l i m i t a t i o n s  to revea l  the  t r u t h  about r e a l i t y ' .  ( Leni n ,

3. ' Cul ture  in be ?o d e f i n ed  is to  i nc l ude  the p a r t i c u l a r
c h a r a c t e r i s t i c s  of  e v e r y t h i n g  people  in r e c o g n i z a b l e  groups  s a y , 
s i g n a l , do md mak*-, as w e l l  as the v a l u e s , p e r c e p t i o n s ,  
symbol s ,  codes  and as sumpt ions  which are the  b l u e p r i n t s  or 
t empl a t e s  for  t h e i r  b e h a v i o u r ' . (Schlommer.  Har e , Wivndieck  
and Von Broembsen e d s . 1979,  p. 45) .

4.  Both the d i s s e r t a t i o n  and the p r a c t i c a l  work for the  p res en t  
r es ear ch  are  e q u a l l y  i n s e p a r a b l e  from a p a r t i c u l a r  i d e o l o g i c a l  
framework. This  i s s u e  w i l l  be d i s c u s s e d  wi th r e f e r e n c e  to  the

a n d i d a t e ' s p r a c t i c a l  work in the Conc l us i on .

5 . Pl ekhanov' s  o b s e r v a t i o n s  on l i t e r a t u r e  can o b v i o u s l y  he 
extended to the v i s u a l  a r t s .
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^ > ■ £ 1  aHsrTLimd_ Emper i co-Cr  i t  i c  i s m. 1909,  quoted by Vasquez.  

Vasquez,  1973,  p.  16) .

W i l e  the a r c i s c  i s  t h e r e f o r e  u l t i m a t e l y  expec t e d  t o  t ranscend  

f a l s i f i c a t i o n s  o f  r e a l i t y  e f f e c t e d  through i d e o l o g y ,  the  importance  

o f  i d e o l o g i c a l  c o n s i d e r a t i o n s  to  the ar t  work can be seen to  

o p e r a t e  on many d i f f e r e n t  l e v e l s .  P a r t i c u l a r l y  s i g n i f i c a n t  in t h i s  

r e s p e c t  i s  the  f a c t  t h a t  the v i e w e r ,  in a d d i t i o n  t o  the a r t i s t ,  i s  

c o n d i t i o n e d  by i d e o l o g y .  Furthermore,  as John Berger s u g g e s t s ,  

i n d i v i d u a l  a r t  works and ar t  works viewed in r e l a t i o n  to  one 

another  conf i rm and r e - a f f i r m  the  i d e o l o g i c a l  s u p e r s t r u c t u r e .  This  

i s  e s p e c i a l l y  apparent  in the modern a d v e r t i s i n g  image which o f f e r s  

a c h o i c e  o f  product s  t o  the  consumer y e t  r e i n f o r c e s  a p a r t i c u l a r  

i d e o l o g i c a l  s y s t e m . ( B e r g e r , 1979,  p.  131) .

*hen s peak i ng  of  i d e o l o g y ,  i t  i s  important  to  r e a l i z e  tha t  orthodox

Marx i s t s  argue t h a t  a 11 i d e o l o g i c a l  s y s t e m s , whether p o l i t i c a l ,

r e l i g i o u s ,  c u l t u r a l  or p h i l o s o p h i c a l , are determined by the

p r e v a i l i n g  economic c o n d i t i o n s .  This  concept  o f  an a l l - e n c o m p a s s i n g

economic determi ni sm would o b v i o u s l y  a l s o  i nc l ude  the product s  of

c u l t u r e .  Ibus art  and i t s  mode o f  product i on  i s  i n s e p a r a b l e  from

the mode ot product i on  and i t s  r e s u l t a n t  c l a s s  d i f f e r e n t i a t i o n  in

s o c i e t y  as i whole .  At the same t i me ,  the economic base  must a l s o

been seen as forming part  of  a coup l ex  d i a l e c t i c  which i n v o l v e s

a l l  s o c i a l  phenomena. Within t h i s  d i a l e c t i c ,  h i s t o r i c a l  f a c t o r s

not  on l y  a f f e c t  one a n o th e r ,  but * l s o  i n f l u e n c e  the a s s e r t i v e  

economic baf p .

Marxi st  ph i l o s ophy  thus d i f f e r s  r a d i c a l l y  from that  o f  r e l i g i o u s
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U t o p i a n s ,  l i k e  Btichez and Pecquer ,  who s ee  God as the dominant

' 1 -ni- i i c tot in h i s t o r y ,  as w e l l  as the p h i l o s o p h i c a l  systems

ot s ec u l a r  ! t o p i a n s ,  l i ke  Sa i n t - S i mor  and F o u r i e r ,  who advocate  

numan re as on  as the u l t i m a t e  de t e r mi ni ng  f a c t o r .

As regar ds  the r e l a t i o n s h i p  o f  ar t  t o  the economic b a s e ,  Marxi s t  

avs  t ae t i c  i a n s  s u g g e s t  ; hat  . g e n e r a l l y  s e r v e s  the dominant i d e o l o g y ,

i . e .  cue i d e o l o g y  of  a c l  i s s  that  a 1. e r t a i n  economic sys t em has  

made the predominant  power’ . (Arvon,  1973,  p.  2 5 ) .  This  idea i s ,  in 

f a c t ,  a l r e a d y  p r e v e l a n t  in the  w r i t i n g s  o f  the  f i r s t  s e l f - p r o f e s s e d  

a n a r c n i s t , P . e r r e - J o ae p h  Proudhon,  who s a i d  o f  the a r t  o f  h i s  own 

t ime ( t h e  mid-19th  ce n t ur y )  that  i t  was an ins t rument  1 s e r v i n g  

dubi ous  p l e a s u r e s 1 and in t he  hands o f  r u l e r s  who used i t  as  a 

powerfu l  means f o r  o p p r e s s i n g  the r u l e s ’ . ( R a p h a e l ,  1980,  p.  38) .  

Simi!  i r l y ,  Meredith Tax argues  that  s i n c e  i t  i s  i m p o s s i b l e  to  

d i v o r c e  any prjduct  o f  human labour from i t s  c o n d i t i o n s  o f  product i on  

ind re e t i o n ,  . fur* 11 ways rves  some.me’ s i n t e r e s t s .  ’C u l t u r e ’ , 

sh. n a t e s ,  ’ i s  not  n e u t r a l ’ . (Tax.  Baxandal 1, ed. 1972,  p.  n )

In Marxi s t  terms,  a r t  i > thus  seen as m a i n t a i n i n g  the s t a t u s  quo,  

as  s e r v i n g  the i n t e r e s t s  o f  a dominant i d e o l og y  through which the  

f u n c t i o n  and the c o n t e n t  o f  the art  work i s  u s u a l l y  determined and 

c o n t r o l l e d .  This  f a c t  i s  a l s o  r e c o g n i ze d  by some ;r h i s t o r i a n s  who 

c e r t a i n l y  cannot  be d e s c r i b e d  as M a r x i s t . Kenneth Cl ark ,  for  

i n s t a n c e , s t a t e s  that  art  is i d e o l o g y  o f t e n  conf i rms  and upholds  a 

sys tem o f  b e l i e f  and i s  c o n s c i o u s l y  used in the maintenance  o f  

th a t  s y s t e m . '

6.  Clark p e r c e i v e s  t h i s  in the t h e o c r a t i c  ar t  of  Egypt and s e e s  
the Parthenon as  the embodiment c f  Greek p h i l o s o p h y . ( C l a r k .  
A l b r e c h t , Barnett  and G r i f f ,  e d s . 1970,  p.  636 ) .
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Marx i s t s  a l s o  argue t ha t  the d i v i s i o n s  and s t r a t i f i c a t i o n s  e v i d e n t  

in w e s t e r n  c a p i t a l i s t  s o c i v t i f . , r e s u l t i n g  from t h e  mode o f  p r o d u c t io n ,  

must lead to  a l i e n a t i o n .  In t h v s .  s o c i e t i e s ,  they m a i n t a i n ,  the  

o b j ec t  o f  pr oduct i on  (which would i nc l ud e  the a r t  work) ,  has  a 

monetary or exchange v a l u e  but l i t t l e  or no u, .  v a l u e ,  i . e .  i t  does  

not  s a t i s f y  a p a r t i c u l a r  human n e e d . ( Vasquez , 1971,  p.  8 9 ) .  This  

l e ads  to an u n c e r t a i n  r e l a t i o n s h i p  betwei-a t h , worker ,  the  product  

and the  consumer , uid t h e r e f o r e  u l t i m a t e l y  a l s o  to  a s o c i e t y  

a l i e n a t e d  from i t s e l f .

The problem o f  a l i e n a t i o n  in the c o n t e x t  of  the  f i n e  a r t s  i s  r a th er  

more complex than t h i s ,  and manif- s t s  i t s e l f  in s e v e r a l  d i f f e r e n t  

ways.  In the f i r s t  i n s t a n c e , th, i r t i s t  working i n  a we s t er n  

c a p i t a l i s t  s o c i e t y  i s  a l i e n a t e d  from that  s o c i e t y  in tha t  what he 

produces  i s  no more than another  commodity on the  open mar ke t . This  

i s  re i n f  reed by the f a c t  that  he i s  not  in c o n t r o l  o f  h i s  market ,  

for  i t  i s  u s u a l l y  in the hands o f  art  d< aV rs  and art  c r i t i c s .

Second l y ,  consequent  to  the hermet i c  ism and u n i n t e l l i g i b i l i t y ,  and 

the apparent  lack of  s o c i a l  c on t en t  o f  much contemporary wes t ern  

a r t ,  the  a l i e n a t i o n  between a r t i s t  and viewer  i s  f u r t he r  i n c r e a s e d .

A f i n a l  problem encountered in the debate  between t hos e  who i n s i s t  

tha t  a r t  i s  an autonomous e n t i t y ,  and t hos e  who argue t hat  i t  i s  

u l t i m a t e l y  l inked to s o c i e t y ,  are the t h e o r e t i c i a n s  who t r v  to  

b r i n g  t he s e  two v iews  t o g e t h e r .  Vasquez , for  i n s t a n c e ,  ma i n t a i ns  

tha t  a l though the  a r t i s t  i s  h i s t o r i c a l l y  c o n d i t i o n e d  and i n f l u e n c e d  

by c l a s s  i d e o l o g i e s ,  ' c l a s s  i d e o l o g i e s  come and go but t rue  ar t  

p e r s i s t s * .  (Vasquez , 197 3 , p. 2r>) . In keep i ng  wi th  t h i s  b e l i e f ,  he 

argues  that Pl ekhanov1s a n a l y s i s  o f  the r e l a t i o n s h i p  between art
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f oundat i on  in magic ,  r i t u a l  and cul t  (Benjamin,  l l*79, p. 225) , which

i mp l i e s  an a c t i v e  i n f l u e n c e  o f  [man! on 
the world around him wi thout  the medi a t i on  
of  m e c h a n i c a l l y  and c a u s a l l y  unde rs tandabl e  
a c t i o n s  (Encyc 1 pedia  o f  World Art ,
Vol .  9 ,  19 72,  p. 371)

and the r> a f f i r m a t i o n  o f  m.igi. 11 power through r e p e t i t i o n ,  i . e .

r i t u a l .

For P a l e o l i t h i c  man, art  was a means o f  o b j e c t i f y i n g  n a t u r e . ( F i g . 1 ) .  

I t  was through t h i s  o b j e c t i f i c a t i o n ,  and s ubsequent  h umani za t i on ,  

that  he found a means to r e l a t e  to  the ' a l i e n  and t e r r i b l e  power 

which he cou l d  not i n t e g r a t e ( V a s q u e z , 197 3, p. 7 8 ) .

Vasquez a l s o  s t a t e s  that  in ' a e s t h e t i c  s e n s e '  of  nature  on l y  

emerged when man coul d  s ee  h i s  e s s e n t i a l  powers conf i rmed in i t ,  

by ' i n t e g r a t i n g  i t  int i  h i s  world as humanized n a t u r e '„ ( Vasq uez , 

1973,  p.  78j }  Natural  phenomena,  he a r g u e s , become ' a e s t h e t i c ' 

o n l y  when they a c q u i r e  a s o c i a l  and human s i g n i f i c a n c e  . ( Va s que z , 

' 9 7 3 ,  p. 7 9 ) .  A e s t h e t i c  v a l u e  i s  t h e r e f o r e  not  a p roper t y  or 

q u a l i t y  inhere nt  t o  t he  o b j e c t  : found in n a t u r e , 'but r a t he r  some­

t h i n g  they  a c q u i r e  in human s o c i e t y  by v i r t i e  o f  the  s o c i a l  e x i s t e n c e  

of  man as a ere  at -v  b e i n g ' .  (Vasquez,  19 7 3,  p. 9 2 ) .  In h i s  at tempt  

t o  overcome nature  by o b j e c t i f y i n g  i t ,  i . e .  by d e p i c t i n g  i t ,

2.  The concept  o f  ar t  as magic i s  undoubtedly  at  the r oo t  o f  a l l  
r i t u a l  and r e l i g i o u s  i r t , i . e .  art o p e r a t i n g  w i t h i n  an 
o r g a n i s ed  magical  framework.  As w i l l  he d i s c u s s e d  more f u l l y  
in Chapter Two, magic and r i t u a l  a l s o  form the b a s i s  for  much 
20th c e n t ur y  a r t ,  but wi th one important d i f f e r e n c e .  Whereas  
ar t  as magic tut t inned as an e x t e n s i o n  o f  s o c i e t y  in the  
P a l e o l i t h i c  age,  the a r t i s t  as magic ian in modern wes t ern  
s o c i e t i e s  p a r a d o x i c a l l y  g i v e s  e x p r e s s i o n  to the schi sm which 
has taken p l a c e  between him and h i s  aud i e nc e .

3. Read s ee s  P a l e o l i t h i c  art  not on l y  as an e x p r e s s i o n  o f  man's  
duel  wi th n a t u r e ,  but a l s o  regards  each image as in a e s t h e t i c  
e x p r e s s i o n  in it , own r i ght  . (Baynes , 1975,  p.  65 ) .
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p r e h i s t o r i c  mtn thus  c r e a t ed  o b j e c t s  which we now regard as hav ing  

a e s t h e t i c  v a l u e .

It i s  u n l i k e l y  that  p r e h i s t o r i c  man wa a c t u a l l y  concerned wi th  

a e s t h e t i c s .  It  i s ,  h owe ver , c o n c e i v a b l e  t hat  the form of  the o b j e c t s  

he c r e a t e d  was d i r e c t l y  and i n t i m a t e l y  c o nne c t e d  t o  i t s  co n t en t  and 

f u n c t i o n .  In o t her  words ,  the  t endency  t o  na t ur a l  ism in the d e p i c t ­

ion of  animal s  s erved  to enhance the  P a l e o l i t h i c  h u n t e r ' s  chances  o f  

c a p t u r i n g  game f o l l o w i n g  cer emoni es  in which the p a i n t e d  or carved  

images were r i t u i l l y  hunted and k i l l e d .

As in p r e h i s t o r i c  s o c i e t i e s , the ' a r t i s t '  (and h i s  ' a r t ' )  are  

i n s e p a r a b l e  from t h e i r  s o c i a l  f u n c t i o n  in n o n - l i t e r a t e ,  i . e .  s o - c a l l e d  

' p r i m i t i v e '  or t r i b a l  s o c i e t i e s .  Whether r i t u a l  o b j e c t ,  f e t i s h  or 

an e m b e l l i s h e d  u t i l i t a r i a n  a r t i f a c t , art  g e n e r a l l y  has  a s p e c i f i c a l l y  

u t i l i t a r i a n  f u n c t i o n  in t h e s e  s o c i e t i e s ,  for  i t  i s  i n v a r i a b l y  l i nked  

t o  myth, r e l i g i  m , r i t u a l  md - i a l  o r g a n i z a t i o n .  N e v e r t h e l e s s ,  

i t  would seem tha t  in t h e s e  s o c i e t i e s  o b j e c t s  can o n l y  f u l f i l  t h e i r  

d e s i g n a t e d  fun l i o n  i f  t he y  c inform to c e r t a i n  ' a e s t h e t i c ' norms [ "*' 

o t he r w i s e  they  would probably  b« i i s c a r d e d .

The a r t i s t  working in t h i s  c o n t e x t  i 'not  expe c t e d  to  importune 

s o c i e t y  w i t h  h i s  own p r i v a t e  a f f a i r s ' . I n de e d , h i s  own p e r s o n a l i t y  

i s  j»-_i . as i r r e l e v a n t  to  the c r e a t i v e  pr o ce s s  for he i s  judged

4.  A s i m i l a r  s i t u a t i o n  i s  apparent  in a nc i e n t  Kgypt for  a
b e a u t i f u l  monument was .t i l e d  MENEKH, i . e .  an e f f i c i e n t  work.  
(Duvignaud,  1972,  p. 73 ) .
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onl y  by h i s  a b i l i t y  to  v o and r e f l e c t  
ommon e x p e r i e n c e ,  the  g it e v en t s  and 

ideas  oi h i s  peop l e  . . . .  The a r t i s t ’ s task  
s . . .  t o  s o l v e  for  them the r i d d l e  c f  
s sent  ial  r e l a t i o n s h i p s  between man and 
ature  and man and s o c i e t y .
F i s c h e r ,  1978,  p .  4 1 ) .

4 iporarj  a e s t h e t  i c i a n s  t he r e  are some who advocate  that

: . i i C  t endency  for  d i f f e r e n t  and p a r t i c u l a r  ar t  s t y l e s  t o  ma n i f es t  

■h- mselve;  in d i f f e r e n t  s o c i e t ' ■ <« i n d i e  t i v e  of  the  d i r e c t  and

v i t a l  i ink between the work ,d the s o c i e t y  in which i t  was

r e a t e  . Duv-gnaud, for  i n s t a n c e , b e ’ i evca  t h a t  the P h a r o i c , 

t h e o c r a t i c  s o c i e t y  o f  Egypt f i n d s  e x p r e s s i o n  in a h i e r a t i c  s t y l e  

o s c i l l a t i n g  between 1 c r u e l  maje uy' and ' d i v i n e  s e r e n i t y ' .

( Duv i gnaud , I 1 '-', p. IO4 ) . With the obv i ous  e x c e p t i o n  f works 

e x  i ted l u r i n 6 the . ;n o: Amenhotep IV, t h i s  i i  >ecial  l y  

ipparent in ch- pa i n t ed  ,nd s c u l p t e d  images o f  succe .  Egypt ian

,r : 1 v r s , £01 wh i : they are h a r a c t e r  i z ed  by an e m o t i o n l e s s  r i g i d i t y ,

t h e i r  very  l i c k  o f  e x p r e s s i o n  g i v e s  them a c e r t a i n  q u a l i t y  of  

e reni  t y  . ‘ F i g .  2 ) .  In n t t a s t  to t h i s ,  he argues  tha t  p a t r i a r c h a l  

i o c i e t :es  move away tram my t h o l o g i c a l  b e l i e f s  to  human t hemes . In 

in at tempt  t o  s o c i a l  1zt osmic f o r c e s ,  such s. c i e t i e s  c r e a t e  

1 he r o i c  c h a r a c t e r s  who embody p o s s i b i l i t i e s  for  man o f  e x e r c i s i n g  

hi m t h o r i t y  over o< ; e ty  and the n a t u i a l  world 1. ( Duvignaud,

972,  p. 106) .  It could  t h e r e f o r e  he sa i d  that  in a n c i e n t  Egypt  

the human k i ng  a s p i r e d  to the d i v i n e  ( F i g .  2 ) ,  whereas  in p a t r i a r c h a l  

i n d e n t  Greece  the d i v i n e  i • made to  seem more human . ( F i g .  3) .

b o o k , ill. S o c i o logy  of  Art , Duvignaud a l s o  p o s i t s  that  s i n c e  

• 1 ami concent rat ed  in the c i t y  in a nc i e n t  G r e e c e , the



resul tant :  i n c r e a s e  in , o c i a l  d e n ; j  i ed t:o . concomitant  increas*

in the importance o f  commun i vat  on.  Duvignaud,  !972 , p.  114) .

he r i s e  oi t o e  c i t y  has f u r t h e r  i g n i i a n e x p r e s s i o n  .

nan's  a b i l i t y  to  conquer or at  l e a s t  tand up i n a tu r e .  Where

nan in p r e h i s t o r y  saw nature  as i.he u l t i m a t e  powe* , mai in the Gree 

c i t y  s t a t e  r e c o g n i z e d  h i m s e l f  as a po t en t  f o r c e ,  wi th the r e s u l t  

t ha t  he was now ab l e  to  devote  nuch more energ; t s e j t - e v a l u a t i < v  

and to  an e v e r - i n c r e a s i n g  por traya l  o f  s e l f ,  man, rhe ur*

In the H i s t o r y  of  Western P h i l o s o p h y , Bertrand R us s e t ,  takes  cn.  

argument )ne s t e p  f u - t h e r  for he m a i n t a i n s  that j u s t  as anc ient  

Greek ar t  can bt seen as a r e f l e c t i o n  o f  the s o c i e t y  tor  which i t  

was produced,  s< ireek p h i l o s o p h y  up t A r i s t o t l e  b a s i c a l l y  

e x p r e s s e s  a m e n t a l i t y  i p p ro p r i a t e  to  h- i t y  s t a t e .  Russel . . .  

1961,  p. 751 ) .

The concept  of c r e a t i v i t y  in a r t ,  i., e the concept  of product ion  

end the idea  of e x p r e s s i o n  by a u n i q u e l y  g i f t e d  i n d i v i d u a l ,  i s  

absent  from Greek p h i l o s op h y .  Broadly s peak i ng ,  p h i l o s o p h e r s  such 

as P l a t o  < :. a28 - 3*8 B. C. E. )  and A r i s t o t l e  (b.  384 B. C. E. '

su bor d i na t e  the t heory  of  art t o  i t heory  of manufacture 'based on

the twin i deas  of ' u n c t i o n  ind t e c h n i q u e ' .  Thus the 'competent  

a r t i s a n  must o f  n e c e s s i t y  know the "good" which i s  the  end or 

ib j ee t  oi h i s  c r a f t ' .  (Osborne,  1970,  p. 34).  In the Repub I i c  

Pl ato  w r i t e s  that

the v i r t u e  and beauty  and r i g h t n e s s  oi every
manufactured a r t i c l e ,  l i v i n g  c r e a t u r e ,  and a c t io n
i s  a s s e s s e d  only  in r e l a t i o n  to the purpose for  
which i t  was made or n a t u r a l l y  produced.
(Osborne,  1970,  p.  34) .
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' ° 1 1 ‘ •u -u 1 h* work a r t  .uk! it a lue > t h e r e f o r e  determined by

L,1£! ' 'dture oi i tunct KH., i s  p u r p o s e , and to what: e x t e n t  that  

purpose L. a c h i e v e d . In h i  d i a l o g u e ,  Hippias  Major , he a c t u a l l y  

i e l i n t s  I'eaut i  • • i v< 'am ot tonv good p u r p o s e 1 . (Osborne . 

1970,  p.  27 ) .

A e s t h e t i c s , t h e n . (even though h< concept had not  y e t  been form­

u l a t e d ) ,  i n v o l v e  > t:h< not  i  n t h a t  form and f u n c t i o n  are i n s e p a r a b l e  

from one a no t he r ,  and that -he form an o b j e c t  t ake s  in  f a c t  enhances  

i t s  f u n c t i  >n. Greek art  i s t  i < t heory  thus  has much in common with  

modern Marxi st  a e s t h e t i c s  p a r t l y  becaus e  of i t s  e s s e n t i a l l y  s o c i o ­

l o g i e s .  approach t o  art but a l s o  b e c a us e  oi  i t s  consequent  a s s e s s ­

ment o f  a r t i s t i c  va l u e  in terms of the c o n t r i b u t i o n  made by ar t  t o

• ,  (5)s o c l e t y .

T h i s ,a n d  o t h er  ideas  c e n t r a l  o a r t i s t i c  product i on  in a nc i e n t  

Greece ,  i s  f u r t h e r  eLu. ed in P l a t o ' s  ph i l o s op h y  of  ' a r t ' which 

i s  c h a r a c t e r i z e d  by ; ur main themes.  F i r s t l y ,  P l a t o  c o n c e i v e s  of  

ar t  as ' TECHNE' >r the a b i l i t y  o f  'knowing and making' ( Ho f s t a d t er  

and Kuhns, ed ;. 19 76,  p. '») , i . e .  of knowing the  f u n c t i o n  or the 

purpose ot the i r t  work and the most appr opr i a t e  way of  e x e c u t i n g  

i t .  The a r t i s t  must t h e r e f o r e  know the nature  o f  measure which i s  

b a s i c  t o  a l l  the a r t s .  'Measure for  P l a t o  embraces the p r i n c i p l e s  

of  the good and the  b e a u t i f u l , and in our terms the p r i n c i p l e  o f

• Osborne sec  s poe t ry  and the o th e r  a r t s  as t i e  most important  
i n f l u e n c e  in 'moulding the l i f e  of  the i n d i v i d u a l  and the  
s t r u c t u r e  of s o c i e t y  in anc i e nt  Gr e e c e * . (Osborne,  1970,  p. 31 ) .  
Greek e p i c s ,  po e t ry ,  t h e a t r e ,  music and s cu l p t u r e  were a l l  
i n t i m a t e l y  l i nked  to the p h i l o s op h y ,  r e l i g i o n  and e du c a t io n  
of  anc i e nt  Greek s o c i e t y .
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u n c t io n  beyond i t s e l f ,  md th a t  1 : s 'no: pursued for  i t s  own

- i k e ' .  (O sborne , 1970,  p. 39).

) e s p i 1 ' he tuct - nat i:h« Cw. phi  i o ophu t  <■ .ccore ;nc

the  fundamental  i s s u e  o(  f u n c t i o n ,  they  n e v e r t h e l e s s  d i s a g r e e  on 

the v a l u e  o f  the a r t s . P l a t o  b e l i e v e d  t ha t  some of the a r i s ,  e . g .  

t ra g e d y ,  arc- m i s l e a d i n g  I the seek- r of  t ru t h  becaus .  i t  f eeds  

the p a s s i o n s . ( H o f s t a d t e r  and Kuhns, e d s . 1 9 : 6 ,  p.  7 9 ) .  In other

words,  i t  f a l s i f i e s  t r u t h . A r i s t o t l e ,  on the  o t h e r  hand, regarded  

a l l  arc forms as va luable  and b e n e f i c i a l  i n s t rument s  o f  e d u c a t i o n .  

He f u r t h e r  irgued that  art  i i form of  a t h a r s i s , 'an innocuous  

o u t l e t  f or  pent  up emot ions  which are den i ed  t h e i r  f u l l  n a t u r a l  o u t ­

l e t  in the  c o n d i t i o n  of s o c i a l  l i f e ' .  (Osborne , 1970,  p. 142) .

P l a t o ' s  and A r i s t o t l e *  s c o n ce p t s  a r t ,  as wel l  as t h e i r  v iews  on 

the  r o l e  o f  the  a r t i s t  in s o c i e t y ,  seem to have remained e s s e n t i a l l y  

unchanged dur i ng  th. Middle Age . There i s ,  f o r  i n s t a n c e , l i t t l e  

e v i d e n c e  to  s ug g e s t  t ha t  medieval  ar t  was valued for pure l y  

a e s t h e t i c  reasons  and a pp a r e n t l y  no n o t io n  o f  f i n e  irt  opposed  

’ o c r a f t ) dur ing  th; 5 p e r i o d . ( Enc yc l ope d i a  B r i t t a n i c a ,  Vol .  1,

197 3, p.  225 ) .  As Osborne o b s e r v e s : 1 Works o f  a t ' were d i s c u s s e d

in r e l a t i o n  t o  the us es  which they  on Id be madi to  s e r v e ' (Osborne,

1970,  p. 112) md t he r e  was t h e r e f o r e  no concept  of  art  for  a r t ' s  

s a k e . ( 6 >

This  i s  a l s o  apparent  in Byzant ine  a r t . As Michel i s  n o t e s : 
' Byzant i ne  a r t ,  e s p e c i a l l y  Byzant ine  p a i n t i n g ,  was not  only  
a r e l i g i o u s  but a d i d a c t i c  a r t ' .  (Osborne q uo t in g  P.A.  Michel  i s  
Osborne, 1970,  p. 13b).
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S E C T I O N  TWO : RE N A I S S A N C E  TO ROMANTI CI SM:  ['HI R I S E  OF I N D I V I D U A L I S M

D es pi t e  the f a c t  that  the names of  many a n c i e n t  Greek s cu lptor :  

are known, a r t i s t s  were regarded as a c l a s s  ; cra f t s men  and did  

not  hold a h i gh  p l a c e  in the s o c i a l  s c a l e  dur ing t h i s  per i od .  I t  

was not  u n t i l  the  R e na i s sa nc e  that  a s i g n i f i c a n t  s h i f t  away from 

the concept  o f  the a r t i s t  as a r t i s a n  took p l a c e  and h i s  s o c i a l  

s t a t u s  i n c r e a s e d .

I t  has been s i g g e s t e d  th^t  th i  change in s t a t u s  can be a t t r i b u t e d  

p a r t l y  to  the new emphasi s  on p e r s p e c t i v e , mathemat i ca l  t h e o r i e s , 

p r o po r t io n  and h i s t o r i c a l  and c l a s s i c a l  l e a r n i n g  which had the  

- f f e e t  o f  g i v i n g  prominence t o  the p h i l o s o p h i c a l  (and t h e o r e t i c a l )  

c o nt e n t  o f  the  v i s u a l  a r t s . Cons e que nt l y ,  the a r t i s t  came to  be 

seen  -  and a l s o  saw h i m s e l f  -  as a kind of  s c h o l a r  or s c i e n t i s t .  

(Osborne , 1970,  pp.  -3 -  . 4 ) .  This  hange mus t , however,  be seen  

in a broader  p e r s p e c t i v e .  As L e v i - S t r a u s s  s u g g e s t s , whi l e  

Renai s sance  p a i n t i n g  was 1 perhaps an ins trument  o f  knowledge . . .  

i t  was a l s o  in ins trument  of  p o s s e s s i o n ' .  ( L e v i - S t r a u s s  quoted 

by Berger.  Berger ,  1979,  p.  8 6 ) .

Hiat ar t  became an ins trument  of  p o s s e s s i o n  can be r e l a t e d  to  a 

1 major change in the  market r e l a t i o n s '  and the subsequent  change  

' p r i m a r i l y  from r e l i g i o u s  to  s e c u l a r  p a t r o n a g e 1 (Bensman and 

Ge rver . A l b r e c h t , Barnett  ind Gri f t  , e d s . 1970,  p. 6 6 2 ) ,  which

i s  g e n e r a l l y  a s c r i b e d  to  the r i s e  o f  the merchant c l a s s e s .  The 

a t t i t u d e  ol t hes e  new, wea l thy  c l a s s e s  -  the l e a f a r i n g  t r ade r s  and 

the landed gentry  -  had the further  e f f e c t  of encouragi ng  a g r e a t e r  

emphasis  on i n d i v i d u a l i z a t i o n .  I ichcr s u g g e s t s  that  the very
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iucces;  vlu ' j i • v i  ipi t a l i s v  hinged on ' i n d i v i d u a l  s k i l l , 

Jetermi nav i on ,  m o b i l i t  , l e v e m e s  and luck'  ( F i s h e r ,  1978,  p.  43)  

md Vhat o b j e c t s  as o b j e c t s  Lose t h e i r  u t i l i t y  v a l u e  and became 

n ot h i n g  more than exchange v a l u e .  Whether me t a l ,  Linen or s p i c e  

the  o b j e c t  i t s e l f  was thus o f  secondary importance . Cons equent l y ,  

i t s  u t i l i t a r i a n  v a l u e  became a b s t r a c t ed  and ' the most a b s t r a c t  

form of p r o p e r t y ’ , i .  . m o m \ , ie ume the e s s e n c e  o f  t h i n g s .  

( F i s c h e r , 1978 , p.  * 3 ) .

I n e v i t a b l y , the  emphasi s  m ' i n d i v i d u a l  s k i l l ' ind ' c l e v e r n e s s '  in 

the accumul at i on  of  c a p i t a l  spread to  the a r t s . The a r t i s t  working  

dur i n g  the Rena i s s ance  s t i l l  be longed to x g u i l d  which could  impose  

some c o n s t r a i n t s  on h i s  work,  and the c o nt en t  ( i f  not  the f e r n )  of  

h i s  work was s t i l l  d i  t a t ed  by h i s  p a t r o n , he i t  the  c h u r c h , the 

s t a t e  or a p r i v a t e  person .  N e v e r t h e l e s s ,  i t  was above a l l  the  

a r t i s t ' s  i n d i v i d u a l i t y  that  was now nour i s hed  and e nc o ur a g e d . Thus 

he became an independent  p e r s o n a l i t y ,  a genius  whose t a l e n t  was 

f e l t  tc  be Cod- g i ven ,  in f a c t  a demi-god wi th an ' inborn and 

u n i q u e l y  i n d i v i d u a l  r e a t i v e  f o r c e * . (Hauser quoted by Wol f f .

Wol f f ,  1981,  p.  2 6 ) .

The most important onsequence  f p r i v a t e  patronage  was the gradual  

e l i m i n a t i o n  o f  the publ i c  and s o c i a l  r o l e  o f  a r t . The p r ’v a t e l y -  

owned e a s e l  p a i n t i n g  ( u n l i k e  the mor« u s u a l l y  p u b l i c a l l y  d i s p l a y e d  

f r e s c o e s  of  both the Middle Ages a:.d the Rena i s sance )  o b v i o u s l y  no 

l onger  addressed a l ar ge  m d f en c e .  And when, for example,  s c u l p t u r e  

was placed in a publ i c  s p a c e , i t  o f t e n  acted more as a symbol o f  

the p a t r o n ' s  power than as m e x p r e s s i o n  of  w i d e l y  held b e l i e f s
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at i ; tud< ( t:i b h t vi1 < md Mi che l ange l o '

treatment  of  David under Medici  p a tro n a g e ,  foi David was appa r e nt ly  

i symbol ol Med u power and beni gn government n y l orence  during  

the  15th and 16th c e n t u r i e s . ( V o n  Einem, 1959,  p. 2 9 ) .  However,

the art  ol the  Rena i s sance  was s t i l l  l a r g e l y  i n t e g r a t e d  i n t o  the 

l i f e  o f  Rena i s sance  man ' for  a r t i s t  ,c c r e a t i o n  cont i nued  to  be 

ons ider-  i i s p i r i t u a l  pr- . i .  t i  . v;qu*-z , ! 9 / i , p.  i / 5 ) .

On the o t he r  hand, the :oncept o f  Rena i s s ance  man i t s e l f  was very

l i m i t e d .  As Bertrand Russe l  I p o i n t s  o u t , the Rena i s s ance  was by

no means i popular  movement . R a t h e r , ' i t  was a movement o f  a

smal l  number o : s c h o l a r s  am: a r t i s t s ,  encouraged by l i b e r a l  p a t r o n s , 

e s p e c i a l l y  the  Med i and th> human i < r p o p e , ' .  (Rus se l  1,  1961,  

p. - 4 8 ) .

In return for the  -upport : t h i s  $e ulat  and i e r i c a l  a r i s t o c r a c y ,  

the i r t i s t  gave : i n g i b l e  v i s u a l  e v i d e n c e  o f  tht p a t r o n ' s  power on 

t h i s  e a r t h .  As Duvignaud p o i n t s  o u t ,  f r e e  c i t y  s t a t e s  o f t e n  became 

t y r a n n i e s  wi t h  the r e s u l t  that a r t  turned away from r i c h n e s s  of  

communicat ion to put it s e l f  in the s e r v i c e  f  power.  (Duvignaud,  

1972,  p.  114) .

Like a n c i e n t  Gr e e t • ,  Renai s sance  I t a l y  was organized into  c i t y  

s t a t e s .  Beyond t h i s  s upe r f i t  ial  s i m i l a r i t y ,  both Rena i s sance  ar t

7. A s i m i l a r  propogandi st i n t e n t  i s  apparent  in much Baroque a r t ,  
e s p e c i a l l y  r e l i g i o u s  works c r e a t ed  under the i n f l u e n c e  o f  the  
Counter-Re format i o n . But even when executed as c o n s c i o u s l y  
popular propagandi s t  images tor the Cat ho l i c  Church,  such works  
s t i l l  served to uphold the primacy of  a p a r t i c u l a r  patron,  
f h i s  i s  o f t e n  the case  with B e r n i n i ' s  s c u l p t u r e s  executed  for  
t he  Barbar ini  f . imi l” , e . g .  the Bald i c c h i n o .  (Hibbard,  1978,  p . 7 9 ) .
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md phi i.osophy owed m enoimou.s debt t t h a t  oi th> a n c i e n t  Greek 

v o r l d .  ' h< s earch  or the deal  i a Renai ssance a r t  and a e s t h e t i c s  

was undoubted I \ inf  uent ••••. b; md pei pe t uated)  omi of  < he ideas  

put forward b\ Greek phi l osopher  l i k e  P l a t o  and A r i s t o t l e .  The 

idea  tha t  art  and po e t r y  must ' i m i t a t e  na t ure '  and t h a t  they  must 

pursue t moral purpose i f  s o c i a l  a m e l i o r a t i o n '  (Osborne,  1970,  

p. +6) ,  i . e .  that  they  must ict  ; or the be t t erment  o f  man, as w e l l  

as  the idea  that  the  goal  o f  the a r t s  i s  Beauty -  'an o b j e c t i v e  

proper t y  . . .  c o n s i s t i n g  in o r d e r , harmony, p ro p or t i o n  and p r o p r i e t y ' 

(Os borne , 19 70, p. 1 «6) -  . a n  a l l  be a t t r i b u t e d  to the  importance

o f  Greek thought  f o r  the R e na i s sa nc e .

In c o n t r a s t  t o  the R e n a i s s an c e ,  which found s a n c t i o n  in the  

thought  and art  of  th< a n c i e n t  wo r l d ,  F i sc he r  s u g g e s t s  tha t  the  

Romantic movement o f  the l a t e  18th and e a r l y  19th c e n t u r i e s  was a

p e t t y  b ou rg eo i s  r e v o l t  a g a i n s t  the c l a s s i c  ism o f  
the n o b i l i t y ,  a g a i n s t  r u l e s  md s t a n d a r d s , a g a i n s t  
a r i s t o c r a t i c  form, and a g a i n s t  a c o n t en t  from
which a l l  " common11 i s s u e s  were e xc l ude d.
( F i s c h e r ,  197 5, p. 53) .

It was dur ing '.hi per iod that the phi losophy ot i r t  for  a r t ' s  s a k e , 

w i t h  i t s  emphasis  >n the autonomy of  art  and the n e c e s s i t y  o f  

s e l f - e x p r e s s i o n ,  f i r s t  gained prominence . Th* s the Romantic a r t i s t  

who e x p r e s s e s  h i s  own f e e l i n g s  a.id emot ions  i n s t e a d  o f  a c t i n g  as a 

mirror to e x t e r na l  r e a l i t y ,  becomes the f i r s t  a r t i s t - g e n i u s  o f  the 

modern age .  And it Romantic ar t  i s  a mirror ,  ' i t  i s  a mirror which

r e f l e c t s  i t s  maker' (Osborne, 1970,  p. 197) as c r e a t i v e ,  imaginative

s e e r . Indeed,  the  Romantic a r t i s t  i s  no longer  t person merely

BPS■ ■ ■ ■ ■ ■
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i n s p i r e d  by God but G o d - l ik e  in h i s  c r e a t i v e  powers.

n i s  1 ivw is  a n t i c i p a t . d  in the w r i t i n g s  Kant ( . 1 7 2 4  -  1804) who 

.i gueii the c a s e  f or  the a r t i s t  is g e n i u s  and h i s  art  as a product  

of  t hat  g e n i u s .  ( D i f f e y ,  1979,  p. 18) .  Ge ni us ,  he ma i n t a i ne d ,  

i s  the  n a t ur a l  endowment or i nnat e  mental  a p t i t u d e  which ' g i v e s  

the r u l e  to  irr . Osborne , 11170, p. 195) .  I t  t h e r e f o r e  becomes  

the s o ur c e  o f  a e s t h e t i c  i d e a s  which must be i ncor por a te d  i n t o  the  

art  work so that  t h e s e  i deas  < m b« r e v e a l e d  to the v i e w e r .

• Hot s..ad ter and Kuhns, e d s . 1976,  p.  2 9) . Kant a l s o  mainta ined

that  ' o r i g i n a l i t y  must be th< prime p r o p e r t y ' o f  the f i n e  a r t s .  

(Osborne , 1970,  p. 195) .

In keeping  wi t h  t h i s  , t r e s o n  i n d i v i d u a l i t y ,  r i g i n a l i t y  and 

g e n i u s , Kant b e l i e v e d  t hat  Beauty cannot  be judged in terms o f  

purpose or ' u n c t i o n .  S t e i n k ra us  has t h e r e f o r e  sugges t ed  that  he 

in be seen as the e ad i ng  h i s t o r i c a l  proponent ot Formal ism'

( S t e i n k r a u s ,  ! * «, p. *>),  which i s  unders tandabl e  in view of  the  

growing emphasis  on a r t  tor  art  sake in the period immediate ly

f o l l o w i n g  h i s  death  in 1804. ( 8 )

Vhere Kant a c t u a l l y  speaks  ol t u n c t i o n  he e quat e s  it wi th  Beauty,  

for he argues  that  the true  i " t 1st must produce an o b j e c t  wi th i n  

the parameters  ot h i s  >wn art (he it a r c h i t e c t u r e ,  p a i n t i n g  or 

s c u l p t u r e )  'which w i l l  at  the same time be b e a u t i f u l ' .  ( H o f s ta dt e r  

and Kuhns, eds .  19 76,  p. 279 ) .  m t a c t ,  the r o l e  of  the a r t i s t

8.  For d e f i n i t i o n s  of  ' formal i sm'  and 'art tor a r t ' s  sake'  
see the I n t r o d u c t i o n .
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u l t i m a t e l y  to f u l f i l  chi g e n er i c  a e s t h e t i c  purpose oJ 

-at i s f y m g  t a s t e  ' through h i s  part i c i i a r  ar form. (Hof s t a d t e r  and 

u hns , e d s .  !97r>, p. >79).

Another important  f a c t o r  in the changing  r o l e  of  the  a r t i s t ,  and 

h i s  a r t  d ur i ng  the 19th c e n t ur y  was the d i v i s i o n  o f  the v i s u a l  a r t s  

i n t o  ' f i n e  a r t ' and a pp l i e d  a r t ' c a t e g o r i e s , f i r s t  r e a l i z e d  during  

the 18th c e n t u r y . (See  I n t r o d u c t i o n ,  p. ) .  Before  t h i s  t i me ,  

no . st  inc t ion was made between the ' h i gh  a r t s '  -  which Clark s e e s  

as be i ng  concerned wi t h  the a c t u a l  image -  and che ' l e s s e r  ar t  ' -  

which he d e f i n e s  is ornament . The image,  it s a y s , was made 

1 because  e v e n t s  or the o b j e c t ' were important ,  whereas  ornamentat ion  

served t o  e nr i c h  the s i g n i f i c a n c e  o f  such e v e n t s  or o b j e c t s .

Clark.  A l b r e c h t ,  i ar ne t t  and G r i f f ,  e d s . 1970,  p. 6 3 5 ) .  With 

the gradual  d i s i n t e g r a t i o n  of the union between thr f i n e  and u s e f u l  

r f u n c t i o n a l  a r t s  dur i ng  the 18th and e a r l y  19th c e n t u r i e s , the  

schi sm between the v i ewer  and the a r t i s t  (who no l onger  saw h i m s e l f  

as m a r t i s a n  working w i t h i n  s o c i e t y ) ,  thus became i n c r e a s i n g l y  

a p p a r e n t .

A f u r t he r  important  i s s u e  i s  the t endency for many prominent 18th 

and 19th c e n t ur y  p h i l o so p h er s  i n c l u d i n g  Hegel  (1770 -  1381) and 

Schcpenh, .aer (1788 -  1860) , to  s ee  art  is a means through which 

truth could be pre s e n t e d  and r e v e a l e d . Hegel ,  for  i n s t a n c e , 

equated truth  wi th the 1c-m and it gued that  ar t  ' aims e s s e n t i a l l y  

at  beauty whirl i one way in which t ruth  i s  e x p r e s s e d ' .

(Ho f s t a d t er  ind Kuhns eds .  1976,  pp. 3 79 -  38) .  For Schopenhauer , 

the t r t i s l  becomes the ' pos cs sor  o f  the I de a 1 , which he then
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immuniv..:t: i ther , md h )n rin- h ighes t  form ol

human c on s c i ous ne :  'wh< 'net f i n a l l y  i l i z e s  irs< ' .

< Hot si rid t e r  md Kulm , . 1 • (>. 4

'•'V many ph i l o sophy ,  n, inj th Romantic e r a ,  a i t  was

' f 'n a l s o  in e x t e n s i o n  >! l i g i o u i  , mys t i ca  and s p i r i t u a l  t r u t h s .

hu Schlegc  (, I 7b t 184S) s t a t e  .: that  a n  was < ’v i s i b l e  appear­

ance I o d 1 3 kingdom on ar Os borne , 970 ,  o.  17 3) , whi l ,

e t z s c h e  spoki oi ar t  as i road o . i l va t  i o n . ( Encyc l opedi a

r i t t a n i  , . 1, '73,  p. 30 . ie a l s r  saw i t  as in i n t e r p r e t -

•' ;•••••• and the  r inactment: o •. i f e  t o  that 1 from the meani ng l e s s

ux o f  x p e r i e n c e  - n< m i n g f u l  w h o l e , ordered world would emerge1. 

( Ho f s t ad t  an Kuhn , -ids.  19 6 ,  >, 4 9 6 ) ,

I t  i s  p a r t l y  t tht •" aphysici ;  t. and e s o t e r i c  c o n c e p t s  o f

•"hese  ah; jsonher* th . th a r t i s t  is i n d i v i d u a l  gen i us  found 

a n , i i o n ,  md c h i ; h Roman :c r t i s t  was t h e r e f o r e  able  to  ignore  

h s o c i e t v  in wh> h 1 worked.  Co ns e que nt ly ,  h i s  a r t  los t  i t s  

*0 ; in l d imens ion and bee am , in ; e a d , p r o t e s t  against;  bour ge o i s  

••a lues and hance i Iso an e x p r e s s i o n  o a l i e n a t i o n  from s o c i e t y ,  

' o g p i o i i .  11) i ■ h i , Barn* tl an r : f ' ,  • . 1.9 70,  p. - !) .

i’h i s  problem s d i s c u s s ' d  at iom« ength b hi 1.l e y  in he, t h e s i s ,

;U_: : s t s 1 Li I • ■ - Sty I . _ m ISth ( • • ,u u t \ Franc*- and E ngland:  The Dandy ,

1 in ’hilu-mi an ami il,*- K, a ] i ■ i . Arguing that  the 19th century  a r t i s t ' s

l e e l a r a t  ion of independence from s o c i e t y  was mon than t c r e a t i o n  

> t th« wr i t  me  it ontemporarv p h i l o s o p h e r s ,  she p o i n t s  out th.-r

the di.Hsapoi.ntment f . lemon at i tp, ra t i o n s  f o l l o w i n g  the ] 830



') he ar tha: uhi

3s i ■. h . I:..-sty e s .  (C u lle  •,

- '<! a t ie  o Lc. ecari!-. a Bohemian

Mu v re .

'i ' o n ! o r m i n g  a  tic . m c o n v e n t i o n a *

. ■' d ' i e o i  c t e -  i v

is '  !u . ( i f .  • .

' V >t ’ udc: i i •• -  u 4 t .

.  i< v ;r i . i c . l  i , t he most charae . e r i s t i

st iga t i .»s if pr< - l i n g  and i t  i o ns  ma n i f es t e d

•e t i . .’S . -: i  c concern wi th  a c h t e v i n  •

r r e c t i  ; . . .  me n pe , i n i n g  to o n e ' s  own

, ,,  i t ,  Baud-- i i r e  a r g ue d ,

.:c' me • • i ' '.up rary e x p r e s s i o n  in the art

. ttr.it idv .-t ■ •!;: • ' was synonymous wi th the,

ad fork •n - p  . , 1' , p . . - .

■ Pci 1 U ».M .'I Moeie-Ii, i l ' ,  •' .! : -

i i 'it oy; ,f dandyism f o l  1 ■ w ;

indyi »n ippears above a l l  in pi • i 
truns  i t  Lon, when democracy i s  ?n i 

et a l l - p o w e r f u l ,  and a r i s t o c r a c y  i 
n jus t  b' -ginning to  t o t t e r  and f a l l .  

; the d i s o r d e r  o f  the .v t i m e s ,  cert  . 
■on who i n:  s o c i a l l y ,  p o l i t i c a l l y  am 

• anc i a l l y  11 at  c a s e , but are a l l  
n nat i  < energy ,  may conceiv .  

idea  o f  ' s i a b I i s h i n g  a new kind 
, i i s toe  r a c y , a l l  the more d i f f icu 
• ha t t e r  as i t  w i l l  be based on th< 

r .  ■ i 'U , ' he most i-adui ing
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d c u lc i . e s ,  and on the d i v i i  • y 1 f I 
which work and mon y are unable  
b es tow .  (Baudel t i r e , 196&, p. 2 I.

I t  a i so  du: in .; hi ■ c t r

c la imed the  r i g h t  to

reac h ,  arses . :  an.; i. egut a; . a.' :
ot  the f i n e  a r t s ,  were found to be a 
i n t o l e r a b l e  in f r i nge ment  on • h.- t
of  the  i n d i v i d u a l .
( B e l l .  L i p s e t  and I.owent h c l ,
1961,  p.  39

This e v e n t u a l l y  led to  a s i t u a  101 when many i r t i s t s  i n c l u d i n g  

. eve r a i  >: the Imy >ion.  • efusei i  tudy :■ the o ademies ,

e x h i b i t e d  the i • /orks  independent . , =nci -' I mem ' r • ugh lew!

e s t a b l i s h e d  a r t  d e a l e r s .

t he 9th vntury emphas . d i \  idit.. •. i ;m, and the ntemp car

move away rom the academv- t virki o n t r o l l e d  by ar e a i o r - , 

t- us i n e v i t a b l y  ed ) r:n- iv mr-gard< «rt i s t  *nd h i s  pt act  

• coming a l i e n a t e d  from 9th • ntvrv  . o c t e t  . rhe work >f art was 

ow mother commodity ' open marker , and s i n c e  it ontent  

T no longer  monitored b , pa t ron ,  'he publ i c  row found i t s e l f  

• n f ren t ed  by n t vh d« • m e .  "h« i vant -garde

had becomi in art i . f



CHAPTER TWO

-OTH CENTURY WESTERI'i ART AND CAPITALISM

The American Abs t r a c t  E x p r e s s i o n i s t  a r t i s t ,  De Kooning,  o n c e  sa id  

t hat  ' n o t h i n g  i s  p o s i t i v e  about ar t  e x ce pt  that  i t  i s  a word' .

(De Kooning quoted by Wi 1 Iheim.  Wollhe*imt 1980,  p. 9 ) .  Us ing  

t h i s  s t a t eme n t  as  a b a s i s  t or  e x t r a p o l a t i o n ,  WolIht im argues  that  

' n o t h i n g  i s  p o s i t i v e  about  a r t  e x c e pt  tha t  i t  i s  a c o n c e p t ' .

(WolIheim,  1980,  p.  9 ) .  In e f f e c t , both h i s  and De Kooning' s  

s t a t e m e n t s  s u g g e s t  an e x t e n s i o n  o f  the  d e f i n i t i o n  and concept  of  

ar t  to a p o i n t  beyond enqu i ry  and i n v e s t i g a t i o n .  To understand  

the development  o f  t h i s  a t t i t u d e  -  which has  become i n c r e a s i n g l y  

common in the p r e s e n t  c e n t u r y  -  one must c o n s i d e r  the  c o n t e x t  in 

which w es t er n  art has e v o l v e d ,  p a r t i c u l a r l y  in the  p r e s en t  c e n t ur y .

I t  has been s u g g e s t ed  that  i t  i s  i m p o s s i b l e  to a r r i v e  at  a d e f i n i t ­

ion of  a r t  in any h i s t o r i c a l  per i od  wi thout  r e f e r r i n g  to i t s  

f u n c t i o n ,  i t s  p u r p o s e , and the r e l a t i o n  which i t  has  to i p a r t i c u l a r  

s o c i e t y .  This  premise  does  not a u t o m a t i c a l l y  d i s co u n t  the  

c o n t e n t i o n  of  some t h e o r e t i c i a n s  that  art  i s  an autonomous e n t i t y ,  

or imply that  a l l  t h e o r e t i c i a n s  s e e  the v i t a l  f u n c t i o n  o f  ar t  as 

communicat ion.  In f a c t ,  w hi l e  many 19th and 20th cent ury  s o c i o ­

l o g i s t s  and p s y c h o l o g i s t s  g e n e r a l l y  argue that  art  p l ays  a 

s i g n i f i c a n t  r o l e  in s o c i e t y ,  they see  that  r o l e  s o l e l y  in terms of  

i t s  apparent  a b i l i t y  to  r e l e a s e  s o c i a l  t e n s i o n s , i c o n t e n t i o n  

which can be t race d  as f ar  back as A r i s t o t l e .  ( See Chapter One,
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p l a y ,  1 Spencer argues  that  a r t  was o r i g i n a l l y  the development  

o f  ' l e i s u r e - t i m e '  a c t i v i t i e s  y i e l d i n g  enjoyment apart  from u s e .

He goes  on to say that t he s e  a c t i v i t i e s  ' e v e n t u a l l y  . . .  assumed 

the  q u a l i t y  o f  b e a u t y ' .  ( B a r n e t t .  A l b r e c h t , Barnet t  and G r i f f ,  

e d s .  19 70 ,  p. 6 2 2 ) .

Not a l l  s o c i o l o g i s t s  agree  wi th S p e n ce r ' s  t h e o r i e s  o f  surp l us  

energy  and p l a y .  Sumner and K e l l e r ,  for  e xampl e , r e f e r  t o  art  as  

' s e l f - g r a t i f i c a t i o n '  r a th er  than r e c r e a t i o n ,  and argue tha t  t h i s  

i s  one o f  three  b a s i c  human n ee d s ,  the  o t he r  two b e i n g  ' s e l f ­

maintenance '  or s u r v i v a l  and ' s e l f - p e r p e t u a t i o n '  or p r o c r e a t i o n .  

( A l b r e c h t . A l b r e c h t , Barnet t  and G r i f f , e d s .  1970,  p. 9 ) .  

D es p i t e  such minor d i f f e r e n c e s  o f  i n t e r p r e t a t i o n  most s o c i o l o g i s t s  

u l t i m a t e l y  conc l ude  that  a r t i s t i c  pr oduc t i on  and work or labour  

are  at  o p p o s i t e  ends of the  s c a l e  of  human a c t i v i t y .  Although  

undoubtedly  o f  r e l e v a n c e  to  the p r e s e n t  d i s c u s s i o n ,  t h i s  b e l i e f  

in an i r r e c o n c i l a b l e  s ch i s m between art  and labour i s  p a r t i c u l a r l y  

s i g n i f i c a n t  in a c o n s i d e r a t i o n  of  Marxi s t  a e s t h e t i c s ,  and w i l l  

t h e r e f o r e  be d e a l t  wi th  more f u l l y  at  a l a t e r  s t a g e .

Recent s o c i o l o g i c a l  i n t e r p r e t a t i o n s  of  a r t , e s p e c i a l l y  wi th  regard  

to  the s e p a r a t i o n  of  ar t  from work,  r a i s e s  the c o n t r o v e r s i a l  

problem o f  the autonomy ind f u n c t i o n  of the art  work. As Chiari  

p o i n t s  o u t , many contemporary wes tern  a e s t h e t i c i a n s  argue that  art  

' i s  not  a means to an end : i t  i s  i t s  own f i n a l i t y ' .  ( C h i a r i ,

I .  T h i s  analogy between art  and play i s  a l s o  drawn by o t her  
s o c i o l o g i s t s  and p h i l o s o p h e r s ,  among them H e r z l e r ,
S c h l e i e r m a ch er , S c h i l l e r  and Vi s c he r .
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1 9 7 7 ,  p .  2 4 ) .  ( 2 )

i b i s  i c t i t u d e ,  which i s  u s u a l l y  founded on a b e l i e f  in the i n d i v -  

idua g e n i u s  of  in i r t i s t  who has no o b l i g a t i o n s  to  s o c i e t y ,  informs  

the i deas  o f  s e v e r a l  prominent e a r l y  20th cent ury  ar t  h i s t o r i a n s , 

among them C l i v e  B e l l ,  who goes  so t ar  as t o  sugg i t  that  ' a r t  i s  

above m o r a l s ' . f B e l l  quoted oy Eekraan. Eckman, 1970,  p.  35b) .

The ideas  o f  B e l l  and h i s  c l o s e  c o n t e m p o r a r i e s , Roger Fry and 

Herbert  Read, arc not  un i que .  They f i n d  an almost  immediate  

precedent  in the i t t i t u d t  o f  members o f  the Engl i sh  A e s t h e t i c  

Movement o f  the  ] tee ' 9th  c e n t u r y .  Oscar Wi lde ,  whose l i n k s  wi th  

t h i s  movement i s  w i d e l y  tcknowledged ( C u l l e y , 1975,  p.  8 6 ) ,  

p o s s i b l y  spoke for  many of  i t s  members when he c l a imed that  a r t  i s  

c o m p l e t e l y  d iv o r c e d  from m o r a l i t y  and can o n l y  be judged in terms  

of  i t s  a b i l i t y  t o  g i v e  p l e a s u r e .  1 An e t h i c a l  sympathy in the  

a r t i s t ' ,  he once s n d , ' i s  an unpardonable mannerism o f  s t y l e ' . 

(Wilde quoted by S t e i n k r a u s .  Ste i n k r a u s , 19 74,  p. 174) .

C o n v e r c l y ,  w h l e  argu i ng  t hat  art  i s  above moral s ,  B e l l  n e v e r t h e ­

l e s s  ma i nt a i ns  that  ' a l l  ar t  i s  moral because  . . .  works of  ar t  

are immediate mean-, to  good ' .  ( Be l l  quoted by Eckman. Eckman, 1970,  

p. 356) .  In terms o f  h i s  e s s e n t i a ' l y  f o r m a l i s t  approach t h i s  

s t a t ement  i s  perhaps u nde r s tandab l e .  But i t s  u l t i m a t e  inaccuracy  

i s  demonstrated in that  a f o r m a l i s t  methodology n e c e s s a r i l y  e x c l u d e s  

a c o n s i d e r a t i o n  o f  c on t en t  and f u n c t io n  in the work o f  a r t ,  a l l e g i n g

2.  Both Wol f f I  in and Benedet to  Croce s i m i l a r l y  s t e  art  as a 
pur e l y  c o g n i t i v e  a c t i v i t y .  (Duvignaud,  1972 , p.  5 6 ) .



o nl y  tor  an a p p r e c i a t i o n  of  form, which t h e r e f o r e  becomes an 

a e s t h e t i c  and i n t e l l e c t u a l  end in i t s e l f .  ' 11

loo emat i c  th uyh Re 1! s i d e a s  may b e ,  they are both r e i n f o r c e d  

by .he  o b s e r v a t i o n s  of  o t her  a e s t h e t i c i a n s  and p h i l o s o p h e r s ,  and 

e x t ended  by t h o s e  who b e l i e v e  that  art  has become so autonomous  

tha t  i t  no l onger  needs  an a u d i e n c e .  In t h i s  regard one can c i t e  

the  American p h i l o s o p h e r , George S ant ayana , who argues  that  the  

e s s e n c e  o f  ar t  i s  ' p l e a s u r e  o b j e c t i f i e d ' .  Works of  a r t ,  he s a y s ,  

are independent  ot moral and ocher  i s s u e s  and on l y  ' acqu i re  

a e s t h e t i c  v a l u e  because  of  our p l e a s u r e  in them' .  ( S t e i n k r a u s , 

1 9 ' 4 ,  p.  4 3 ) .  Another t h e o r i s t ,  C h i a - ' i , ma i n t a i ns  t h a t  1 the  

c r e a t i v e  a r t i s t  . . .  does  not  r e q u i r e  an audience  in order  to  

e x p r e s s  h i s  t a l e n t  or g e n i u s ' .  ( C h i a n  1 9 / 7 ,  p.  8 ) .  The l a t t e r  

c o n t e n t i o n  f ind  ̂ some support  in the w r i t i n g s  o f  the i r t  h i s t o r i a n , 

Wil l iam Tucker ,  who b e l i e v e s  t h a t  ' the  making and a p p r e c i a t i o n  of  

s c u l p t u r e  i s  a f undamenta l ly  p r i v a t e  a c t i v i t y ' .  Any a u d i e n c e ,  he 

m a i n t a i n s , mere ly  ' g i v e s  breadth and a i r  t o  the p r i v a t e  v i s i o n '  o f  

the s c u l p t o r .  (Tucker . Brighton and M o r r i s , e d s . 1977 , p.  5 7 ) V ^

3. Although Be l l  s t a t e s  that  f o r m a l i s t s  are not  a g a i n s t  c o n t e n t , 
he does say that  the r e p r e s e n t a t i o n a l  e l ement  i s  a c t u a l l y  
i r r e l e v a n t  in a c o n s i d e r a t i o n  o f  the art  work.  ( Lyas , 1973,  
p.  378) .  Given t h i s  cont ent  i o n ,  i t  i s  d i f f i c u l t  to imagine  
how he would approach the art produced by inmates o f  S a z i .  
Conc ent rat i on  camps dur i ng  the Second World War as a document  
o f  the a t r o c i t i e s  pe r p e t ra t ed  by the Third Re i c h . These  
images have now been : o l l e c t e d  and pub 1i bed by J .  B l a t t e r  
and S. Mi t t o n  in a book e n t i t l e d  Art of the Ho l ocaus t .

4.  Although Tucker r e f e r s  s p e c i f i c a l l y  t o  s c u l p t u r e  -  h i s  
s p e c i a l  f i e l d  of i n t e r e s t  -  h i s  c o n t e n t i o n  presumably  
e x t ends  to  the o ther  v i s u a l  a r t s .

■ ■ ■ ■
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E v i d e n t l y ,  t h e r e f o r e ,  20th century  art  h i s t o r i a n s  and t h e o r e t i c i a n s  

who argue that  art  i s  an autonomous e n t i t y  g e n e r a l l y  c o n c e n t r a t e  

on the art  o b j e c t  as pure form, which f u r t h e r s  the n o t i o n  of  the 

a r t i s t  as s e p a r a t e d  from s o c i e t y  so that  h i s  work remains untouched  

by the day to day r e a l i t i e s  o f  l i f e .

In 19 37 , Meyer Schapiro  r e a c t e d  a g a i n s t  the  methodology of  on tem­

porary f o r m a l i s t s  by a r g u i ng  t hat  a b s t r a c t  a r t , f ar  from b e i n g  an 

art  o f  pure form was 1 a r e b e l l i o n  a g a i n s t  the m a t e r i a l  ism o f  modern 

s o c i e t y ’ . ( S c h ap i r o ,  1978,  p. 2 0 4 ) .  Abs t ra c t  a r t i s t s ,  he 

m a in t a i n e d ,  were concerned wi th s p i r i t u a l  as w e l l  as  s t y l i s t i c  

matter- . ,  a c o n t e n t i o n  whi h i s  supported by more r e c e n t  r e s ea r c h  

i n t o  the work o f  e a r l y  20th c e n t ur y  p a i n t e r s  l i k e  Kandinsky,

Malevich and Mondrian. K u s p i t ,  f or  example ,  p o i n t s  out  tha t  t hes e  

a r t i s t s  c o n s c i o u s l y  p r o t e s t e d  1 a g a i n s t  the s u p e r f i c i a l  view of  man 

as b e i n g  determined by s o c i a l  r u l e s  and p o l i t i c a l  orders  rather  

than by o n t o l o g i c a l  s p o n t a n e i t y ,  i . e .  the s p i r i t u a l  in n a t u r e ’ . 

( K u s p i t , 1970,  p.  , 3 1 ) .

Many of  the c r i t i c s  and art  h i s t o r i a n s  a g a i n s t  whom Schapiro was 

r e a c t i n g  a l s o  equate  art  with s p i r i t u a l  or met aphys i ca l  c o nc e pt s ,  

but for somewhat d i f f e r e n t  r e a s o n s . Read, for i n s t a n c e , mai nt a i ns  

tha t  art  i s  ’ r e l a t e d  to  the s t r u c t u r e  o f  the u n i v e r s e ’ (Read 

quoted by Lutchmansingh. Lutchmans i ng h , 197., ,  p.  7) and argues  

that  the a r t i s t  i s  i kind of  prophet  who l e ads  man i n t o  the u nc e r t a in  

f u t u r e .  I f  we r e f u s e  to  f o i l o w  where he leads, u s ,  ’we are wi thout  

c o u r a g e , wi thout  freedom,  wi thout  pas s i on  and j o y ’ . (Read quoted  

by R o t h s c h i l d . R o t h s c h i l d ,  1973,  p . v ) .  A very s i m i l a r  a t t i t u d e
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i s  expr e s s e d  by Jaques  Mari t a i n ,  who b e l i e v e s  that  the a r t i s t  i s  

'one who s e e s  more de e p l y  than o t her  men and who d i s c l o s e s  . . .

the rea l  s p i r i t u a l  r ad i ance s  which o t h e r s  cannot  d i s c e r n 1.

( M a r i t a in quoted by S t e l n k r a u s .  S t e i n k r a u s , 1974,  p. 51 ) .  I t  i s ,  

however , i r o n i c  t h a t  w h i l e  an art  h i s t o r i a n  l i k e  Read r a i s e s  the  

s t a t u s  o f  the  a r t i s t  to  the  l e v e l  o f  prophet  or s e e r , he c o nc l udes  

t h a t  the apparent  i n a b i l i t y  o f  o rd i nary  people  to  comprehend modern

a r t  i s  a r e s u l t  o f  ' a c o n f i n ed  v i s i o n  or a narrow range of

s e n s i b i l i t i e s '  for  which the a r t i s t  cannot  be h e l d  r e s p o n s i b l e .  

(Read quoted by R o t h s c h i l d .  R o t h s c h i l d ,  1973,  p . v . ) .  ^

. lore recent  f raw; i f t s  -  Greenberg i s  e s p e c i a l l y  s i g n i f i c a n t  in  

t h i s  regard -  have ont inued  to argue t ha t  i b s t r a c t  ar t  has a 

m u l t i - f a c e t e d  s p i r i t u a l  nat ure  d e s p i t e  the f a c t  that  contemporary  

n o n - r e p r e s e n t a t i o n a l  p a i n t i n g s  o f  a r t i s t s  l i k e  Morris  L o u i s , Helen 

Frankent ha l er  and Kenneth Noland ignore  the o r i g i n a l  i n t e n t i o n s  o f  

n o n - o b j e c t i v i t y .  As Kuspi t  p o i n t s  o u t , t h e i r  works are no longer  a

p r o t e s t  a g a i n s t  r i g i d i f i c a t i o n  of  the 
concept  and meaning of  a r t ,  and ag a i ns t  
academic c o d i f i c a t i o n  o f  s t y l e ,  in a word,  
a g a i n s t  t o t a l i t a r i a n i s m  in a r t . {Rather,  
they have become] another  s p i r i t l e s s  
convent  ion f u l l  of  t e c h n i c a l  b r a v a d o , . . .  
u l t i m a t e l y  one more f o r m a l i t y  wi th r i g i d ,  
a c a de mi c a l l y  approved laws of  i t s  own.
(Kuspi t , 19 70,  pp. 4 )5 -  4 J b ) .

5. It s ho u l d ,  however,  be noted that  Read c o n s t a n t l y  c o n t r a d i c t s  
h i m s e l f .  He h a s , at  t i m e s ,  sugges ted t hat  o r i g i n a l i t y  
must not  take precedence  over i n t e l l i g i b i l i t y  in the  
a r t i s t ' s  work, (See I n t r o d u c t i o n ,  p. I I ) .



I“ 1 lloo*t » 1 Savage Mind. L e v i - S t r a u s s  ex tends  Kuspi t ' s argu­

m e n t  and a l s o  p ro v i d e s  a p l a u s i b l e  e x p l a n a t i o n  for  the development  

ei non- . ib ■ e e t ive  art  t o  i t s  p r e s e n t  academic form. Abs t rac t  a r t ,  

he m a i n t a i n s , i s  c h a r a c t e r i z e d  by two important  f e a t u r e s .  F i r s t l y ,  

i t  r e j o i ’t s  the idea  that  art  i s  made for  a purpose ,  and s e c o n d l y ,  

e x e c u t i o n  becomes the  ’ p r e t e x t  or o c c a s i o n  of  the  p i c t u r e ’ . Hence 

the s t y  1 e o f  a work i s  a l s o  i t s  s u b j e c t  ma t t e r .  Thi s  r e s u l t s  in 

a p ar a d o x i c a l  s i t u a t i o n ,  tor  as L / v i - S t r a u s s  p o i n t s  o u t ,  non­

o b j e c t i v e  p a i n t i n g s  u l t i m a t e l y  become ' r e a l i s t i c  i m i t a t i o n s  o f  non-  

e x i s t a n t  m o d e l s ' .  He t h e r e f o r e  c o n c l u d es  tha t  a b s t r a c t i o n  i s

a s c h o o l  o f  academic p a i n t i n g  in which the  
a r t i s t  s t r i v e s  to  r e p r e s e n t  the manner in 
which he would e x e c ut e  h i s  p i c t u r e s  i f  he 
were to  p a i n t  o n e . ( L e v i - S t r a u s s , 1974 , 
pp. 29 -  3 0 ) .

In the  f i n a l  a n a l y s i s ,  the  freedom that  a p o l i g i s t s  t a l k  o f  in 

a b s t r a c t  art i , as John Berger s u g g e s t s ,  no more than a ' freedom 

)f the d e s e r t  i s l a n d * .  (Berger quoted by Bar ne t t .  B a r n e t t , 

n i v e r ^ i t y  o f  < ape 1 wn , 19 79,  p .  6 b ) . According to  Berger ,  the 

a r t i s t  who f o r s a k e s  h i s  s o c i e t y ,  and humanity as h i s  s u bj e c t  

m a t t e r , i s  a 1 o for  iken by humanity and h i s  s o c i e t y .  Finding  

hi mse l f  wi thout  in a u d i e n c e ,  th.' a r t i s t ' s  freedom thus  becomes a 

freedom of c o n s t r a i n t ,  and h i s  work c e a s e s  to have any va l ue  o t her  

than an exchange or monetary v a l u e .  In other  wo r ds , art  l o s e s  

i t s  s o c i a l  f u n c t i o n  and i t s  meaning i s  t h e r e f o r e  'no longer  in 

what i t  un i que l y  says  but  what it un i que l y  i s ' , <M (Berge r ,  1979,

p . 21 ) .

6.  Al l  products  made by man have a purpose or f u n c t i o n  and are  
s o c i a l  o b j e c t s  by v i r t u e  o f  thi  f u n c t i o n .  Ross ,  however,  
s e e s  a d i s t i n c t i o n  between u t i l i t a r i a n  o b j e c t s  and works of  
a r t ,  arguing that the l a t t e r  are s o v e r e i g n  but not s e p a r a t e  
from s o c i e t y .  ( Ro s s , 1981,  p. 145) .
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sin<i  art i s  a d e l i b e r a t e  and purpose fu l  c r e a t i o n  by man, i t  

, »'y x t e n s i o n ,  a 1 so i s o c i a l  phenomenon. (See Chapter One,

And !or i t  to  work is a s o c i a l  phenomenon 1 i t  must 

; the time:,  md c o n d i t i o n ,  tha t  g i v e  r i s e  t o  i t ' .  (Papanek,

» P• - 1• 1 h i s  c o n t e n t i o n ,  which o b v i o u s l y  n e g a t e s  the

s t a nd p o i n t  o f  f o r m a l i s t  w r i t e r s ,  i s  w i d e l y  h e l d .  Morawski ,  for  

exampl e , st at.  tha t  becaus e  the art  work i s  a s o c i o - c u l t u r a l  

phenomenon,  ' the  s o c i o l o g i -  a l  a s p e c t  i s  i n e x t r i c a b l e  from the  

s u bs t a n c e  of  it:- o v e r a l l  s t r u c t u r e  ' . (Morawski .  Baxandal 1,  ed .

1 ’ ' - ,  P • 365) .  S i m i l a r l y ,  Vasquez argues  th.r ar t  i s  n e c e s s a r i l y  

s o c i a l ,  f i r s t l y  because  i t  i s  the 'uniqu,  t ion o f  a s o c i a l l y

n d i t  ioned i n d i v i d u a l  ' , and s e c o n d l y  uv.se ' i t  s a t i s f i e s  both  

the c r e a t o r ' s  and the consumer' s  need f or  e x p r e s s i o n ' . ( Vasquez , 

1973,  p.  234 ) .

’he l a t t e r  s ta t ement  r a i s e  the problem of  e x p r e s s i o n  in a r t .

The trt h i s t o r i a n ,  Benede t t o  Croce ( 13hb -  1952) , regarded  

a e s t h e t i c s  as the sc ienc- oi i n t u i t i o n ,  and argued that  to  

' i n t u i ' i s  to e x p r e s s ; and no t h i ng  e l s e  than to  e x p r e s s ' .  (Croce  

quoted by St. - inkr us .  S t e i n k r a u s ,  1974,  p. 52 ) .  Rot hs c h i l d  

s i m i l a r l y  main I t in . that ' s e l e c t i o n  and d e c i s i o n  must be i n t u i t i v e '

in i r t i s t  --xpre . i on.  ' R o t h s c h i l d ,  147 ) ,  p. . Like Crvco,

and indeed many 20th ce n t ur y  f o r m a l i s t s ,  he a l s o  b e l i e v e s  that  

i n t u i t  i t  ion and e x p r e s s i o n  are v i t a l  t o  a r t i s t i c  c r e a t i o n .

7. Although Papanek speaks  s p e c i f i c a l l y  about i n d u s t r i a l  
d e s i g n ,  the  same c r i t e r i a  are r e l e v a n t  for the  
v i s u a l  a r t s .
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It must. , lowcv r, . • i t > I • i whethet it

d i s c u s s e d  from a formal i s  r • fui c t  o n a l i  ' v i e w p o i n t , and regar d-  

•'Sr o f  whtith : : t t t t  ibut f  or as

condi t ion*  d b ;o tn i a c  r: , t u i t i o n  i s  nl •

re l ev a nt  in t he treat  ion ie work f  t does  not  f a l s i f y

r e a l i t y  and i s  i n t e l l i g i b l e  to  t iewt t . : ioudhon p o i n t s

• u t , trf  -he natura l  an< ’ t i c  ••xor • u •: ' t - edotn1 .

(Proudhon quoted bv Raphael .  Raphael ,  1980,  p.  10 ) .  But t h i s  

f reedom,  he a r g u e s ,  i s  o n l y  ' a l i d  w i t h i n  s p e c i f i c  boundar i es  

which are determi ned b ; the a r t i s t ’ s w i l l i n g n e s s  to  s ubor d i na t e  

h i s  1 t u i t i o n  t< what la a l l s  the c o n c e p t s  ol  j u s t i c e  and t r u t h .

1Raphae1, 1980,  r .

It i t  i -  tc cave v a l i d i t y  b, t: f r the  a r t i s t  and for  s o c i e t y ,

a r t i s t i c  e x p r e s s i o n  must t h e r e f o n  remain a ’h i g h l y  c o n s c i o u s ,

r a t i o n a l  p roces s  . . .  n 1" at  i l l  a s t a t e  o f  i n t o x i c a t e d  i n s p i r a t i o n ’

( F i s c h e r , ‘ '78,  p. - ) .  Or, as Berenson m a i n t a i n s ,  i t  cannot be

’ r e c k l e s s , f r e a k i s h , ; m t a s t i c ’ becaus e  i t s  r o l e  i s  to  ’ c o n s o l e

and ennoble  and t ra n s po r t  us from the  work-a-day world to  realms

(8)o f  ted h a p p i n e s s ’ . (Berens  n,  1950,  p. 32) .

Many a e s t h e t i c  Ians ,  i n c l u d i n g  Marxist  a e s t h e t i c :  ms ,  argue f u r t he r  

that  i f  art  i s  eon as i ,oe ia l  phenomenon, i t s  r o l e  must be 

d e f in e d  in terms if communicat ion,  m o r a l i t y ,  and the p h y s i c a l  and 

s p i r i t u a l  growth ol mankind.  In r e a c t i o n  to the r e p u d i a t i o n  o f  

the s o c i a l  r o l e  ol art  by t hose  who evo l ved  the concept  of  art

8.  Obvic  s l y  Berenson dues not . however,  argue for a s o c i a l  
r o l e  in art .
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1 i: ' ivut ', •udhoti Ugg*. ; Le-d

ai '■ -HC• i a* ’ ;; ° f  1 vc work i s  secondary  i Lts r o l e  as

- v .i [m.f] . - ee l  ' ngf- ,f

• l v - ' • ' in !h « Raphae l . Raphael ,

“v ; ' ay - hai i t '  which 'does  not

1  '■ ' - : urpose ■! improving socle: . . .  e x i s t s  for  i t s

:t'i ' (Vroudho «. >v R .pi , 1980,  p. 17),

: -r : iier »ugg« si • , it ' h i e t v g l . phi , n  f . z  i gure s  , or u s e -

•' >s ‘Ciagt ■ o f  s p i t  . . tual i t '  ’ an har d l y  -.-rv- as  a means for

■

R'.vha- . . . . '

: ■ o n ’ b« . : ae ir • .. • ' s • . .  r e s po ns i b  i l i t y  to  s o c i e t y

i t e r a t e d  Papanek w f e e  that  any d e s i g n  must be on

■ > (  ' ■: > i ’ • - ipanek,  19 78,  p. 33) .  The u l t i m a t e

i ’ ■ de y: , h • m a i n t a i n s , t ' t r a n s t o 1' man's

: -inietv . . .  md -• exten ■ i n  man himse : ' . (Papanek, 1978,

• 1 • • 11hotly *•■■1 I ! i f f e r e n t l y ,  Vasquez ' s  c o n t e n t i o n  that

' e • -.nt:ial lim f art i 'widen and • nr i ch  the human

rr ' *ry ’ - »sque.-, - , . mdoubt. 'dlv ■ ' es  e x p re s s i o t

' • • rim. ; .. n ' .

kli. thev thi  tini . mu at  ■ ichieved through form or through

relevant  anthropomorphic content  i s  one o f  die  c e n t r a l  i s s u e s

>. roudhon's i n t e r p r e t a t i o n  of the r o l e  of  art  i s  echoed  
in the ideas  ol l a t e r  w r i t e r s  who a l s o  had a f f i l i a t i o n s  
.>ith the a narch i s t  movement . Leo T o l s t o y  (1828-1910)  , for  
’i ns t a n c e ,  spoke of art is a means to promote 'human 
b rot herhood1 and ' transmit  r e l i g i o n  p e r c e p t i o n ' . 

s t e i n k r a u s , 19 74,  p. S3) .



■ i> ' cii s e p a r a t e s  the  proponent;- o! formal i sm 1 mi • h o w h #  avgut 

-ig.tinsi a f o r m a l i s t  methodology.  the i r  r ;<.•,• t; i.oi re 1 e v an (

l a i  c o n t e n t ,  the  forms rgi tu -rn 1 . .1 v a • iai 1

p e r c e p t i o n  and even a c t  is : c a t a l y s t  or or i a i  hange.  u u e s ! , ox;

a b l e  though t h i s  c o n t e n t i o n  may b e ,  i t  f ind apporr th< 

w r i t i n g s  o f  Roger F r y , and above 11,  t r, , a i  Re.  .

While Fry b e l i e v e s  that content  it • 1 r,- .

p i c t o r i a l  a p p r e c i a t i o n  (Todd,  1981,  . >?>, Read' in ;ist<

on the concept  o! i n d i v i d u a l  g en i us  1 . ads him to suggo t - n? •

means of  communicat ion,  i . e .  the  form • th- art work,  1

primary.  Indeed,  he condemns ir- whi h . as ,  as he puts  • , e x».

,

f e e l s  that  i t  i;- r e g r e t t a b  e t hat  'men w i l l  f or g e t  that  in art  

i t  i s  o n l y  the mode that  m a t t e r : ' .  Read 1937 , p .  2C- . As

w i t h  m st of  R. i d ' ;■ ; • it.-ment i s ,  however,

p r o b l e m a t i c . For whi ' . ;  he ar ;u* s t . the r i s e  ; c a p i t a l i s m  has

led to a de grad at - n o f  i r t  Read , . • / ,  . ...hn , , k( ; never

p o i n t s  out  that  i • i ,  pre.  i s e l y  uiv.  : the in: l u e n c  of  cap;': l i r r

t h a t  form has taken rt ■ .dene • over  or. t ent  in th. art work.

As Fi scher  argue in The Ne » s s i t y  f  A f  , t • champ i is z

c a p i t a l ' sm tend to  over l ook  c o nt en t  and t emph.isi r. : rm '

though i t  were Che o s i e n t i a l  chi  i ndee  t he  o n l v  • in,  w ■

of  a t t ent ion' .  Th i s ,  he argue , ha

it recced a I arg* s. Lion of the i n t e l l i g e n t .  , 
in the c a p i t a l i s t  world and has brought i n t o  
be i ng  th.. phencmer; n d "formal i sm" in the  
sphere of  the a r t s  . . .  a phenomenon t y p i c a l  

f a s o c i a l  form no longer  in keepi ng  wi th  
i t s  time . . . .  i'Fis. her ,  19b] ,  p. 130) .



A 1 H O  s i g n i i i c a n c  in t h i s  c o n te x t  are the ideas  o f  t he  neo-  

Mnrxist  a e s t h e t i c i , i n ,  Herbert  Marcuse,  who r e j e c t s  the v i ews  of  

orthodox  Marxist  t h e o r e t i c i a n s  by adopt i ng  an e s s e n t i a l l y  formal !  

methodology .  In keep i ng  w i t h  o t h er  Marxi s t s  he s t i l l  argues  that  

ar t  has p o l i t i c a l  p o t e n t i a l ,  but u n l i k e  them, he b e l i e v e s  that  

t h i s  p o t e n t i a l  l i e s  in the  form, not  the content  o f  the ar t  work.  

He q u a l i f i e s  h i s  o b s e r v a t i o n  by s a y i n g  that  the  work o f  a r t  i s  

a u t h e n t i c  and true

|ot  by v i v t  le ot  i t s  c o n t en t  ( i . e .  the  
" c o r r e c t "  r e p r e s e n t a t i o n  o f  s o c i a l  c o n d i t i o n s )  
nor by i c s  "pure" form, but by the c o nt en t
hav i ng  became form. (Marcuse,  1979,  p.  8 ) .

But s i n c e  he a l s o  b e l i e v e s  t ha t  a i l  r e v o l u t i o n a r y  a r t  forms are  

u l t i m a t e l y  absorbed by th« dominant i d e o l o g y ,  Marcuse f i n a l l y  

s u g g e s t s  that  an e n t i r e l y  new language of  communicat ion must be 

found.  (Marcuse.  B a x a n d i l l ,  ed.  1972,  p.  57) .

Marcuse,  as we 1: as orthodox fort ' l i s t s ,  thus r e f u s e  to accept

the  t ac t  that  the content  o f  a work cannot be separated  from i t s

torm and i t s  f u n c t i o n .  Pr udhon,  jn the o ther  hand,  argues  that  

form and content  are  i n e x t r i c a b l y  l i nked and can t h e r e f o r e  never  

be looked at  in i s o l a t i o n .  For hir ' the o b j e c t i v e  cont ent  a l s o  

has form, and the s u b j e c t i v e  forms have c o n t e n t ' .  (Raphael ,

1980,  p.  4 2 ) .  He goes  on t o  sugges t  that  form and c ont en t  are in

c ons t ant  i n t e r a c t i o n  and that  ' they arc gra d ua l l y  per f ec t e d*  

(Raphael ,  I 'Hu, p . | through t h i s  di i l e c t i c a l  p r o c e s s .

The views if the Russian r e v o l u t i o n a r y  p oe t ,  Mayakovsky,  are  not



u n l i k e  t hose  ot  i’roudhon. Arguing that  poetry  must be seen as a 

manufactur ing  or t e c h n i c a 1 p ro c e s s  rather  than as an end in 

i t s ,  It7, Mayakovsky mai n t a i ns  that  t h i s  p r o c e s s  makes ' t he  p o e t i c  

work f i t  tor u s e ' . (Mayakovsky quoted by Wol f f .  Wol f f ,  1981,

p.  13 ) .  (10)

The o b s e r v a t i o n s  o f  t h e s e  w r i t e r s  are c e r t a i n l y  no i s o l a t e o  

e x p r e s s i o n s  o f  a f u n c t i o n a l i s t  a e s t h e t i c .  Many ar t  h i s t o r i a n s ,  

a r t i s t s ,  and e s p e c i a l l y  i r c h i t e c t s  have argued (as  Kenneth Clark 

does )  that  ' form i s  [ nly]  a l i v e  when i t  i s  f u n c t i o n a l ' .  (Clark.  

A l b r e c h t ,  Barnet t  and I r i f r ,  e d s .  1970,  p. 6 4 8 ) .  Indeed,  the  

phrase ' form f o l l o w s  f u n c t i o n '  (Osborne quot i ng  S u l l i v a n .

Osborne,  1970,  p. 51) was o r i g i n a l l y  co i ned  in 1901 by the American 

a r c h i t e c t ,  Louis  S u l l i v a n ,  and p op u l ar i z e d  by h i s  p u p i l ,  Frank 

Lloyd Wright ,  who i n s i s t e d  that  form and f u n c t i o n  should be seen  

as one .  (Osborne,  1970,  p.  51) .

These ,  and o t h e r  s o - c a l l e d  f u n c t i o n a l i s t s  o f  the e a r l y  20th  

cent ury  'saw no fundamental  d i s t i n c t i o n  between the f i n e  and 

u s e f u l  a r t s ' a n d  b e l i e v e d

t ha t  i f  a t h i ng  i s  made to f u n c t i o n  w e l l ,  
it i t s  c o n s t r u c t i o n  i s  we l l  u i t e d  to  the  
job i t  has to do,  then that th ing  w i l l  be 
b e a u t i f u l .  (Osborne,  1970,  p. 4 6 ) .

Undoubtedly,  the  f u n c t i o n a l i s t  a r c h i t e c t s  o f t e n  maintained that

10.  Mayakovsky i s ,  o f  cours e ,  r e f e r r i n g  s p e c i f i c a l l y  to 
poetry  but  h i s  o b s e r v a t i o n s  are e q u a l l y  v a l i d  for  
other  ar t  forms.
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the  v i s u a l  a r t s ,  e s p e c i a l l y  p a i n t i n g ,  should be subordi nated  t o ,  

and enhance a r c h i t e c t u r e .  In o ther  words,  they d id  not  s imply  

argue for  a communicat ion o f  r e l e v a n t  s o c i a l  i s s u e s  in p a i n t i n g  

and s c u l p t u r e  but s p o k e , i n s t e a d ,  o f  the  t o . a l  work o f  art  

( U.».samtkunstwerk) in which the v i s u a l  a r t s  were to form part  o f  

a complete  s t r a t e g y  for s o c i a l  change and deve l opment .  ( F i g .  5 ) .

According  t o  Morawski,  a l l  forms o f  a r t ,  whethe-  o b j e c t i v e  or  

n o n - o b j e c t i v e ,  f i n e  or a p p l i e d ,  autonomous or non-autonomous are  

embraced by a common f u n c t i o n ,  that  o f  communicat ion or what he 

c a l l s  ' the i n f or ma t i v e  o n e ' .  (Morawski ,  1974,  p.  3 0 9 ) .  This  

c o n t e n t i o n  f i n d s  support  in the v i ews  o f  prominent  f i g u r e s  from 

a wide v a r i e t y  o f  d i s c i p l i n e s  i n c l u d i n g  a r t ,  s o c i o l o g y  and s o c i a l  

a n t h ro po l o gy .  L e v i - S t r a u s s , for  i n s t a n c e ,  ma i n t a i n s  that  ' the  

p r o c e s s  o f  a r t i s t i c  c r e a t i o n  . . .  c o n s i s t s  in t r y i n g  to  commun­

i c a t e ’ ( Le v i -S t ra u - - s , 197-.,  p.  2 7 ) ,  w h i l e  Duvignaud argues  that  

a r t  i s  ' d e l i b e r a t e  communicat ion'  (Duvignaud,  1972,  p. 14-+) , and 

Diego  Rivera goes  so far  as to  s u g ge s t  tha t  ar t  has an advantage  

as a means o f  communication because  i t  speaks  ' a language tha t  can 

e a s i l y  be u n d e r s t o o d ' . ( R i v e r a .  Shapiro,  ed.  1973,  p.  5 7 ) .

Morawski takes  t h i s  argument one s t ep  f ur t he r  by s u g g e s t i n g  that  

the art  work becomes a c o l l a b o r a t i o n  between the a r t i s t  and h i s  

audi ence .  'Every a r t  work' ,  he s t a t e s ,  'not  so much i s  as happens ' .  

(Morawski .  Baxandal l ,  ed.  1972,  p. 367) .  In o ther  words,  

communicat ion i s  e f f e c t e d  through a meaningful  d i a l e c t i c  between  

the  a r t i s t  and h i s  a ud i ence .  The l a t t e r  c o n t e n t i o n  i s  p a r t i c u l a r l y
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s i g n i f i c a n t  i n s o f a r  as i t  s tands  in dir ; c t  o p p o s i t i o n  to  the v iews  

o f  f o r m a l i s t s  l i k e  Wil l iam Tu :ker who i n s i s t  that  ar t  i s  a 

f undamenta l l y  p r i v a t e  a c t i v i t y .  ( S e e  Chapter Two, p. 3 5 ) .

Rut w hi l e  many t h e o r i s t s  agree  that the fundamental  r o l e  o f  ar t  

l i e s  in communicat ion ( i . e .  wi th the obv i ous  e x c e p t i o n  o f  c e r t a i n  

f o r m a l i s t s ) ,  McLuhan p o i n t s  out  that  ' any at tempt  at  communic­

a t i o n  . . .  frou. one mind to another  e n t a i l s  s i m p l i f i c a t i o n s  and 

d i s t o r t i o n s ' .  ( M i l l e r ,  1971,  p. 8 ) .  Thus a l l  forms o f  communic-  

i t i o n  or l a n g ua ge , i n c l u d i n g  v i s u a l  l a n g u a g e , o p e - a t e  on the  

l e v e l  o f  symbol and can never be a t rue  t r a n s l a t i o n  o f  i d e a s . ^  ^

In a r t ,  f u r t h e r  d i s t o r t i o n s  and s i m p l i f i c a t i o n s  are e f f e c t e d  

through i d e o l o g y .  Indeed,  in many i n s t a n c e s , the work o f  art  

r e f l e c t s  a complex of  i n t e r a c t i n g  i d e o l o g i e s . This  has  led 

Hadj in i cOlou to d e s c r i b e  a e s t h e t i c ,  e f f e c t  as the ' mi rror i ng  

between an a r t i s t ' s  v i s u a  1 i d e o l o g y  and the i d e o l o g y  o f  the 

v i e w e r ' .  ( F u l l e r ,  1980,  p.  2 0 ) .  Fernandez a l s o  p o i n t s  out  tha t  

a e s t h e t i c  p r e f e r e n c e s  are e i t h e r  a response  to s o c i a l  s t r u c t u r e  

o r ,  c o n v e r s e l y ,  s o c i a l  s t r u c t u r e  ' i s  t o  some e x t e n t  the e x p re s s i o n  

of  a e s t h e t i c  p r e f e r e n c e * . (Fernandez . d ' Azevcdo,  e d . 1975,

p. 357) .

Fernandez ' s  o b s e r v a t i o n  is  a l l i e d  to the Marxist  concept  o f  a

11.  A r e c o g n i t i o n  o f  the importance o f  t h i s  problem i s
c e r t a i n l y  not new f or ,  as  has i l r . a d y  been pointed  o u t , 
Pl at o  never conce i ved  o f  art  as bt ing an accurat e  
r e f l e c t i o n  of u l t i m at e  truth or r e a l i t y .



-I ia lei: t i c  i n t e r a c t i o n  or movement which w i l l  be d i s c u s s e d  more 

i u l l y  at a l a t e r  s t a g e .  But r e g a r d l e s s  of  any met hodo l og i c a l  

r ' F l o r e n c e s ,  i t  i s  e s s e n t i a l  t o  r e a l i z e  that  the form as w e l l  as  

the co n t en t  and f u n c t i o n  o f  a r t  cannot be d i vorced  from i d e o ­

l o g i c a l  i n f l u e n c e .

A f u r t h e r  i s s u e  o f  c o n s i d e r a b l e  importance  i s  the  f a c t  t ha t  the  

dominant i d e o l o g y  w i t h i n  a s o c i e t y  u s u a l l y  has the g r e a t e s t  

c o n t r o l  over  a r t .  Ihus when < a r l  Popper argues  that  ' o b s e r v a t i o n  

i s  always  s e l e c t i v e *  (Popper quoted by M i l l e r .  M i l l e r ,  1971,  

p. 18 ) ,  i t  would c e r t a i n l y  not  be i n ac c ur a t e  t o  q u a l i f y  h . s  s t a t e ­

ment by p o i n t i n g  out t h a t  a pr o ce s s  o f  s e l e c t i o n  i s  never  

a r b i t r a r y  or o b j e c t i v e .  On the c o n t r a r y ,  i t  or ten r e f l e c t s  the  

i n t e r e s t s ,  and works to  the advantage o f  the dominant i de o l ogy  or  

r o . i n g  c l a s s .  As Kenneth Clark p o i n t s  o u t , a l l  images i l l u s t r a t e  

or cont i rm a system o f  b e l i e f  he ld by an ' e l i t e '  and ire very  

o f t en  c o n s c i o u s l y  employed ' i n  m a i n t a i n i n g  that  s y s t e m ' . ''Clark.  

A l b re c h t ,  Barn- t t  -nd G r i f f ,  e d s .  1970,  p.  6 3 6 ) .

With s p e c i f i c  r e f e r e n c e  to 10th cent ury  western s o c i e t y ,  Papanek 

argues  that  the t endency to be s e l e c t i v e  leads  the bourgeo i s  

consumer to p l ace  an emphasis  on form ra t he r  than c o n t e n t . His  

i n t e r e s t  i s  t h e r e f o r e  p r i ma r i l y  in the a c t u a l  appearance o f  t h i n g s .  

(Papanek,  1978,  p.  134) .  F i s c he r  a l s o  p o i n t s  out  that  when an 

i n t e r e s t  in form i s  prima-y i t  can be s een  as 'a t y p i c a l  r e a c t i o n  

of  every  r u l i n g  c l a s s  when i t s  p o s i t i o n  i s  t h r e a t e n e d ' .  ( F i s c h e r ,



In kfopinj; wit .'  t h i s  c o n t e n t i o n ,  Diego Rivera argues  t hat  those  

who h e . i e v e  th a t  propaganda r u in s  art ’ and who t h e r e f o r e  advocate  

an art  o f  puri form are v i c t i m s  o i * b o u rg eo is  p r e j u d i c e 1 .

Bourgeois  s o c i e t y ,  he m a i n t a i n s ,  does not  want any i d e a l s  in art  

1 because  i t s  own i d e a l s  cannot  any longer serve  as a r t i s t i c  

i n s p i r a t i o n ’ . ( Ri vera .  Shapi ro ,  ed.  1973,  p. 6 4 ) .  The South 

Af r i c an  a r t i s t ,  Gavin Younge, s i m i l a r l y  argues that  a r t i s t s  who 

i n s i s t  t h a t  art  i s  n e u t r a l  are b l i n d  to the f a c t  tha t  t h e i r  

works c a r r y ,  1:n c o nc e a l e d  form, a b ou rg e o i s  p o l i t i c a l  a t t i t u d e ’ . 

(Younge.  U n i v e r s i t y  o f  Cape Town,  1979,  p. 4 3 ) .  While both

a r t i s t s  are e v i d e n t l y  s e n s i t i v e  to  the f a c t  tha t  ar t  can never be

n e u t r a l , n e i t h e r  a c t u a l . y goes  so far  as to p o i n t  out  that  a l l

ar t  i s  a form of  propaganda.  Th i s  i s  v a l i d  both for  ar t  forms

which s y s t e m a t i c a l l y  and c o n s c i o u s l y  advance a part  i zular po int  

of  view and for  those  which mirror ideas  not  c o n s c i o u s l y  

f Simulated.

Under c a p i t a l i s m ,  which i s  dominated by a s t r e p s  on i n d i v i d u a l  

c o n t r o l  o f  c a p i t a l  for the  accumulat ion of  p r o f i t s  ( i . e .  more

( 12 )
c a p i t a l ) ,  ar t  s imply becomes another  commodity on the open market .

Thus,  i n s t e a d  o f  working to  order from a c l i e n t ,  the

a r t i s t  works ’ for  an unknown buyer* ( F i s c h e r ,  1978,  p. 4 9 ) ,  a

Wi l l iams s t a t e s  t h a t  the e s s e n c e  o f  c a p i t a l i s m  l i e s  in 
the f a c t  that  the b a s i c  means o f  product ion i s  p r i v a t e l y  
rather  than c o l l e c t i v e l y  owned. D e c i s i o n s  about p rod u ct ion  
are t h e r e f o r e  in the  hands o f  a group occupying  a mi nor i ty  
p o s i t i o n  in s o c i e t y  who are not r e s p o n s i b l e  to  the ma j or i t y  
for  t h e i r  a c t io n ,  (Wi l l i ams ,  1980,  p. 186) . For a 
d i s c u s s i o n  of  the  o r i g i n s  o f  t h i s  development  and i t s  
i n f l u e n c e  on art  s » e  Chapter O n e .



s i t u a t i o n  which i n e v i t a b l y  l eads  to  a l i e n a t i o n  between nim and 

h i s  a u d i e n c e ,

Fuithermo re ,  whereas the importance o f  art p r e v i o u s l y  lay in 

what i t  communicated,  under c a p i t a l i s m  i t s  s i g n i f i c a n c e  l i e s  in 

too f a c t  t h a t  i t  i s  a unique o b j e c t  'wi th  a p r i c e  on i t s  he a d 1. 

(Cork, 1V7d , p. 1 4 ) .  As i d i r e c t  consequence  o f  t h i s ,  the

work o f  a r t  l o s e s  i t s  use  v a l ue  and i t s  exchange va l ue  thus becomes  

dominant . In o t ner  words,  a r t  becomes an ' e x p r e s s i o n  o f  a b s t r a c t  

l a b o u r 1 which makes i t s  exchange in the market p l a c e  p o s s i b l e .

( Vasquez, 1 9 / 3 ,  p. 9 0 ) .  And l i k e  a l l  o t he r  commodi t i e s ,  i t

i s  t h e r e f o r e  a l s o  s u b j e c t  t o  the f l u c t u a t i o n s  o f  supply  and 

demand.

Given t h i s  s i t u a t i o n ,  one could  a r g u e , as Marx d o e s , that  

' c a p i t a l i s t  pr oduct i on  ^s h o s t i l e  to  c e r t a i n  branches  o f  product ­

ion . . .  In p a r t i c u l a r ,  ar t  and p o e t r y * . (Marx quoted by Vasquez.  

asquez ,  1973,  p. 1 02 ) .  Mor o ve r ,  Marx c o n t r a s t s  the c a p i t a l i s t  

a c c e n t u a t i o n  on ' q u a n t i t y  and exchange v a l u e '  wi th the emphasis  

on ' q u a l i t y  and use value* in c l a s s i c a l  int i q u i t y .  ( Egb e r t , 1967,

p. 20 ) .

Ihe c a p i t a l i s t  s t r e s s  on art  as a form o f  i nves tment ,  as  a 

commercial  ra t her  than a s o c i a l  commodity,  a l s o  means that  art  

o f t e n  becomes e l i t i s t ,  i . e .  i t  i s  c r e a t ed  for  the wea l thy  few 

rather  than fot  the ma j o r i t y  o| s o c i e t y .  C e r t a i n l y ,  a r t i s t s  have

13. As was suggested in Chapter One, t h i s  trend i s  a l r eady  
e v i de nt  in the Renai s sance .  It has ,  however,  become 
much more marked wi th the i n c r e a s i n g  growth of  c a p i t a l i s m  
in subsequent  c e n t u r i e s .
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not always  accepted  t h i s  s t a t e  o f  a f f a i r s  w i l l i n g l y .

F i s c h e r  p o in t s  o u t ,  the concept  o f  a r t  for  a r t ’ s sake  

arose

from the a r ' i s t ' s  d e t e r m i n a t i o n  not to  
produce commodit ies  in a world where 
e v e r y t h i n g  i s  a s a l e a b l e  commodity,
( F i s c h e r , 1978,  p.  70 ) .

I t  i s  t h e r e f o r e  a l l  the  more i r o n i c  ’ hat t h i s  p a r t i c u l a r  movement 

was l i t t l e  more than a symptom, indeed a c o n f i r m a t i o n ,  o f  the  

c a p i t a l i s t  p r i n c i p l e  o f  product i on  for  i t s  own s a k e .

The i n f l u e n c e  o f  c a p i t a l i s m  can be he l d  p a r t l y  r e s p o n s i b l e  for  

f ur t he r  i r o n i c  deve l opments  in l a t e r  2 0 th c e n t ur y  a r t .  For 

a l t hough  the r i s e  o f  c a p i t a l i s m  i n i t i a l l y  led to  what F i sc he r  

r e f e r s  to  is an enormous range o f  e x p r e s s i v e ,  o r i g i n a l  works , 

c a p i t a l i s m  has s inc.  bee me s t a g n a n t .  As a r e s u l t  o f  t h i s ,  the 

only  f u n c t i o n  l e f t  t o  a r t  i s  that  o f  e m b e l l i s h i n g  the p r i v a t e  

l i f e  o f  the c a p i t a l i s t ,  w h i l e  at  the same time s e r v i n g  as a good 

i n v e s t m e n t . ( F i s c h e r , 1978,  p.  51 ) .

hiven i t s  primary f u n c t i o n  is p r i v a t e  property  in modern western  

s o c i e t i e s ,  the r o l e  o f  ar t  -  p a r t i c u l a r l y  wi t h i n  p u b l i c  museums 

as they have evo l ved  over the l a s t  c e n t ur y  -  has become i n c r e a s ­

i ng l y  c o n f u s e d , and whether the v rk of  a r t  i s  a s o c i a l  o b j e c t  or 

a commercial  commodity i s  'herefort* no longer  c l e a r .  Raphael  

r e f e r s  to t h i s  development as a ' confused c o nnec t i on  between  

i d e a l i s m  and b u s i n e s s '  (Raphael ,  1980,  p. 8 5 ) ,  w h i l e  Vasquez  

p oi n t s  out  tha t  the ' p r i n c i p l e  o f  p r i v a t e  property '  cannot  be

For as 

a c t u a l l y
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r e c o n c i l e d  with  the ' s o c i a l  f u n c t io n  o f  a r t '  s i n c e  the l a t t e r  

( in  a c o n t i a s t  to the former) e x i s t s  as an 1 i n t e r - c o n n e c t i o n  

between the a r t i s t  and h i s  p u b l i c ' .  (Vasquez ,  197'3, p. 2 3 8 ) .

In the f i n a l  a n a l y s i s ,  the  freedom whi h art  i s  supposed to  have 

w i t h i n  a c a p i t a l i s t  s ys t e m i s  no t h i n g  but a we l l  c o n s t r u c t e d  myth.  

With art  b e i n g  s u b j e c t  t o  the e x i g e n c i e s  o f  the market and the  

a r t i s t  u l t i m a t e l y  c o n t r o l l e d  by the 1 t a s t e s , p r e f e r e n c e s , i deas  

and a e s t h e t i c  n o t i o n s  o f  those  who i n f l u e n c e  the marker. . . .  the  

c r e a t i v e  o o t en t  i a l  and i n d i v i d u a l i t y  o f  the art  i t '  (Vasquez ,

19 3,  p. 84) i s  s t i f l e d .  Yet in s p i t e  o f  t h i s ,  the ar t  market  

i t s e l f  i s  l a r g e l y  based on the f a c t  t h a t  i n d i v i d u a l i t y  and o r i g ­

i n a l i t y  have a h igh commercial  v a l u e  und^r c a p i t a l i s m .

The parade c a l  nature  o f  t h i s  s i t u a t i o n ,  the c o n t r o l  o f  a r t  by 

c a p i t a l , and the consequent  u n c e r t a i n t y  o f  the a r t i s t ' s  r o l e  

w i t h i n  s o c i e t y  are  i l l  symptomatic o f  an a l i e n a t e d  r e l a t i o n s h i p  

between him and h i s  a u d i e n c e . As Tax p o i n t s  a u t , the  a r t i s t  sends  

h i s  product  i n t o  m unknown market where,  to  the consumer who has 

no knowledge or unders tanding  o f  i t s  c r e a t i o n ,  i t  appears  as i f  

by magic.  (Tax.  Ba x a nd a l l , ed.  1972,  p. 23 ) .  The d i v i s i o n  and 

sometimes even h o s t i l i t y  between the a r t i s t  and the genera l  publ i c  

i s  f u r t he r  expres sed  in the s e p a r a t i o n  o f  a r t i s t i c  labour from 

ordinary  labour which ' l e ads  to the c o n c e n t r a t i o n  o f  c r e a t i v e  

t a l e n t  in a few i n d i v i d u a l s '  (Vasquez,  1973,  p. 234) who are seen  

as o u t s i d e r s  p r e c i s e l y  because  t h e i r  work i s  e x c l u s i v e  and 

e s s e n t i a l l y  u n i q u e .



le  concept  ol a i e n a t i o n  was f i r s t  formulated by the French 

osophot , loan Jacques  Rosseau, and l a t e r  developed by Hegel  

’• t i s  1-S84 Manuscript ; irx argues  that  1 the  

economic foundat i on  oi the c a p i t a l i s t  so. ' i  .1 order i s  the main 

* : " °  iena;  ion . Hv goes  on to  l i s t  what he c o n s i d e r s  to  be 

tiu three  b a s i  s t a g e s  in t h i s  p r o c e s s :

the a l i e n a t i o n  o f  the pr oduct ,  the 
a l i e n a t i o n  oi the  product i on  p r o c e s s  
tnd the a l i e n a t i o n  o f  the  human s p e c i e s  
s se nc e  (Morawsk i . e d . 1974,  p.  327) ,

i l .  t which hav-  a l r e a dy  been ment ioned b r i e f l y  as r e l e v a n t  to  

i d i s c u s s i o n  of  the v i s u a l  a r t s .  Cons idered t o g e t h e r ,  they  

enabl e  one t o  formulate  a r e l a t i v e l y  cohere nt  p i c t u r e  o f  the  

problems e x p er i e n ce d  by ir i s t s  working under c a p i t a l i s m .  In the  

f i r s t  i n s t a n c e ,  the a r t i s t  i s  a l i e n a t e d  from h i s  product  because  

hr* dot not know why or f or  whom he i s  producing i t .  This

s i t u a t i o n  s ex a s c e r ba t ed  by the f a c t  that  he no longer  has an 

i n t ima t e  r e l a t i o n s h i p  wi th h i s  m a t e r i a l s :  pa i n t  comes in ready-

- u s e  t u b e s ,  t e e l  i s  forged and moulded by mechanical  p r e s s e s ,

’■ ’ • . • '.’n a l l > ,  the consumer i s  a l s o  a l i e n a t e d  both from the

u t  o b j e c t  ind it producer p a r t l y  because  the content  o f  the art  

work i s  u n i n t e l l i g i b l e  to the u n i n i t i a t e d  ( u s u a l l y  a d i r e c t  

nsequence c* the a r t i  .t i gnor i ng  the  s o c i a l  r o l e  o f  a r t ) , and 

p a r t l y  because  work of art  ace now q u i t e  o f t e n  about p r o c e s s ,

! • .  Marx d e f i n e s  a l i e n a t i o n  is the f e e l i n g  o f  f u t i l i t y  and 
i s o l a t i o n  which the i nd i v i dua l  e x p er i e n ce s  when he 
r e a l i z e s  that he i s  compl e t e l y  es t ranged  from s o c i e t y ,  
which has l o s t  awareness  of  the* human c o n d i t i o n  and of  
i t s  own h i s t o r i c a l  m i s s i o n .  ( P o g g i o l i .  Albrecht  Barnett  
| :r i f f ,  ed . 1970,  pp. 671 -  6 72 ) .  ' '
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to  Papanek, through a p r to c c u p a t io n  w ith  s p a c e , ’ the t ranscedence  

ot s p a c e ,  the m u l t i p l i c a t i o n  o f  s p a c e ,  the d i v i s i o n  and ne g a t i o n  

o f  s p a c e ' .  (Papanek, 1 J , 8 ,  p. 4 3 ) .  He goes on to say tha t  t h i s  

concern w ith  space must a c t u a l l y  be seen as denying man and 

s o c i e t y  f or  ' i t  i s  . . .  devo id  of  man as though mankind did not  

e x i s t ' .  (Papanek,  1978,  p.  4 3 ) .

This  may seem c o n t r a d i c t o r y ,  p a r t i c u l a r l y  s i n c e  c a p i t a l i s m  i  

o f t e n  l i nked  wi th democra t i c  systems  of  government .  I t  must ,  

h owe v f t ,  be remembered t ha t  w h i l e  both c a p i t a l i s m  and democracy  

are a p p a r e n t ly  concerned wi t h  f u r t h e r i n g  i n d i v i d u a l  freedom and 

growth ( R o t h s c h i l d ,  1973,  p.  10) ,  i n d i v i d u a l i s m  t ends  to a f f i r m  

e x c l u s i v i t y ,  f or  i t  l eads  to  the c r e a t i o n  o f  e l i t e  groups ra t he r  

than communal i n t e g r a t i o n .

In i t s  contempt for  mass produced a r t i c l e s  and mass consumption -  

which a r e ,  a f t e r  a l l ,  p o t e n t i a l  means for  breaki ng  down s o c i a l  

and c l a s s  d i s t i n c t i o n s  -  the  c a p i t a l i s t  e l i t e  tends  to  use  

contemporary art  to  f u r t h e r  i t s  own e x c l u s i v i t y .  As Gl aser  p o i n t s  

o u t ,  the nouve i'i r i' he have taken over  the r o l e  of  the c l e r i c a l  

c l a s s e s  -J  the u r i s t o c r  y in s upport i ng  a r t i s t s ,  p a r t l y  because  

they  wish to e f f e c t  a ' c o n n e c t i o n  wi t h  the s o c i e t a l  w e l l  spr i ngs  

o f  so much art  of  the p a s t ' .  (Glaser  in Pre face  to  Baynes.

Baynes,  197 5, p. a ) .

The power o f  t h i s  new e l i t e  cannot be unde res t i mat ed ,  for  not  

o n l y  does i t  con t ro l  c a p i t a l i s t  product ion (and t h e r e f o r e  what 

s o c i e t y  consumes) ,  but i t  undoubtedly a l s o  c o n t r o l s  a r t i s t i c
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p ro d u c t io n ,  a p o in t  which ha:, a l n  idy been d i s c u s s e d  wi th r e f e r ­

ence  to the f a l s e  s e n s e  of  freedom which the contemporary non-  

o b j e c t i v e  a r t i s t  o f t ,  n h a s . For in s t e a d  o f  b e in g  an e x p r e s s i o n  of  

freedom, a b s t r a c t i o n  r e —i n f o r c e s  the e x c l u s i v i t y  of  the  p o s i t i o n  

o f  the wea l t hy  buyer through i t  tendency to adopt an h e r me t i c ,  

and i nde e d ,  o f t e n  u n i n t e l l i g i b l e  c o n t e n t .  Through i t s  emphasis  

on i n d i v i d u a l i t y  and e s o t e r i c i s m ,  avant - garde  art  thus  i n e v i t a b l y  

s e r v e s  the i n t e r e s t s  o f  the r u l i n g  c l a s s e s  or dominant i d e o l o g y .

While the c o n n e c t i o n  between the a r t i s t  and the e x c l u s i v e  buyer  

i s  by no means new -  art  has always  been 'made for  a m i n o r i t y  by 

a m i n o r i t y '  (Clark.  A l b r e c h t , Barnet t  and C r i f f , e d s .  1970,  

p. 650) -  Clark n e v e r t h e l e s s  argues  tha t  du r i ng  the pas t  100 years  

the v a l u e s  in art  have been c r e a ' e d  by so smal l  a m i n o r i t y  and 

have become so d i v o rc e d  from the s our c e s  o f  l i f e  that  one can no 

l onger  r e f e r  to an a r t i s t i c  e l i t e .  Rather ,  one must speak o f  a 

' p r i e s t h o o d ' p r e s e r v i n g  i t s  m y s t e r i e s  from ' the p ro f an a t io n  o f  an 

a l l - c o n q u e r i n g  m a t e r i a l i s m ’ . (Clarx A l b r e c h t ,  Barnet t  and 

C r i f f ,  e d s .  1970,  p. 650) .

P a r a d o x i c a l l y ,  the c a p i t a l i s t  who buys ar t  t r i e s  to break from 

h i s  m a t e r i a l i s t 1 d i s t a n c e  through h i s  support  o f  a r t  forms which 

are o s t e n s i b l y  concerned wi th s p i r i t u a l  i s s u e s . This  s i t u a t i o n  

becomes even more l ud i c r o us  when one c o n s i d e r s  that  he h i m s e l f  i s  

a c t u a l l y  r e s p o n s i b l e  for the f ac t  that  art  has l o s t  i t s  s p i r i t u a l  

f u n c t io n  and i s  now l i t t l e  more than a commodity or m a t er i a l  

p o s s e s s i o n .



But- w h i le  t fie e l i t e  which supports  art may have p r e t e n s i o n s  to  

s p i r i t u a l i t y ,  i t s  concern u l t i m a t e l y  remains with e l e v a t i n g  i t s  

own s t a t u s .  As Read p o i n t s  o u t , i t  tends to 'demand symbols o f  

i t s  p o s i t i o n  . . .  above a l l  those  which r e f l e c t  i t s  pomp and 

g l c r y  . (Read, 19 19, p.  144) .  Thus 20th century  western art  has  

s h i f t e d  away from b e i n g  an art  for  'man in g e n e r a l ' to  s e r v i n g  

'a s p e c i a l  c l a s s  o f  men who may not be b e t t e r  but who are e v i d ­

e n t l y  d i f f e r e n t ' . (Ortega y G a s s e t ,  1968,  p. 8 ) .

In p a r t , the d i f f e r e n c e  between the c a p i t a l i s t  e l i t e  and the  

o r d i na r y  p u bl i c  i s  e x p r e s s e d  in terms o f  ' h i g h ' ,  i . e .  e x c l u s i v e ,  

and ' l o w ' ,  i . e .  popular forms o f  c u l t u r e . In most ar t  forms t h i s  

d i f f e r e n c e  m a n i f e s t s  i t s e l f  in the form and c o n t en t  as w e l l  as 

the f u n c t i o n  o f  the art  work,  and i s  manipulated by the dominant  

i d e o l o g y  to mai nta i n  th s t a t u s  quo.  In o t her  words , most forms 

of  p a i n t i n g ,  s c u l p t u r e  and l i m i t e d  e d i t i o n  graphic  works -  the  

s o - c a l l e d  ' h i gh '  or f i n e  a r t s  -  are  the e x c l u s i v e  domain o f  the 

c a p i t a l i s t  e l i t e ,  whereas popular a r t  forms such as a d v e r t i s i n g  

images , p o s t e r s  and Hol lywood- type  'movi es '  e t c . are c r e a t ed  by 

the dominant i d e o l o g y  for mass consumpt ion.  (Clark.  Al br e c ht ,  

Barnet t  and G r i f f ,  eds .  1970,  p.  636 and p. 646) .

The e x c l u s i v i t y  o f  ' h i gh '  art  i s  ensured through an emphasis  on 

i n d i v i d u a l i t y  and the uniqueness  ol the a r t  o b j e c t , as w e l l  as  

through i t s  i n c o m p r e h e n s i b i l i t y  to the genera l  p u b l i c .  This  

u n i n t e l l i g i b i l i t y ,  which i s  e f f e c t e d  through a m y s t i f i c a t i o n  of  

content  or meaning,  ' d i v i d e s  the publ i c  i n t o  two c l a s s e s  

those  who understand and those  who do n o t ' .  (Ortega y Gasse t ,
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s p i r i t u a l i t y ,  i t s  concern u l t i m a t e l y  remains w ith  e l e v a t i n g  i t s
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s h i f t e d  away from b e i n g  an art  for  'man in g e n e r a l '  t o  s e r v i n g

'a s p e c i a l  c l a s s  o f  men who may not be b e t t e r  but who are e v i d ­

e n t l y  d i f f e r e n t ' .  (Ortega >• G a s s e t ,  1968,  p .  8 ) .

m  p a r t ,  the d i f f e r e n c e  between the c a p i t a l i s t  e l i t e  and the 

o r d i n a r y  p u b l i c  i ,  e x p re s s e d  in terms of  ' h i g h ' ,  i . e .  e x c l u s i v e ,  

and • l o w ' ,  i . e .  popular forms o f  c u l t u r e .  In most a r t  forms t h i s  

d i f f e r e n c e  m a n i f e s t s  i t s e l f  in the form and c o nt en t  as  w e l l  as  

the  f u n c t i o n  o f  the  a r t  work,  and i s  manipulated by the  dominant  

i d e o l o g y  to mai nta i n  the s t a t u s  quo.  I„ o t h e r  words,  most forms  

Of p a i n t i n g ,  s c u l p t u r e  and l i m i t e d  e d i t i o n  graphic  works -  the  

- c a l l e d  ' h i g h '  or f i n e  a r t s  -  are the e x c l u s i v e  domain of  the  

c a p i t a l i s t  e l i t e ,  whereas popular  a r t  forms such as a d v e r t i s i n g  

i ma g e s , p o s t e r s  and Hol lywood- type  'movi es '  e t c .  are c r e a t ed  by 

the dominant i d e o l o g y  for  mass consumption.  (Clark.  A l b r e c h t ,  

Sarne t t  and G r i f f ,  e d s .  1970,  p. 636 and p.  6 4 6 ) .

The e x c l u s i v i t y  o f  ' h i g h '  art  i s  ensured through an emphasis  on 

i n d i v i d u a l i t y  and the uni queness  o f  the art  o b j e c t ,  as  w e l l  as  

through i t s  i n c o m p r e h e n s i b i l i t y  to the general  p u b l i c .  This  

u n i n t e l l i g i b i l i t y ,  which i s  e f f e c t e d  through a m y s t i f i c a t i o n  o f  

c o n t en t  or meaning,  ' d i v i d e s  the pu bl i c  i n t o  two c l a s s e s  

those  who under , tand and those  who do n o t ' .  (Ortega y Gasset
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1 9 6 8 ,  p .  6 ) .

According to Rothschild, the history of individualism in 19th and 

20th century art follows tendency from what he c a l l s  ' n a t u r a l ­

i s t i c  i n d i v i d u a l i s m  (Impressionism)' towards ' s u b j e c t i v e  i n d i v i d ­

u a l i s m  ( E x p r e s s i o n i s m ) '  and 'hence toward u n i n t e l l i g i b i l i t y ' .  

( R o t h s c h i l d ,  197) ,  p.  1 6 ) .  one could argue t h a t  the move from 

t x p r e s s i o n i s m  to  Abstrac ion r e p r e s e n t s  a f u r t h e r  important  s t ep  

in the d i r e c t i o n  o f  g r e a t e r  i n d i v i d u a l i s m  and u n i n t e l l i g i b i l i t y  

in t h e  art  work.  Thus the  p r o g r e s s i v e  e l i m i n a t i o n  of  anthropo-

c e n t r i s m  in a r t  can be l i nked to an emphasis  on the  uniqueness  

o f  the a r t i s t .

Extending h i s  d i s c u s s i o n  on t h i s  s u b j e c t ,  R o t hs ch i l d  argues  that  

a s t r e s s  on i n d i v i d u a l i s m  has led to a growth in ' c our age ,  s t r e n g t h ,  

i n i t i a t i v e ,  hero i sm,  l e a d e r s h i p  and s e l f - r e s p e c t ' . t h s c h i l d ,

H ' j ' p ‘ But he chen on to  say that  i n d i v i a u  ism

u l t i m a t e l y  has a n e g a t i v e  e f f e c t  for  i t  g i v e s  r i s e  to ' p r e te ns e  

and v an i t y  and c o n c e i t ’ , q u a l i t i e s  which serve  to  ' d i s g u i s e  a 

s o c i a l  chaos in which war,  mi s ery ,  p o v e r t y ,  d e c e i t ,  e x p l o i t a t i o n ,

■ i e pr e v a t i o n  and c ha r l a t a n i sm'  ( R o t h s c h i l d ,  1973,  p.  20) are  

rampant.

Although Ortega y Gasset  does  not  p r o j e c t  as p e s s i m i s t i c  an image 

ot the e f f e c t s  o f  i n d i v i d u a l  ism, he c e r t a i n l y  r e c o g n i z e s  the  

importance o f  i t s  i n f l u e n c e  on a r t .  While s u g g e s t i n g ,  f i r s t l y ,  

that  the un i n t e l  H g i b i l i t y  o f  modern ar t  c r e a t e s  a kind o f  c l a s s  

d i v i s i o n ,  he argues  f ur t h e r  that  the 'new a r t  i s  an a r t i s t i c  a r t '
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t0r  Can ° " l y  b' Und,,rSt00d "h= have an e duca t i on  in

l i " ' i e l d ' <0r“ 8i‘ y GaSSet’ " " S .  P. 12) .  I t  U , moreover,  a 

s e l f - i n t e r e a t e d  and i nw a t d- l o o h i n *  or i n t r o v e r t e d  a r t ,  i . e .  one

“ l,iCh d e £ in iS  and r e d C £ i n e 3  i t s  P - a m e t e r ,  ra th e r  than turn in g  
to  s o c i e t y  for  i t s  c o n t e n t .

On the one hand,  the  a r t i s t ' ,  p r e o c c up at i o n  wi th  s e l f  and wi th  

a r t i s t i c  problems thus s e r v e ,  to ex t end  the s ch i sm between

h i ”  and g en e r a l  P u b l i c - “ h i l » ‘ he o t h e r ,  i t  b e l i e s  h i s  own

O . r t i s t  a l t i t u d e  which has  led him to b e l i e v e  chat h i s  dreams and

a n x i e t i e s  are a s i g n i f i c a n t  source o f  i n s p i r a t i o n  in a r t .

P r e c i s e l y  because  i t  needs  a s o p h i s t i c a t e d  knowledge and has

thi r,. become i n a c c e s s i b l e  and i ncomprehens ible  to those  who

have not  acqui red  the  a e s t h e t i c  s tandards  o f  a p p r e c i a t i o n '

'densman and S e r v e r .  A l b r e c h t ,  Barnet t  and G r i f f ,  e d s .  1970 ,

P- h b l ) .  contemporary a r t  h u m i l i a t e s  the u n i n i t i a t e d  vi ewer  and

f i n a l l y  l e a v e s  him i n d i g n a n t .  A Ortega y Gasset  p o i n t s  c c,  i f

the vi ewer  unders tands  the work o f  a r t  at  which he i s  l o o k i n g ,  i t

'•'ill not l eave  him i nd i gnant ,  even i f  he does  not  l i k e  i t .  ' But

when h i s  d i s l i k e  i ,  due to  h i s  f a i l u r e  to unders tand,  he f e e l s

h u m i l i a t e d ' .  (Ortega y Gas se t ,  1968,  p.  6 ) .  Thi s  s i t u a t i o n

ens ures  that  the s t a t u s  quo,  the d i v i s i o n  between the i n i t i a t e d  

and u n i n i t i a t e d ,  [3 mai nta i ned .  For

With the new a r t  . . .  which i s  the a r t  
p r i v i i e d g e d  a r i s t o c r a c y  o f  f i n e r

s e n se s  the average  c i t i z e n  i s
compelled to r e a l i z e  he i s  the average  

1 1 f e V’ 3 c r e a tu r e  incapable  o f  
r e c e i v i n g  the sacraments of  art  
(Ortega y ("asset ,  1968, p.  6 ) .
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Diego Rivera does not  s u g g e s t  as radio , a s o l u t i o n  to the problem 

of m y s t i f i c a t i o n ,  but Like T a y lo r ,  he m a in ta in s  that  i t  i s  the  

'm y s te r io u s  c h a r a c te r  o f  a r t  which makes i t  a l o o f  and i n a c c e s s i b l e  

to  the  masses ' .  (R iv e r a .  Shapiro ,  ed .  1973,  p. 56 ) .

The m y s t er i o u s  nature  o f  ar t  i s  n o t ,  however,  the only  f a c t o r  

de t e r mi ni ng  i t s  i n a c c e s s i b i l i t y  to  the genera l  p u b l i c .  For 

a l though they are i ntended to  encourage  a wide a p p r e c i a t i o n  of  a r t ,  

p u b l i c  museums and art  g a l l e r i e s  o f t e n  prove to be very  h o s t i l e  

e n v i r o n m e n t s . In h i s  book.  Ways o f  S e e i n g , Berger prov i des  

e v i d e nc e  t hat  a r t  g a l l e r i e s  are v i s i t e d  p r i m a r i l y  by t ho s e  wi th  

a p r i v i l e d g e d  e d u c a t i o n ,  and tha t  the m aj o r i t y  o f  peop l e  o f  a l l  

s o c i a l  c l a s s e s  i d e n t i f y  museums and g a l l e r i e s  wi th churches  and 

l i b r a r i e s ,  i . e .  wit;: i n s t i t u t i o n s  that  are g e n e r a l l y  mys t e r i ous  

and imposing.  (Berge r ,  1979,  p.  2 4 ) .  Given the f a c t  t h a t  art  

g a l l e r i e s  are o f t e n  s i l e n t  environments  in which the v i ewer  i s  

appar e n t l y  required to  me d i t a t e  on the art  o b j e c t ,  t h i s  r e a c t i o n  

i s ,  o f  c o u r s e ,  u nde r s tandab l e .  "t could a l s o  be po inted  out  that  

museums tend to  c r e a t e  an atmosphere of  s t e r i l i t y  so that  they  

o f t e n  g i ve  an impress ion o f  c l i n i c a l  c l e a n l i n e s s  akin to that  o f  

a h o s p i t a l ,  and seem to  demand the same degree  o f  d e a t h l y  s i l e n c e  

and decorum.

Apart from the f ac t  that  i t  seems to have become an ' e l i t i s t  

p res erve  of  a e s t h e t i c  snobbery'  (Cork,  1979,  p.  2 0 ) ,  the museum 

a l s o  tends  to g i ve  c r e d i b i l i t y  and s a n c t i o n  to the art  work. Thus 

r e g a r d l e s s  ot what i t  may (or more o f t e n  may not  communicate ) the
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t let that  i t  has been p laced  in the museum environment i mpl i e s  

that  the work o f  art  nu-st n e c e s s a r i l y  be v a l u a b l e .

The museum's e x p l o i t a t i o n  or i t s  own hallowed p o s i t i o n ,  i t s  

t endency to  e x h i b i t  works in which the a r t i s t  h i m s e l f  i s  o f t e n  

both the c r e a t o r  and the product ,  and the ge ne r a l  acceptance  that  

cue two t o g e t h e r  are an i n v i n c i b l e  and u n q u e s t i o n a b l e  a u t h o r i t y  

on art:, encourages  the g l o r i f i c a t i o n  o f  the  ' p r e s e n t  s o c i a l  

systems and i t s  p r i o r i t i e s ' . ( Be r ge r ,  1979,  p. 2 4 ) .  In o t her  

words,  the museum i s  p r i m a r i l y  a v o i . e  for  the dominant i d e o l o g y ,  

c e r t a i n l y  no* a mirror o f  the re a l  world.

In a paper d e l i v e r e d  at  the S ix t h  I n t e r n a t i o n a l  Congress  o f  

A e s t h e t i c s  at  Uppsala ,  i t  was p o i n t e d  out t ha t  the  museum has  

i a i l e d  to educate  the m a j o r i t y  o f  peop l e  in a r t . ( D o r f l e s ,  G. 

Uppsala U n i v e r s i t y ,  1972,  p. 307) .  Furthermore,  a l though a museum 

l i k e  m e  Museo d< S o l i d o r i d a d  C h i l e '  c la imed tha t  i t  was s e t  up 

for the Chi l ean  p e o p l e ,  ' . or the f a c t o r y  worker , the miner and 

m e  p e a s a n t ' to  c o n s i d e r  as part  o f  h i s  h e r i t a g e ,  and saw to i t  

that  s e c t i o n s  o f  the  c o l i c ,  t i o n  wt re ' p e r p e t u a l l y  on the move,  so 

as to  reach the whole c o u n t r y ' ,  Kunzle argues  that  the true  museum 

of the people  i s  on the  s t r e e t s . (Kun/ l e .  Mil Ion and Nochi i n . 

e d s .  1980,  p. 362).  I nde e d , i f  the ordi nary  person i s  to 

a p p r e c i a t e  and unu ' r s tand  a r t ,  it must become part  o f  h i s  d a i l y  

e x i s t e n c e , a na t ur a l  e x t e n s i o n  of h i s  l i f e .  P r e c i s e l y  because  i t  

i s  a c c e s s i b l e  to  the maj or i t y  ol p e o p l e , th. mass communicat ions  

media could become the means to  impart such an e a s i l y  a c c e s s i b l e ,  

is wel l  as i t e l l i g i b l e  and s o c i a l l y  r e l e v a n t  irt  form.



A.-j t h i ngs  s tand at  the  moment, modern art  i s  undoubtedly unpopul ar , 

in i a c t  a n t i - p o p u l a r  , and in i t s  p res en t  form i t  w i l l  'a lways  

have the masses a g a i n s t  i t ' .  (Ortega  y G a s s e t ,  1968, p. 5 ) .  Thus 

d e s p i t e  the t a c t  th a t  s o c i o l o g i s t s  argue that  art  i s  a s o c i a l  

i n s t i t u t i o n ,  i t  has become t horoughly  ant i - s o c i a l  in i t s  t endency  

to advance the schi sm between ' h i gh '  and ' low' c u l t u r e .  Further­

more,  the  gradual  ad op t ion  o f  an i n c r e a s i n g l y  a b s t r a c t  formal  

v o c a b u l a r y , which has led to  the dehumanizat ion o f  a r t ,  means 

that  i t  has u l t i m a t e l y  become a t h i n g  o f  no r e a l  c o n s e q u e n c e . 

(Ortega y G a s s e t . Hol land and Ulanov,  e d s .  1972.  p. 35) .

Undoubtedly ,  the a r t i s t  i s  in a p o s i t i o n  to a l t e r  t h i s  s i t u a t i o n ,  

but u n f o r t u n a t e l y  he i s  g e n e r a l l y  ' too  independent  to  contemplate  

immolat ion,  [ i . e .  s a c r i f i c e ]  to s o c i e t y ' . ( B e l l .  L i ps e t  and 

Lowent ha l , e d s . 1961,  p. 9 0 2 ) .  In a d d i t i o n  to  h i s  d e s i r e  to

p r o t e c t  h i s  independence and i n d i v i d u a l i t y ,  there  i s  a l s o  the  

f a c t  that  he i s  mainly  concerned wi th  conduct i ng  a ' s p e c i a l i z e d  

d i a l o g u e '  between h i m s e l f  md o t her  i n i t i a t e s  (Cork,  1979,  p . 8 0 ) ,  

and wi th g i v i n g  vent  to  h i s  own emot i ons ,  u s u a l l y  ' a t  the expense  

o f  the s p e c t a t o r  ind/or consumer' .  (Papanek,  1978,  p .  91) .

With such i n t e r e s t s  dominat ing h i s  a c t i v i t i e s ,  the a r t i s t  i s  

u n l i k e l y  to  become a meaningful  s o c i a l  f o r c e .

I r o n i c a l l y ,  many contemporary art  movements a c t u a l l y  c l a i m to be 

s o c i a l l y  r e l e v a n t , but as wi th Minimal a r t , t h e i r  s o c i a l  p r o t e s t  

i s  e x h i b i t e d  'mainly  on the l eve l  ol form' .  ( P o g g i o l i .  Al br e c ht ,  

Barnet t  and G r i f f ,  e d s . 1970,  p. 685 ) .  In o t her  words,  p r o t e s t



ten r e g i s t e r e d  n e g a t i v e l y  through a complete  r e j e c t i o n  o f  

ie s o c i a l  r e a l i t y .  I h i s  tendency i s  recogn ized  by Malraux who 

argues  that the modern a b s t r a c t  a r t i s t  i s  p r o t e s t i n g  a ga i n s t  the 

asmopeLitanism and u n i v e r s i l i s m  oi contemporary c u l t u r e  1 where 

p..o ographi c  rep r o d u c t io n  has  made a l l  a r t i s t i c  c r e a t i o n s  a c c e s s -  

i b l e  to  a 1 1 ' .  ( P o g g i o l i .  A b r e c h c , Barnet t  and G r i f f , eds .

. 9 , 0 ,  p . ' SO- 6 S I ) .  I t  i s  t r e s s e n t i a l l y  the same r easons  that  

P o g g i o i i  argues  t h a t  the  main f u n c t i o n  o f  a b s t r a c t i o n  i s  to 

r e g i s t e r  p r o t e s t  a g a i n s t  b ou r g e o i s  t a s t e .  ( P o g g i o l i .  Albrecht  

and G r i f f ,  e d s .  1970,  p. 6 8 0 ) .

S i g n i f i c a n t l y ,  a l t hougn  l a r g e - s c a l e  t e c h n o l o g i c a l  advances  in 

f i e l d s  r e l e v a n t  t > i r t  -  the camera , mass communicat ions  raeaia 

l i k e  f i l m  and t e l e v i s i o n  and automated l i t h o g r a p h i c  reproduct i on  

could  be e x p l o i t e d  in an at tempt  to reach an e v e r - i n c r e a s i n g  

a u d i e n c e , contemporary a r t i s t s  o f t e n  t r y  to  avoid or escape  the  

r e a l i t y  o f  m e c h a n i z a t i o n . Some see  the machine as a t hr e a t  to  

t h e i r  i n d i v i d u a l i t y  and t h e r e f o r e  ignore  a l l  t e c h n o l o g i c a l  

advances  in an attempt to  pe r p e t u a t e  the romantic myth o f  a 

u n i q u e , o r i g i n a l  and s u p e r i o r l y  c r a f t e d  o b j e c t . O t h e r s , l i k e  

Rauschenberg ( F i g .  6) and Warhol ( F i g .  7) look upon the machine  

as u s e f u l  cont ent  and have t h e r e f o r e  o f t e n  used mass communication  

t echni ques  as we l l  as images and o b j e c t s  o f  popular c u l t u r e  in 

t h e i r  works.  This  has lead Read to  come to  the erroneous  c on c l u­

s i o n  that  Pop Art d e s t r o y s  the 'boundaries  between art and the 

image o f  mass-communicat i o n ' .  (Read,  1967 , p.  34).  For s i n c e  the  

Pop a r t i s t ' s  work i s  a un i que , o r i g i n a l  ob j ec t  in s p i t e  o f  the



oi sn regi s i . t  ed nega t  vvely through a complete r e j e c t i o n  o 

soc !. a l l e y .  This tendency i s  recognized by Malraux t?ho 

gi.es that tht modern abs t i  tct ; -Cist  i s  protesting a g a i n s t  the 

nopolitanism and universal sm c contemporary c u l t u r e  'where 

;ograp h ic  r e p r o d u c t io n  has made a l i a r t i s t i c  c r e a t i o n s  a c c e s s -  

l o  a (Poggi )1 . \ l b r e c h t ,  Barnett  and G r i f f ,  eds .

19 70,  p. 6 8 0 - 6 8 1 ) .  ■: . at e s s e n t i a l l y  the same reasons  th a t

P o g g i o l i  argues  th t the  main f u n c t i o n  of  a b s t r a c t i o n  i s  to  

r e g i s t e r  prot es t  a g i i v s t  b o u t s o i s  tar ( P o g g i o l i .  Albrecht  

and G r i f f ,  vd- . 1970, . 680 .

S i g n i f i c a n t l y ,  .1 hoi. ;h l a r g e -  ; ■ : t h n o l o g i c a l  advances  in

f i e l d s  r e l e v a n t  t art  -  the earner. ,  mass communicat ions  media 

l i k e  f i l m  and t e l e v i s i o n ,  and automated l i t h o g r a p h i c  reproduct i on  

ould be e x p l o i t e d  in in at tempt  to  reach an e v e r - i n c r e a s i n g  

a u d i e n c e ,  c ntemporary a r t i s t s  o f t e n  t ry  to  avoid or escape the  

r e a l i t y  ot me c han i z a t i on .  Some see  the machine as  a t hr e a t  to  

t h e i r  i n d i v i d u a l i t y  and t h e r e f o r e  ignore  a l l  t e c h n o l o g i c a l  

advances  in in at tempt  to  per p e t ua t e  the romantic myth o f  a 

unique ,  o r i g i n a l  and s u p e r i o r l y  c r a f t e d  o b j e c t .  Others ,  l i k e  

Rauschenberg (Rig .  ) ind Warno I ( F i g .  ') look upon the machine 

u s e f u l  content  nd h n v  t h e r e f o r e  o f t e n  used mass communication  

technique. ,  is w e l l  as images and o b j e c t s  o f  popular c u l t u r e  in 

t h e i r  works.  t h i s  has l ead Read to  come to the erroneous  c o nc l u ­

s i on  t ha t  Pop Art d e s t r o y s  the ' boundar ies  between art  and the  

image of  mass-communicat i o n ' .  (Read,  1967 , p. 34) .  For s i n c e  the  

Pop a r 1 i s t ' s  work i s  a unique ,  o r i g i n a l  o b j e c t  in s p i t e  of  the



/

t ec h n iq u e s  he has used and the f i n a l  >pearune oi h i s  p r o d u c t , 

i t  remains in com p at ib le  with mass produced •ma o r i g i n a t i n g  i: 

f i e l d s  l i k e  a d v e r t i s i n g  and t e l e v i s i o n  '

Many e a r l y  20th c e n t ur y  a r t  movements,  i n c l u d i n g  C o n s t ru c t i v i s -  . 

Dada and Surrea l  i sm,  were concerned both wi t h  s o c i a l  i s s u e s  

(which led them to  a l l y  th em se lv es  to r a d i c a l  p o l i t i c a l  organ­

i s a t i o n s ) ,  and wi th  coming to  terms wi th contemporary t e c h n o l o g ­

i c a l  advances  -  o f  which the Dadai s t  photomontage i s  a good 

e x a mp l e . ( F i g .  8 ) .  But t h e i r  e f f e c t i v e n e s s  was o f t e n  reduced  

through an i n s i s t a n c e  on an e s o t e r i c  and hermet i c  o r i e n t a t i o n  

which u l t i m a t e l y  made them i n a c c e s s i b l e  and u n i n t e l l i g i b l e  to  

the genera l  p u b l i c .  Although probably  not  e n t i r e l y  v a l i d  in a 

c o n s i d e r a t i o n  o f  C o n s t r u c t i v i s m  and Dada, t h i s  i s  c e r t a i n l y  true  

for  the S u r r e a l i s t  movement.

I f  ar t  i s  to  be a c c e s s i b l e  to  a l l ,  both i t s  form and i t s  cont ent  

must be r e l e v a n t  and i n t e l l i g i b l e ,  and i t s  l o c a t i o n  must be 

s u i t a b l e .  This  does  not  mean that  the p u b l i c a l l y  p l aced  s c u l p t u r e  

i s  n e c e s s a r i l y  a c c e s s i b l e  to the ord i nary  v i e we r ,  for  i t s  

l o c a t i o n  i s  c e r t a i n l y  no guarantee  a g a i n s t  an e x c l u s i v e  c o nt en t  

and the p r o j e c t i o n  of  pers ona l  rather  than p u b l i c  v a l u e s  (as  i s  

o f t e n  true o f  Minimal s cu l p t u r e  ind Land A r t ) .

15.  Although c o p i e s  o f  works by Pop a r t i s t s  are now e a s i l y
a c c e s s i b l e  through modern p r i n t i n g  t e c h n i q u e s , i t  should  
he noted that n e i t h e r  t h e s e , nor p o s te r s  and p r i n t s  o f  
e . g .  Leonardo's  very popular Mon.i L i s a , can ever  be equated  
with the ex treme l y  va luable ,  s i gned and -  in the c a s e  o f  
pr inted  works -  numbered e d i t i o n s  which s e p a r a t e s  t he s e  
from reproduct i ons .



For i r t to be r e l e v a n t  to  the s o c i e t y  in which i t  i s  c r e a t e d , i t  

a l s o  has to  take c o g n is a n c e  o f  the econom ic , p o l i t i c a l  and s o c i a l  

c o n d i t i o n s  o f  th a t  s o c i e t y .  In the  p r e s e n t  s t a t e  of  monopoly 

c a p i t a l i s m ,  mass prod u ct ion  and mass consumerism i t  i s  t he r e f o r e  

anomolous to produce art  works tha t  are n e i t h e r  w i d e l y  a c c e s s i b l e  

and co m p r e h e n s ib le ,  nor produced on a large  s c a l e . As Berger  

p o i n t s  o u t : ' A u t h e n t i c i t y  i s  an o b s o l e t e  c a t e g o r y  in an era  or

mass p r o d u c t i o n 1. ( F u l l e r , 1980,  p.  11) .  In accordance  wi th  

t h i s  s e n t i me nt  Diego Rivera a l s o  argues  t ha t  in a h i g h l y  deve l oped  

t e c h n o l o g i c a l  s o c i e t y  the t e c h n o l o g i c a l  advances  a v a i l a b l e  to  

the a r t i s t  must be used in the c r e a t i o n  o f  h i s  a r t  work.  ( R i vera .  

S h a p i r o , e d . 1973,  p.  58 ) .

But in the ibsence  o f  h i s  w i l l i n g n e s s  to  do s o ,  the a r t i s t  has  

been forced  to  r e l i n q u i s h  the primacy oi h i s  r o l e  and h i s  ar t  to  

the a d v e r t i s i n g  media , and a dv e r t i s eme nt s  have t h e r e f o r e  become 

the new o f f i c i a l  art  works of the modern c a p i t a l i s t  s o c i e t y .

Thi s  development  f i n d s  e x p r e s s i o n  in the f a c t  that  a dv e r t i s e me nt s  

are ’what "we" put uu on "our" s t r e e t s  and use to f i l l  up to  

hal t  >f "our" newspapers and macazin< s ' .  (Wi l l i ams ,  1980,  p . 184) .

Obvi ous l y ,  the  ac t ua l  content  as opposed to the form of  contem­

porary a d v e r t i s i n g  s e r v e s  to uphold and r e i n f o r c e  the v a l u e s  o f  

the dominant c a p i t a l i s t  e l i t e  and can t h e r e f o r e  hardly  be used as 

a b a s i s  for  a new a r t .  Papanek in fact  argues  that  a dv e r t i s e me nt s  

have an extreme 1> n e g a t i v e  e f f e c t  on the genera l  publ i c  because  

they persuade people  to buy t h i ngs  ' they don ' t  need with money
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(Papanek, 1978, p.  9 ) .  They i l s o  tend to d i s t o r t  and m y s t i f y  

r e a l i t y  by d e p i c t i n g  p eop le  as they th ink  they behave and not  as 

they  a c t u a l l y  behave.  (Goffman, 1979,  p .  v i i ) .

I h i s  i s  n o t ,  however,  why a d v e r t i s i n g  and o ther  mass communic­

a t i o n s  media : ike f i l m and t e l e v i s i o n  are seen as a th r e a t  by 

th ose  who want to  mainta in  the s t a t u s  quo in a r t .  To them, the

danger o f  the mass media t o  art  a c t u a l l y  l i e s  in the  f a c t  that  

they

iroduee no e x c e p t i o n s  . . .  no m a s t e r p i e c e s ,  
t o  wor.-vs o l  g e n i u s  . . .  ^ini] never  e x a l t  

nyone or make them aware o f  anyth ing  but  
t r i v i a l  p o t e n t i a l i t i e s ' .  ( F u l l e r ,  1980.  
p.  2 2 ) .

a : s o  p o i n t s  out t hat  wi t h  a d v e r t i s i n g  the ' a r t i s t ' s  s t v l e  

i s  e l i m i n a t t  : s i n c e  ; he im ic-  i s  c o r p o r a t e l y  co n c e i ve d  [and] 

m e c h an i c a l l y  e x e c u t e d ' .  Cons equent l y ,  i t  u l t i m a t e l y  lacks  'any  

stamp o f  i n d i v i d u a l i t y ' .  ( F u l l e r ,  1980,  p. 21 ) .

The idea that  the mass media art  forms and a d v e r t i s i n g  pres ent  

some kind of  t hrea t  to ar t  i s  a d i r e c t  outcome o f  e l i t i s t  

pr e j ud i c e  which can be a t t r i b u t e d  p a r t l y  to  a r e c o g n i t i o n  by the  

avant -garde  a r t i s t  that  he does  not  have c o n t r o l  over  a l l  form: 

o f  v i s u a l  communicat ion.  But w h i l e  the a r t i s t  g e n e r a l l y  regards  

the mass communication forms as n o n - a r t i s t i c  and u t i l i t a r i a n ,  the 

fact  remains that  they have an enormous impact on pe o p l e .  Not 

a l l  of  t h i s  i s  n e c e s s a r i l y  b e n e f i c i a l ,  but i t  i s  important to  

r e a l i z e  that  the many

shortcomings  and i l l  e f f e c t s  a t t r i b u t e d  
to the mass media a r i s e  not  from t h e i r
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nature  but from th e  use we [and those

r f I ' 5 - Uppsa l

Contrary to common sentiment, mass communication forms are not  

n « c e s s a r i i y  a t h r e a t  to a r t .  Once t h i s  i s  r e u n i t e d  and accepted

Che arCiSt  V m  b“ in '  -  ^ c o m e  part  o f  the  mass media

r a t he r  than make s u p e r f i c i a l  use o f  mass c o m u n i c a t i o n ,  t echn i ques

in h i s  works.  Given the p o t e n t i a l  for  c l a r i t y  and immediacy o f

communicat ion in t h e s e  forms ,  he w i l l  o f  course  a l s o  be in a

p o s i t i o n  to reach a much wider a ud i ence  than he does  at  p r e s e n t ! ' * '

Tims,  i f  the a r t i s t  wants t o  e s c a pe  the t e c h n o l o g i c a l  ens lavement

and a l i e n a t i o n  o f  modern s o c i e t y ,  he w i l l  have to re-h.umaniae

n un ’ s r e l a t i o n s h i p  to  the machine which (up t o  the  p r e s e n t )  has

led to  man becoming ’a mere appendage,  thus a e s t h e t i c i s i n g  our

r e l a t i o n s h i p  to the  machine through a new s e n s e  o f  r i t u a l ' .

' Dor: i e s » ,jl 'Ppsula  U n i v e r s i t y .  1972,  p. 307) .

''''' 13 "he 1 ark ot r e l e v a n t  r i t u a l  that  d i f f e r e n t i a t e s

20th cent ury  wes tern art  from the mass communication a r t  forms.

For While the o b j e c t s  and images o f  the  mass media form a part

tl1" r U u a l S  ° f ' ™r yda y  l i f e  -  t h i s  d e s p i t e  the  f a c t  that  they  

ore manipulated and c o n t r o l l e d  by the  dominant c a p i t a l i s t

i i e o l o g y  -  the same cannot  be s a i d  for  modern a r t .  As wi th art

in n o n - l i t e r a t e  s o c i e t i e s ,  the newspapers ,  magazines ,  t e l e v i s i o n

l^nsrammes,  f ' l m s ,  comic books and a dv e r t i s e me nt s  o f  contem-orary

p r a c t i c a l  work! ' c o ns i de r a t i ons  in the c a n d i d a t e ’ s



—  soci<ity confirm and give express ion  to  the soc io_ 

p l i e n  .1, c . l u n  ai and a,  so economic l i f e  o f  the  s o c ie ty .

century c c n t e «  eh . « e l . e  h . .  been s t r i p p e t

PO“e r -

:’Uter f; in8C ° f t r u .  to reaffirm his

"  by tUrnt“*  10 ^ - r i t u a l ,  magic and S h a m a n i s m .  

In o t h er  words,  by s e t t i n g  h i m s e i f  up a a a m , g i c . a n  or s o r c e r e r ,

r e c a pt ur e  t.„. m t l u e n c e  and c o n t r o l  which the  a r t i s t  

magic ian had in p r e h i s t o r i c  and s t i l l  has , ,  t r a d i t i o n a l  non-  

l i t e r a t e  A r t i s t s  l i k e  A- : o n c i ,  l e u y s  and Oppenheim

5 —  ' - S i c  C i r c l e s ,  in „ h i c  , t l . , y emerge as  p r i e s t s .

s a i n t s  or marty rs „  become the  c o n s c i e n c e  and g i v e  vent  to the  

g u i l t  o f  s o c i e t y .

B,' t r*“ i M  ”  e x p r e s s i o n  o f  'a n e g a t i v e  cu l n ur a l

r e l a t i o n s h i p . .  ( P o g g i . l i .  A l b r e c h t .  Barnet t  and G r i f f ,  eds .

P 01 ' Address ing  t hemse lves  to  the r e a l i t i e s

01 “ nCem,,0rary 9° C i e t y - ^  —  «  e s o t e r i c  and hermet i c  

COTt',:'t ! ' ‘ " * l r  a C t i v i t i “ S - Thus ‘ hey are  no more than an 

SUb' CUUur- .  i s  P o g g i o l i  s u g g . i t s ,  the a r t i s t  . h o

N

-h en  O'eJ i s  a hothouse f l o w e r . .  ( P o g g i o l i .  A lb r e c h t ,  Barnet t  

and G r i f f ,  eds .  1970,  p.  679 ) .



lS f 0 r  he s a y , ,  t0

gi  e o r d e r s • i r i c t

s m # # r
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CHAPTER THREE

A K I ,  SO C IA L IS M  AND M \K X [ ST AESTHKTICS

•Marxist a e s t h e t i c s  has i t s  b a s i s  in H e g e l ia n  e s t h e t i c s .  Thus 

the He ge l i an  d i a l e c t i c  between Beauty and Truth,  i . e .  between  

rorm and c o n t e n t ,  i s  a l s o  fundamental  t o  Marxist  a e s t h e t i c s .

u v o n ,  M , 3, p. 4 2 ) .  However,  whereas  Kegel  argues  that  p e r f e c ­

t i o n  i s  ac h i e ve d  through the  u n i t y  o f  form and cont ent  (Arvon,  

1973,  p. 41) -  c o n t e n t  be i ng  a r e f l e c t i o n  o f  the Idea or 

s p i r i t u a l  truth -  Marx ' t rans f orms  the Idea i n t o  a s o c i a l  e n t i t y ' ,  

iArvon,  . *7>, p. 1 13 ) .  He t h e r e f o r e  a l s o  ma i nt a i ns  that  the  

He ge l i an  concept  of  s p i r i t u a l  t ruth  must be r ep l aced  by the idea  

o f  a s o c i a l  r e a l i t y .  (Arvon,  1973,  p. 4 2 ) .

According to  Hegel  i t  is through worx t ha t  man 'produces  and

c r e a t e s  h i m s e l f  (Vasquez,  1973,  p. 3 2 ) ,  w h i l e  art  p rov i des  him

with the means to a c h i e v e  ' s e l f - a f f i r m a t i o n  or s e l f - c o n s c i o u s n e s s *

and to 'answer the need of  humans to e x t e r n a l i z e  t h e m s e l v e s ' ,

i . e .  t make a human impress ion on e x t e r n a l  t h i n g s .  (Vasquez,  

1973,  p .  5 7 ) .

Marx's a t t i t u d e  to  work as w e l l  as art  d i f f e r s  from that  o f  Hegel  

in c e r t a i n  tundamental  r e s p e c t s .  As regards  work, he p o i n t s  out  

that  Hegel  on l y  d i s c u s s e s  i t s  r o l e  in g i v i n g  form to t h i n g s  and 

in iorming man. In o ther  words , Hegel  c o n s i d e r s  only  the  

p o s i t i v e  a s p e c t s  o work, whereas Marx argues  that  work can be 

n e g a t i v e  s i n c e  i t  i s  'based on p r i v a t e  property  and a l i e n a t e d



l a b o u r ' .  (Vaaquez,  , 9 7 3 .  p.  5 2 ) .  Furth ,rmore .  w h i le  Hegel  mai„-  

C i n a  Chat 'Che on ly  kind o f  work . . .  [l s ]  t he work o f  the

m"n ' ' ' 'I11 '1  cua ! hi i n g ' (Vasquez ,  1973,  p.  5 3 ) ,  

Marx d e m y s t i f i e s  H ege l ian  id e a l i s m  by r e j e c t i n g  the  t r a n s ce n d e n t a l  

and me t ap h y s i ca l  c h a r a c t e r  o f  H e g e l ’ s Idea.  (Vasquez,  1973,  p . 59,

He e t f e c t a  a s i m i l a r  break w i th  Hegel  in h i s  concept  o f  a e s t h e t i c s  

for  in c o n t r a s t  t o  the He ge l i an  i m p l i c a t i o n  t hat  ’ a r t  i s  made by

' ^ 1 r '  emphasizes  the a n t h r o p o c e n t r i c  nature

o f  a r t  and a e s t h e t i c s  ’by r e l a t i n g  them to  c o n c r e t e ,  r e a l  and

h i s t o r i c a l  human b e i n g s  and t h e i r  p r a c t i c a l  and m a t e r i a l  a c t i v i t y ’ .

(Vasquez ,  1973,  p.  57 ) .  For him,  t h e r e f o r e ,  a r t  i s  an ’advanced

s t a g e  o f  humanizing n a t u r e ’ . He a l s o  argues  t hat  the e s s e n c e  o f

humanity l i e s  in c r e a t i v e  work,  whi l e  that  o f  a r t  i s  t o  s a t i s f y  a

spec ’human n e e d ’ which goes  beyond s u r v i v a l  and p r o c r e a t i o n .

1 1 ‘ ’ 1 ' ’ ' ' ' 11 ■hus a r t  i s  one o f  many needs  c r e a t ed  by

man in the  cours e  o f  h i s  s o c i a l  deve lopment .  (Vasquez,  1973,  p . 60 ) .

According to  Arvon,  Marxi st  a e s t h e t i c s  i s  almost  i mpo s s i b l e  to  

understand because i t  has been s u bj ec t e d  to ex t re me l y  var i ed  i n t e r -

11 ’" lAr ' " ’ 1 1 ’ • P* *1 • Orthodox Marxi s t s  do,  however,  

seem to  share some fundamental  i d e a s ,  for  they g e n e r a l l y  argue that

the products  o f  man ( i n c l u d i n g  a r t )  must be seen as s o c i a l  phenomena

which are  a l l  bound by a complex d i a l e c t i c  i nv o lv i n g  economic,

p o l i t i c a l ,  s o c i o l o g i c a l ,  h i s t o r i c a l  and environmental  f a c t o r s .  In

o t he r  words,  t i k e  a l l  o ther  products  o f  s o c i e t y ,  ar t  cannot be

separated  t rom the Marxist  concept  o f  h i s t o r i c a l  materialism.
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C , iven i t s  attempt to c o n s id e r  and c o - o r d i n a t e  the many complex and 

sometimes c o n t r a d i c t o r y  f a c t o r s  i n f l u e n c i n g  the products  o f  man, 

i c  i s  o f t e n  argued chat Marxist  a e s t h e t i c s  has had some share  in  

the 'd e v a l u a t i o n  r f  s u b j e c t i v i t y '  in the study o f  a r t .  (Marcuse,  

1 9 7 9 ’  p - 6 * Yec many w estern  a e s t h e t i c i a n s  f e e l  that  t h i s  

assumpt ion i s  e s s e n t i a l l y  f a l s e  and that  Marxist  a e s t h e t i c s  

a c t u a l l y  i n v o l v e s  an approach to ar t  which i s  no l e s s  s u b j e c t i v e  

than t h e i r  own. T h i s ,  they ma i n t a i n ,  i s  p a r t i c u l a r l y  e v i d e nt  in 

the t endency for  Marxi st  a e s t h e t i c i a n s  t o  c o n c e n t r a t e  on c o nt en t  

ra t he r  than form in the c o n s i d e r a t i o n  o f  the  ar t  work.  I t  i s ,  

however,  important  to r e a l i z e  t hat  wes tern a e s t h e t i c i a n s  are ab l e  

to  reach t h i s  c o n c l u s i o n  o n l y  through a r e f u s a l  t o  acknowledge

both the depth and scope o f  a n a l y s i s  made p o s s i b l e  by an h i s t o r i c a l  

m a t e r i a l i s t  method.

I n  terms of t h e i r  b e l i e f  in the fundamental  n e c e s s i t y  o f  a 

d i a l e c t i c a l  approach to the h i s t o r y  o f  man and h i s  product s ,  

Marxist  a e s t h e t i c i a n s  never  r e j e c t  or d i s c a rd  i nformat ion which 

may further  our unde rs tand i ng  o f  a r c .  Rather,  they tend to a s s e s s  

the importance o f  t h i s  informat ion r e l a t i v e  to  o t her  f a c t o r s  

which may have played a r o l e  in de termi ni ng  or i n f l u e n c i n g  the  

a r t i s t ' s  approach,  whether i t  be s o c i a l ,  p o l i t i c a l , economic ,  

h i s t o r i c a l  or c u l t u r a l .

In e s s e n c e ,  Marxist  a e s t h e t i c s  i s  t h e r e f o r e  q u i t e  undogmatic ,  and

can be c o n tr a s t e d  wi th the N eo -P l a t on i c  view that  art  i s  'based

on i dea l  p r i n c i p l e s  c o ns i dered  to be v a l i d  universally and for  all  

t i m e ' .  (Egbert ,  1970,  p.  106) .
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vvllu LO i n s i s t  th at  Marxist  

' - t ' , , t . , s  ^  , o n , r a r y .  based on a t o t a l l y  i n f l e x i b l e

r  : —  M’ i U  th iS  * p a t ^ l y  - u e  e v a l u a c io n  o f

7  “ OWn W r i t in 8 S - U  iS • ’' “ " “ X “  on the ta c e  th , t  S M lj  
- n  h . e  s h i f t e d  _ y a„ orthodox

J n . P“ d a" ' l n C r e U l n e l y  —  s e c t a r i a n  and c U s s  , „ b j e c c .

” ebod i n “ s t h - u  « , ^ c ,
1973, p.  19) .

-***» a  l i s e  LO
tne attitude to  art of  th o se  

lead.as th. Russian R ev o lu t io n  was c e r t a i n l y  not  characterised by

4 S i a i U r  i n f U X i b i l i C y - ^ n e  Lenin m ain ta ined  th a t  a r t  must

have an i d e o l o g i c a l  c o n te n t  and p la y  a d i d a c t i c  r o l e  w i t h in  s o c i e t y  
he J

5 - 5 S S : ' .

(Vasquez,  1973. p. 17) .

Th is  Observat ion  f in d s  support in a l e t t e r  from Lenin to  Corkv in 

- h i c h  Lenin i n s i s t e d  that  the  a r t i s t  must have the  freedom to  

e x t r a c t  from any p h i lo so p h y  many t h i n g s  that  are u s e f u l  to him, 

even though that  id e o lo g y  may be i d e a l i s t i c ' .  (Lenin quoted by 

- v o n .  Arvon. 1» 73 , p.  3 4 ) .  On the o th er  hand. L en in ' s  views  

sometimes come very  c l o s e  to the Neo-Pla toni. -  n o t io n  o f  u n i v e r s a l i t y

"  "* 31     " " "  ' * r M t  " t U t ’  • « « • !  i d e o l o g i c a l  l i m i t -

revea l  th(. tru th  about r e a l i t y ' .  (Vasquez,  1973 

1 5 - 1 6 ) .  '
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b l l i t y  by u l t i m a t e l y  red u c i  t h e i r  works to  a s t y l e  o f  e x p r e s s ­

ion .  ( l )  (Arvon, 1973,  p. t>7).

a c o n t r a s t  to t h i s  r e d u c t iv e  p r o c e s s ,  Trotsky urged a r t i s t s  to  

exten d  th, v i t a l i t y  and dynam.sm the r e v o l u t i o n  i n t o  a r t ,  

-g a r d le s g  o f  the f a c t  th a t  t h e i r  works might w e l l  be ’unexpected'  

ck p'-Cj'J ic p r o l e t a r i a n  d i r e c t i o n .  (Arvon, 1973,  p . 17) .

3.g n i f i c a n t  ly ,  he * u cu lar ly  e n t h u s i a s t i c  about the Futuris t

exper im ents  in to  mov n : and space  and about the c o n s c i o u s l y  

s o c i a l  a r c h i t e c t u r a l  programme deve loped  by Gropius in the context 

f the Bauhaus. But throughout  h i s  w r i t i n g s ,  he c o n s t a n t l y  

:mt: ions  a g a i n s t  dogmatic  pr s c r i p t i o n ,  and re a c te d  f o r c i b l y  when 

tempts were made to s u g g e s t  that  S o v i - r  a r t  o f  the immediate

'^ . - R e v o l u t i o n a r y  period  was monitored at t r o l l e d  by the

•:f- '.'.e .

i rue [he main tained]  th at  
1 our s o c i e t y  we regard o n ly  art  whose 

theme i s  1 he worker as new and r e v o l -  
ut i n a r y , and the b e l i e f  that  we fo r c e  
p oets  w i l l y - n i l l y  to  w r i t e  about n o th in g  
hut f a c t o r y  chimneys or a r e v o l t  a g a in s t  

i p i t a I  ism i s  absurd.  (Trotsky  quoted  
Vasque:.  Vasquex, 1973,  p. 18).

uch early  ■: tempt :o d i s c r e d i t  th ose  who c la imed that  ar t  

n  forcec  i n t o  an i n f l e  i b l e  mould under S o v ie t  r u l e ,  i t  i s  

! more i r o n i c  that  if; was u l t i m a t e l y  c o n t n  led by a s p e c i f i c

i-ad lor Soc ia l  1st Realism under S t a l i n  and subsequent S t a l i n i s t

r c g i  n.cs.

1.
,ro pr“ u“ bi1'
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As has been s t a t e d ,  Marx hirosel

other f ields - progress is governed b y  t h e  Hege , al.„c 

( 'gbert ,  1970,  p. 101).  This pre-suppose b a r  a-.e vr.) . 

in c l u d i n g  'subject and object, knower and the thing kn=« a  

o c o n t i n u a l  p r o c e s s  o f  mutual a d a p t a t i o n ' .  ( R u s s e , .  1961 , , t9

Marx shows t h i s  d i a l e c t i c  i n t e r a c t i o n  as i n v o lv i n g  organic  

p r o g r e s s  towards the  c l a s s l e s s  s o c i e t y ,  in  c o n t r a s t  ti the s e c u la r  

Utopians  o f  the 19th c e n tu r y  who argued that the p r o g r e s s  towards  

g r e a t e r  e g a l i t a r i a n i s m  would be l i n e a r .  (E gb er - ,  1967,  p.  14) .

For Marx, t h e r e f o r e  -  a s ,  in d eed ,  a l s o  for  Proudhon -  ' e v e r y t h i n g  

depends on e v e r y t h i n g  e l s e  and a l l  t h i n g s  are l inked  in s o l i d a r i t y  

w ith  one a n o t h e r ' .  (Proudhon quoted by Raphael .  Raphael ,  1980,

P- 1 ) .  But whereas or thodox  Marxist  a e s t h e t i c i a n ,  argue that  the 

a r t i s t  'must unders tand and make use  ol h i s  knowledge oi p as t  a r t '  

(E gb er t ,  1970,  p. 103) been a that  past  is  an i n t e g r a l  part of 

man's h i s t o r i c a l  deve lopment ,  Proudhon f e e l s  that  t h i s  i s  backwaro 

look in g  and ' u n f r u i t f u l ,  a mere means of f l e e i n g  r e a l i t y ' .

(Raphael ,  1980.  p. 53) .  Th is  d i f f e r e n c e  between Marx's an.  

Proudhon's a t t i t u d e s  to  h i s t o r y  h e l p s  to e l u c i d a t e  both L e n in ' ,  

and S t a l i n ' s  r e sp o n se s  to works o t  art  executed  in post-Revo,u t io n a ,  

R uss ia .  Pot ,  b e l i e v i n g  as Marx did that tradition i s  one o f  the 

' i n e s c a p a b l e  de term inan ts  o l  , r ,  and o ther  t s p e c t s  o, l i f e ' ,  they

could  not accept  a r t  which appeared to r e j e c t  the pas, c o m p le te ly .  

(E gbert ,  1970, p.  Iu3) .

in terms o f  the Marxist d i a l e c t i c  in which e v e r y th in g  i s ,> 

co n s ta n t  f l u x ,  development i s  no, n e c e s s a r i l y  o n s i s t e n t  for  

spheres  o f  human a c t i v i t v .  Thus me , an neve,  u . . . r m i r ,



16 tS ' "lrt 1:1 ,my glVfcn S o c ie cy  'because  a r t i s t i c  d e v e l o p ­

ment w i l l  not  n e c e s s a r i l y  accord w ith  changes  in the s o c i a l  

c o n d i t i o n  o f  man'.  (Vasquez,  1973, p.  l 0 l ) .

in  keep ing  w ith  t h i s  i n t e r p r e t a t i o n  o f  h i s t o r i c a l  development ,

Marx adopted H e g e l ' s  co n c e p ts  o f  ' t h e s i s ' ,  ' a n t i - t h e s i s '  and 

• s n y t h e s i s ' .  In Marx ist  a e s t h e t i c s ,  ' t h e s i s '  i s  t r a n s l a t e d  as the  

'dynamic u n i t y '  o f  form and c o n t e n t .  But s i n c e  c o n t r a d i c t i o n s  must 

i n e v i t a b l y  r e s i d e  w i t h in  t h i s  dynamic u n i t y  a c o u n te r - t e n d e n c y  or  

' a n t i t h e s i s '  w i l l  d e v e l o p ,  w ith  the e n s u in g  s t r u g g l e  between the  

two r e s o l v i n g  i t s e l f  in a ' s y n t h e s i s ' .  (E gb er t ,  1970,  p.  9 8 ) .  

l i v en  h i s  b e l i e f  in  an e v e n tu a l  c l a s s l e s s  s o c i e t y ,  Marx main ta ined  

th a t  'b o u r g e o i s  c a p i t a l i s m  and i t s  a r t ’ cou ld  be seen as the t h e s i s ,  

in r e a c t i o n  to  which th ere  would be a ' d i c t a t o r s h i p  o f  the p r o l e t ­

a r i a t  w i th  i t s  a r t ' ,  w h i l e  the ' c l a s s l e s s  s o c i e t y  w ith  i t s  art  

would c o n s t i t u t e  s y n t h e s i s  an l  - h e r e f o r e  would produce the f i n e s t  

a r t i s t i c  - e s u l t s  o f  a l l ' .  , o e r t .  1970,  p.  9 8 ) .

A c e n t r a l  a sp ec t  o f  the  h i s t o r i c a l  m a t e r i a l i s t  d o c t r i n e  developed  

by Marx, and adopted by l a t e r  a e s t h e t i c i a n s  in f lu e n c e d  by h i s  

w r i t i n g s ,  i s  the idea  that  man's i d e n t i t y  i s  determined by the f a c t  

th a t  he i s  a s o c i a l  b e in g ,  and t h e r e f o r e  that  a l l  human products  -  

in c l u d i n g  art  -  must be seen in terms o f  man's r e l a t i o n s h i p  to  

s o c i e t y .  In c o n t r a s t  to Kant whose o n ly  concern was with 'the  

i s o l a t e d  i n d i v i d u a l ' ,  Marxist  a e s t h e t i c i a n s  thus endeavour ' to  

take in to  account the p a r t i c i p a t i o n  o f  c r e a t i v e  i n d i v i d u a l s  in the  

common el f o r t  ol mankind' to  p e r f e c t  the world.  (Arvon, 1973 , p , J7) 

U l t i m a t e l y ,  t h e r e f o r e ,  t h e i r  concern i s  with s o c i e t y  as a whole



r a th er  than with man as an i n d i v i d u a l .  As Egbert p o in t s  o u t ,  Marx 

undoubtedly c o n s id e r e d  the i n d i v i d u a l  ' t o  be ubordinate  to  

s o c i e t y '  for  he argued that  ' th e  s o c i a l  organism i s  more than the  

■sum ° l Lts i n d i v i d u a l  p a r t s ' .  (E g b e r t , 1967,  pp. 2 2 - 2 3 ) .  Given 

t h i s  emphasis  on d e f i n i n g  man's i d e n t i t y  in terms o f  s o c i e t y ,  i t  

i s  not s u r p r i s i n g  th at  Marxist  a e s t h e t i c i a n s  are a g a i n s t  i n d i v i d u a l ­

i s t i c  s e l f - e x p r e s s i o n  and g e n e r a l l y  d e r id e  the p h i lo so p h y  o f  art  

for  art  s s a k e .  I n s t e a d ,  they  u s u a l l y  urge the a r t i s t  to  d evo te  

h i s  a r t  and h im s e l f  to  s o c i a l  a c t i o n '  toward the e v e n tu a l  

a t ta in m en t  o f  the c l a s s l e s s  s o c i e t y .  (E gb ert ,  1967,  pp. 2 2 - 2 3 ) .

This a t t i t u d e  rinds  e x p r e s s i o n  in L e n in ' s  c o n t e n t io n  th at

ar t  b e lo n g s  to  the p e o p le .  I t  must 
have i t s  d e e p e s t  r o o t s  in the broad 
masses o f  the workers .  I t  must be 
unders tood  and loved by them. (Lenin  
quoted by Egbert .  E g b er t ,  1967,  p. 58) .

According to him, the tendency  towards a b s t r a c t i o n  e v i d e n t  in  

Russian art o f  the period i m e d i a t e l y  b e fo r e  and a f t e r  • » October

R evo lu t ion  was too i n d i v i d u a l i s t i c  and s o c i a l l y  u n d i s c i p 1 ir ed  to  

be ■’■ceptc.t I- . A r t i s t s  who adept id an a b s tr a c t  formal vocab u lary ,  

he argued,  were ' s p e c i a l i s t s '  who a l i e n a t e d  th em se lves  from the  

masses and a r r o g a n t ly  assumed the r i g h t  to

ipeik in the name o f  the working c l a s s  
ir.d (r i k i j  advantage o f  the turmoil  

o f  the r e v o l u t i o n  to p resent  .is 
n o v e l t i e s  t ht i 1 pet t y-bour> e o i s  ideas . 
(Egbert,  1967, p. 58).

B e l i e v i n g ,  moreover,  that  th es e  a r t i s t s  -  as w e l l  as those



a s s o c i a t e d  with  the avant -gard e  European art  movements on which 

Russian a b s t r a c t i o n  was founded -  were far too w i l l i n g  to d iv o rc e  

th em se lves  from h i s t o r y  and the d o c t r in e  o,  h i s t o r i c a l  m a t e r i a l i s m ,  

Lenin f i n a l l y  mainta ined:  'I cannot va lu e  the works o f  E xp ress ion ism ,

Futurism, Cubism and the o th er  isms as the h i g h e s t  e x p r e s s i o n s  of  

a r t i s t i c  g e n i u s ’ . E v i d e n t l y ,  however,  h i s  respon se  was not  e n t i r e l y  

determined by a b e l i e f  in the n e c e s s i t y  for  the a r t i s t  to  e s t a b l i s h  

and m i i n t a i n  an awareness  of  h i s t o r y ,  for  he concluded  the above 

statement  by s a y in g  th a t  he n e i t h e r  unders tood  nor found p le a s u r e

in tne works of  a r t i i t s  a s s o c i a t e d  with  t h e s e  movements. (E g b e r t , 

1967,  p.  5 7 ) .

Undoubtedly,  Marxist  a e s t h e t i c i a n s  would r e l a t e  such an i n a b i l i t y  

to  understand and a p p r e c i a t e  the work o f  art  to  a lack  o f  s o c i a l  

and h i s t o r i c a l  awareness  on the part  o f  the a r t i s t .  As Raphael 

p o i n t s  o u t , Marx h im s e l f  b e l i e v e d  that

on ly  an autocthonous  mythology could  
serve  as a s t e p  tow.-.rds a r t ,  i . e .  a 
mythology o r i g i n a t i n g  in the fame s o i l ,
the same p e o p le ,  the same c u l t u r a l  back­
ground , the same economic o r d e r .
(R aphael , 1980,  p. 8 9 ) .

For a m y th o lo g ic a l  system or a r t i s t i c  t r a d i t i o n  to  be r e l e v a n t ,  

i t must t h e r e f o r e  b.- a ' product o f  the p e o p le '  and not a pu re ly  

p r iv a t e  or persona l  a c t i v i t y .  (Raphael ,  1580,  p. 8 9 ) .  This

o b s e r v a t io n  must , however, be q u a l i f i e d ,  for most Marxist  aesthetic-

ians  would c e r t a i n l y  not equate the idea o f  at art  for  the people  

with a n a t io n a l  or l o c a l i z e d  a r t i s t i c  t r a d i t i o n .  On the co n tr a r y ,

they argue th a t  a e s t h e t i c s  should i d e a l l y  be a u n iv e r s a l  f i e l d  and
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in arc are unaccept

3616  P a r t ' y b—  -  ° “ e„  do8mat i c  and se c C a r ia n .
(Vasquez,  197 3, p .  2 2 ) .

"8bere Jnd vas<,uez- both “ f  u£ the problem o f  

the  r e l n i ° n sh ip  b‘ tu “ " -  -  - u t y . and p a r t i c u l a r l y  ai

the  in ip t i c a t io n s  o f  Marxist  a e a r h e t i e s ,  have concluded that  ar t  

can never  be d e f in e d  e n t i r e , y in terms o f  a s p e c i f i c  s o c i a l  

dimension .  E g b e r t ' s  reasons  for  t h i s  c o n t e n t i o n  stem from the  fac  

h e l l o s  thac works o f  arc are noc o n l y  'produces  o f  a 

g iv e n  s o c i a l  environment but a l s o  unique prod ucts  o f  exceptional 

i n d i v i d u a l s ' .  (E gb er t .  19 6 7 . p . 3 ) . m i l e  e v i d e n t ! ,  a g r e e in g  in  

p r i n c i p l e  Wit:, what he has to say ,  Vasquez n e v e r t h e l e s s  a l s o  f e e l s  

rtiat tnc autonomy o f  the a r t  work ' e x i s t s  o n l y  by, i n ,  and through 

U s  s o c i a l  c o n d i t i o n i n g ' .  (V asques ,  1973,  p . 9 S , .  He fur th er

main to in s  that  ' t h e r e  i s  no such th in g  as "art  fo r  a r t ' s  s a k e " . . .  

■>nly art ov and for  man' (Vasquez,  1973,  p .  44) ,  and s u g g e s t s  

th a t  even though man i s  not always the d i r e c t  o b je c t  o f  a r t i s t i c  

r e p r e s e n t a t i o n ,  a l l  o b j e c t s  which are r ep re se n ted  a r t i s t i c a l l y  

u l t i m a t e l y  r e f l e c t  a c e r t a i n  r e l a t i o n s h i p  to  mankind. (Vasquez,

m 3 ’ P ' ThUS ° f  “ h« = her or not they  agree on the

q u e s t i o n  o f  autonomy in a r t ,  Marxist  a e s t h a t i c i a n .  always return

“  3 baS‘C b e “ e f  ln ^  r e a l i t y  i s  'p r i m a r i l y  a s o c i a l

r e a l i t y  (E gb er t .  1967.  p. , 7 ) .  Orthodox M arxists  go one s t e p  

fu r th e r  for they  maintain  that  t h i s  s o c i a l  r e a l i t y  must,  in turn ,

he seen  a ,  a product o f  the p r e v a i l i n g  economic c o n d i t i o n s .

(E gbert ,  1967, p. 17) .



However,  c on t r ar y  to what wes tern c r i t i c ,  g e n e r a l l y  ma i n t a i n .  

Marxi s t  a e s t h e t i c i a n ,  never argue that  art  i s  determined by 

economics  a l o n e .  As Osborne p o i n t s  o u t ,  Marx's v i ewpoi nt  undoubt-  

K l i  " “ complete  economic determini sm'  for  he 

le v e d  that  tho c u l t u r a l  s u p e r s t r u c t u r e  and not o n ly  the economic

base  can be s a i d  to  p lay  an important r o l e  in d e term in in g  s o c i a l  

r e l a t i o n s .  (Osborne,  19 70,  p.  2 8 ) .

e n g e l s  b e l i e v e d  t h a t  t h i s  s u p e r s t r u c t u r e ,  which .Marxists equate  

with  p o l i t i c a l ,  j u d i c i a l ,  p h i l o s o p h i c a l ,  r e l i g i o u s  and l i t e r a r y  

i n s t i t u t i o n s ,  has a dynamic r e l a t i o n s h i p  both to  the economic base  

end to i t s e l f ,  thereby  e n s u r in g  th a t  a complex d i a l e c t i c  w i n  

always  be in p r o g r e s s .  Thus ' t h e  economic s i t u a t i o n  i s  not  the  

c a u s e ,  i t  i s  not the s o l e  a g e n t '  dominat ing a l l  o ther  f a c t o r s ,  nor

d0 t h e s e  0 th e r  f a c t 0 r s  the  s u p e r s t r u c t u r e  o f  s o c i e t y  ha, e

a ' - c r e . y  p a s s i v e  e f f e c t ;  ra th e r  there  i s  a r e c i p r o c a l  e f f e c t . . . . '  

(Arvor,  1973, pp. 2 5 - 2 6 ) .

Arvon fu r th e r  s u g g e s t ,  that  i t  i s  p o s s i b l e  to draw an analogy  

between the r e l a t i o n s h i p  which form has to  co n ten t  in the work o f  

a r t  and the r e l a t i o n s h i p  of  the economic base to  the i d e o l o g i c a l  

s u p e r , t t u c t u r e  in Marxist  theory .  Ju s t  a s  the ' s u p e r s t r u c t u r e  i s  

s u r o r d in a te  to the economic b a s e ' ,  he w r i t e s ,  i s  form subor­

d in a ted  to c o n t e n t ,  but l i k e  i d e o l o g y  i t  has some autonomy'.

(Arvon, 1973, p. 41) .

As regards  the r e l a t i o n s h i p  between art and the d o c t r in e  o f  

d i a l e c t i c a l  i n t e r a c t  i o n , Marxist  a e s t h e t i c i a n ,  fu r th e r  maint
a

a m



i .on. , tant I y changing p r i n c i p l e s  of  des i gn  and composit ion  

m  p a i n t i n g  (a s  w e l l  as o ther  v i s u a l  a r t  forms) are in f lu e n c e d  by 

che changing modes o f  economic product ion in a p a r t i c u l a r  s o c i e t y ,

time and p la c e  . (E gb er t ,  1970,  p.  105 ) .  At the same t im e ,  Marx 

was w e l l  aware o f  the f a c t  that

c u l t u r a l  p rod uct ion  i s  not n e c e s s a r i l y  
p r o p o r t io n a t e  to  economic development  
and that  p ro g ress  in one does not mean 
p r o g r e s s  in the o t h e r .  (Rader 
1 4 6 7 ,  p.  2 38) .

This r e c o g n i t i o n  that  development  i s  not always uniform for  a l l  

spheres  o f  human a c t i v i t y ,  and that  i t  c e r t a i n l y  does not  

n e c e s s a r i l y  p a r a l l e l  economic changes  w i t h in  s o c i e t y ,  h e lp s  to 

e x p l a i n  why Marx re fu sed  to  regard works o f  art  as economic  

commodities  e x c e p t  under the  i n f l u e n c e  o f  c a p i t a l i s m .  With 

c a p i t a l i s m ,  he argued

a l l  the s o - c a l l e d  h ig h e r  forms o f  labour -  
i n t e l l e c t u a l ,  a r t i s t i c  e t c .  -  . . .  having
l o s t  t h e i r  former s a c r e d n e s s  . . .  are  
admired tor  what they  w i l l  f e tc h  ra th er  
than t h e i r  q u a l i t y  as  a r t .  (E gbert ,  1967.
PP. 1 9 -2 0 ) .

Marx thus b e l i e v e d  that  an emphasis  on the exchange ra th er  than 

the use va lu e  of works o f  art  could be seen  as an apt r e f l e c t i o n  

ot a so l e t y  dominated by a c a p i t a l i s t  economy and by a p a r t i c u l a r  

mode o f  p rod u ct ion ,  p o l i t i c a l  o r g a n i z a t i o n  and c l a s s  s t r u c t u r e .

But w h i le  M arxists  mainta in  that  works o f  art  cannot be con s id ered  

as commodities (except  under c a p i t a l i s m ) ,  they g e n e r a l l y  argue  

that  art  and labour are c l o s e l y  r e l a t e d .  Unlike A r i s t o t l e  and



b” th 0 f  “ hom < > ( « «  as  a r a t i o n a l  animal ,  Mar,

 ...... man “  3 ' P ^ o - t i v e .  l abour ing  an i ma l ' ,  and b e l i e v e d

' 'at  i t  i s  the i n e v i t a b i l i t y  o f  t h i s  labour which e n a b l e s  him to  

humanize not o n l y  h i m s e l f  but a l s o  h i s  environment .  (Rader,  1967,

p. 238)

However, where th e r e  i s  ,  d i v i s i o n  o f  labour man l o s e s  c o n ta c t  

With h i s  immediate environment and thus becomes a l i e n a t e d  from i t .  

Under c a p i t a l i s m ,  t h i s  d i v i s i o n  e v i d e n t l y  ex ten d s  to  a r t i s t i c  

p ro d u c t io n ,  f i r s t l y  because  art  i s  no longer  seen as a form o f  

labour ,  and s e c o n d ly ,  because  i t  has w i t n e s s e d  a growing schism  

between mind and hand, p r o j e c t  and e x e c u t i o n ,  goal  and r e a l i z a t i o n .

' ‘ 1 p - ’ ’ A f u r t h e r  consequence  o f  the d i v i s i o n  of

labour under c a p i t a l i s m  i s  the tendency  towards i n c r e a s i n g  s p e c i a l -  

i z a t i o n  which in a r t  has led to  the ' c o n c e n t r a t i o n  o f  a r t i s t i c  

t a l e n t  in c e r t a i n  i n d i v i d u a l s ,  and i t s  . . .  s u p p r e ss io n  in the  

broad masses of  the p e o p l e ' .  (Marx and Engels  quoted by Egbert .  

E i ^ r t ,  '• p. 100) .  In c o n t r a s t  to  t h i s  development ,  Marxist  

a e s t h e t i c i a n s  b e l i e v e  that  w i th in  the i d e a l  environment o f  the  

tu ture  c l a s s l e s s  s o c i e t y  a r t  and labour w i l l  c e a s e  to be d iv id e d

and w i l l ,  in f a c t ,  share  the e s s e n c e  o f  c r e a t i v i t y .  (Vasquez,  1973,  

P- 6 3 ) .

l a s s e sA fu rther  a s p e c t  o f  Marxist  theory  i s  the idea  that  s o c i a l  c l ,  

are  e s s e n t i a l  v e h i c l e s  o f  the d i a l e c t i c a l  i n t e r a c t i o n  which leads  

to change w i th in  s o c i e t y .  ( R u s s e l l ,  1961, p .  753) .  S ince  Marxist  

a e s t h e t i c i a n s  g e n e r a l l y  argue that  ' a l l  ar t  i s  c l a s s  propaganda for  

good or bad' (Egbert ,  1970, p. 108) ,  t h i s  s t r e s s  on the importance
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\ e  as !  s t r u “ ure i s  u n d l ,u b t «d ^  —  fu„dame„ t a l  t0 a c o n s i d e r „ 
at  ion o f  a r t .

^  " a 8  a ‘ ready n 0 t ' d - be 1 ie ved  th a t  che id eas  o f
r u U n g  c l a a s  ave always  dominant ^

c o n s e q u e n t l y  t h a t  any art  c re a ted  w i t h in  a p a r t i c u l a r  c o n te x t

‘ ^ 3 .  P. 8 4 , .  on the  o th er  hand, Marx a l s o  b e l i e v e d  t h a t  great

Of l i t e r a t u r e  -  and t h i s  would presumably apply Co the v i s u s

a r t s  as w e l l  -  'are  never  c a s t  in the p a r t i s a n  mould o f  a s i n g l e  

c l a s s ' ,  for

In other  „orJs ,  Marx r o l t  th a t  w h i l e  an a r t i s t  o b v i o u s l y  cannot be

: ‘V" r ed fr0m • 0C£<I 1>ackgrour,d, in some i n s t a n c e s  he has

the a b i l i t y  to 'become aware o f  the d i a l e c t i c  o f  h i s t o r y '  and

t h e r e f o r e  r ev e a l  the ' r e a l  dynamic f o r c e s  u nder ly ing  s o c i a l  e v o l u -

t t o n '  in an o b j e c t i v e  manner. (Arvon, 1973,  p.  3 2 ) .  According to

h m  th" n° V eU  ^  , 9 t " — y French w r i t e r ,  Baleac .  t y p i f y  

t h i s  p o t e n t i a l  for  the  a r t i s t  to transcend h i s  own c l a s s .  I n  h i .

love Marx argued,  Balzac  s u c c e d e d  in d e p i c t i n g  the relationship  

between var ious  c l a s s e s  in a r e a l i s t i c  w a y ,  and t h i s  d e s p i t e  the

£,Ct that  he himSel£ h'ld —  “ P a c o th p a r i t iv e ly  p r iv i , e d g e d  
env -ronment. (Arvon, 197 ), ,,, 33)
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pp.  14 -  15 ) .  ' ' '

ft  must,  however ,  be remembered t h a t  Marxist  l e s t h e t i c i a n s  -  and 

in deed ,  many o th e r  c r i t i c s  and art h i s t o r i a n s  -  b e l i e v e  that  a l l  

a r t ,  whether c o n s c i o u s l y  or u n c o n s c i o u s l y ,  i s  i n v a r i a b l y  propagan­

d i s t .  In t o t a l i t a r i a n  s t a t e s  >uch as the U .S .S .R .  and Cuba, art  

i s  c a r e f u l l y  c o n t r o l l e d  to ensure  th a t  i t  a c t u a l l y  conforms to  

pat tv p o l i t i c a l  i d e a l s .  I h i s  a t t i t u d e  f in d s  e x p r e s s i o n  in F ide l  

Castro s o b s e r v a t i o n  that  a r t  i s  e i t h e r  for the r e v o l u t i o n  or 

a g a i n s t  i t .  ( , i ,astro.  l iaxundal l ,  ed .  1972, p. 2 7 6 ) ,  as we 11 as  

in h i s  c o n t e n t i o n  that  the 1 government has the r i g h t  to  rev iew  and 

cen sor  the media th a t  so i n f l u e n c e  the  p e o p l e ' .  (C a stro .

B a x a n d a i l , ed.  1972,  p. 2 8 2 ) .

in i Andre Bret md l)i< ;o Rivera made a j o i n t  s ta tement  in

which they sa id  th a t  they b e l i e v e d  ' th at  the supreme task  o f  ar t  in 

our epoch i s  to  take part i c t i v e l y  and c o n s c i o u s l y  in the prepar­

a t i o n  o f  the r e v o l u t i o n ' .  (Breton and Rivera quoted by Egbert .  

Egbert ,  196/ , p. 10a ) . E v id e n t ly  they  were both convinced that  art  

could  a c t u a l l y  be used as a weapon for  s o c i a l  chan u*. Not a l l

Marxisms would agree  with t h i s  c o n t e n t i o n ,  for at l e a s t  some o f

them ’> ' 17e that  a r t  i s  a d i s t r a c t i o n  in the c l a s s  s t r u g g l e  and

that  the good Marxist  s h e  ’d devote  h im s e l f  s o l e l y  to p o l i t i c a l

This  s ta tem en t ,  made by Lenin in 1905, was l i t e r  r e fu te d  
by h i s  w i fe  who m.iint l ined th a t  Lenin had o n ly  intended  
h i s  words »x be i g u i d e l i n e  for 'par ty  p u b l i c a t i o n s  and 
not c r e a t i v e  works o f  l i t e r a t u r e ' .  (Arvon, 1973, p. 15 ) .  
Given L en in 's  genera l ly  in c o n s i s t e n t  a t t i t u d e  to a r t ,  i t  
is  im poss ib le  to determine the v a l i d i t y  o f  her assessment  
o f  h i s  v iew s .



im ) id  • Egber t  , 70,  p.  104) .  jr. o ther  words,

l a > * i s t  a c t u a l l y  i e e l  t h a t  a r t  can  p l a y  no meaningfu l  r o l e  

gin;,  t he  human c o n d i t i o n .

i tu d e , »t i h.i■ c rl a i n l y  not been e l im in a t e d  in  

'a s  re in . ,  t - h, Mai xi i . On the c o n t r a r y ,  the govern-

o u n t r . e s  tend to manipulate both  a r t  and the mass 

d ( .a s tro  b. i eves  they  should be m a n ip u la te d ,

" 1 pi> osoph o' the Party .  ( K i r a l y f a l v i , 1 -31,

• • f r r 1 ' • i act that  t h i s  s u b o r d in a t io n  o f  a r t  to

'= r -  foment in ' s o c i a l i s t '  c o u n t r i e s  i s  an extrem ely

’ ' i f  - -•mpt. 5 - a l i g h t e n  the peop le  ( F i s c h e r ,

"» * i” it-' ads t ■ s t a t e  o f  a l i e n a t i o n  between

'■ • ’o r g . o 1 . p o i n t s  o u t ,  far  from

• "h« it'.; . i t ut o n s e n s u s ' , i . e .  a true

r ’ na so. ' im. , vi.-t: art i s  n o th in g  more than what

' -ure tu - ' " u l t u r e .  ( P o g g i o l i .  A lb rech t ,

• r i f  t , ■; . 9 7 , 1 ,  . 6 8 :  -  6 6  3) .

i e i ■ ■ i: o : • . y • I rum the i d e a l ,  a f a c t

L '- 'hen m. in s ider  that during the 1920's

u ■1 1' f e l t  vas the genuine freedom o f  a r t i s t s

" i ' ' context to the 'mere show o f  freedom enjoyed  

lJr wr ■ ■ : . i i moneved md corrupt w o r ld ' .  (Arvon,

' ' - • • " w i i ' e r s ,  he argued it the t im e ,  were no

vrv-n.  1973,  p. 16) ,  presumably because





"  M i n -  ‘ •e - the S r -1 ', f  th= or coramuntsc r o c i o t y .  I„

t h i ,  fu tur e  a to p r a .  h .  argu ed , art  would ce a s e  to  be „ c l „ , l v .

■ : elitist Sin. ,, all men would be a r c t s .  The a r t i s t  would,  

moreover,  no lon ger  be

■

mm,ini.i , i y ,  Che,, or, no r , i n t e r ! ' ,
Jt m' st m' n ' *u . ’mon - o ther  t h i n g s ,  

a l s o  p a i n t .  (Marx and  Engels  quoted ov 
g b ert  o r e ,  I 70,  p. ; )Q).

s i . l  and above ,11 O l a .  t i c .  Undoubtedly ,  t h i s  p a r t l y  accounts  

: 0 t  r "  ° m c i » l  a d ap t ion  S o c i a l i s t  Re ,1 ism many

3 i i . . t  u r . t r i • s .

■

.

c o n t a c t  With l i f e  and t h r e f o r e  su ggested  that

1 work o f  art must Contain as l i t t l  o f  
' r " ; ! b i o ;  every th in •.

i:' ! '1u ,l >e • • • xprc . d . n, r e t e l y

,V V. ' ' ' ' h' " "  1 I' 1 "" ' I  v Mil t n. Hi l t on  
' 1 m  111 1 • i n ,  0 , 1  . l . o ,  i .  U . i





91

 -    -    .....

Uh°  "  '  - W . i = W  . . .  C o „ , t r u c a v i l t s

P U “ d COnSlderabU —  ™ tn thBir 0 ,  th; ,

.

, en t  •'hi<:h w-  led  by w .  . a .  and the v„ a i „

,CUlPt° ra '  rejeCCed , U  —  -  art  aad , imrl>. d e v e l o p , d a

rW: ” * by tl,e W  Prrsner «  continued

s t e n b l ' r8  b” tb« *  ^  ^ a „ . . r 5 . departure  ( ro„  the
• . R. . n 1 9.’0 - 2 1 .

" , U  f , r " ly  beCM,S" t l , e y  «= 0 ‘ « . ^  t h ,  P „ t  a w  H . W .

, U °  thC " " " " "  ^  3 d U 1 - t ‘ = ^ t o w a r d s  the e l . . . , . . .



"  ^  S' C°"d l y - ^  » 4 j . r d «  W u t e  o f  thBlr

:  ' i , - ‘

' ............. . ” W r e  5 ' , ,nSy’ tCmatic ‘ h a ,  fur Cher p r „ h U ro w r .
. .  d . , . , . i a g  eh ,  ^ r e w c .  „  md „ t h e ;  ■

— oner arc c w  a ,  w l , a ,  the . , r „ . t t c  t r a d U i o n a  o f  ueatern

"  ' : " , V a ' by l 9 j 4  ’ 3h^  " h i m  M  deve loped  between one

■otron , h .  a wa.  ,d hy Buaharin .  and another  which was led  hy

" ' ' , U k e  the ' o c t e t  group mainta ined th a t  the

—  ion Sh uid  he t n t e m a t t o n a l  ra th er  than r e g io n a l  and t h e r e -

E*;,crc,  1 6̂ 7 , p .  2 ) .

** a , r e "dy ^  ^  % f a c t  approved o f  the new

s t y l e s  and C e o h n i ^ a  o ,  the f u t u r i s t s  hecause  he b e l i e v e d  that

• * ,  and presumably a l s o  her ruse o f  the i n t e r n a t i o n a l  scope which

V'!ry ,m!,0rtant o» the Communist Party who

W "  U' C"" f i r d  i n t c r n a r , . . . ,  re ,

u u r l y  syrnpathecic to the development a f u n c t i o n a l i . t  a r c h i -  

t e c t u r e  -  the i n t e r n a t i o n a l  S t y l e  o f  the -  for  ^  ^

ii.iuhaus had bevn p a r t l y  r p i p o n s i b l e .



e * P * r ' * e " * * l  t e c h n iq u e s  o f  T a t l i n

■: ,uronom° us a lm ost  . ^ .  '

' ; "Cting ,  l e p a r a t i .m  b ecw ,en fora  and 

3 M U " U t  “ t *e k * ”  Tr0C 'kl f “  " i .  * o - e . l l e < l

' — . W ,  ^ t l c

-nmed th at  Bukharin b e l i e v e d  that
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!l’iS ’ Ch',y f C U - ' dt' " U1 "  f  '«■* / a - U e  lea. i „ s agent

t nenuQism. (! b e r t ,  1967,
6 7 ) .

By 19 9 S t a l i n  had begun t o  a t ta ,  k a i l  arc which ouu.d be oonaid-  

arad » « h „ i « i t  and was t h . . , a , „ „ .  a U o  u n w i l l i n g  to  a c c e g ,  s o w  

aeamingly  c o n s e r v a t i v e  academic a r t i s t s  for  what he c a l l e d  t h e i r  

IMOto-rea ism, i . « .  t d b i r  'm e c h a n ic a l ly  l i t e r a l  rep rod u ct ion s  o f

>1 : p a s s i v e  in t h e i r  o b s e r v a t i o n  ot l i f e .  (E g b e r t ,  1967, p.  6 9 ) .

I t  was to  c o u n te r  t h i s  m e c h a n i s t i c  trend th a t  he adopted S o c i a l i s t

■ n . t o r i v . , : . ,  c o n c r e t e  r e p r e s e n t a t i o n s  o f  r e a l i t y ,  a s  the o f f i c i a l  

d o c t r i n e  fo r  th e  i r t s .  ( F i g .  14) .  t„ „ s t a t u t e  i s s u e d  by the

. . . h a r a s s ,  t:.e a r t i s t  was urged ' o con tr ib u t .  to  the i d e o l o g i c a l

W -

S o c i U i s t  Realism w»» rhcr hhs, follow a Marxist-Leninist

a : Chat the new o f f i c i a l  a r t  could o n ly  be

t rou t il'-nt , exp e r i e n c e  an. profess-

id e o l o  y , 

tra i  weed intu  g-nu ine

.

By 1936 t h i s  dogmatic . t t i t u d .  was f u r th e r  extended by the Central  

Committee on Art which attempted t o  ensure  a far  more c a r e f u l

con tro l  o f  the idro lugy  o f  a r t i s t *  by la y in g  down s p e c i f i c  r u l e s  

:■■■<- c o n te n t .  A d i r - c t  Consequent-, the entr  nchm.nt o f  S, . ' i a l i St 

Realism through the a c t i o n s  o f  t h i s  committ, ..  was the establishment



95

,f> * p. t i l ) .

m i m ' *  S t a l i t t ' s  i o a t h  ™ = » » .  4  w w ,  W i t l ^  che

r t g h t  t0 “ m t r e l  the  * » « .  advocated a c e r t a i „

a c u lp t u r e  con t in u ed  tu  b,, domin; ced by a „„ s o c l a l  c ,
on i .in c ,

Baxanda B axan d aU ,  ed .  , 9 7 2 .  p.  The apparent f ree do n

0  the a r t  s t  un . •

I
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c h a p t e r  f o u r

?,My arti '“ . e r t .u ,  ^  . .

^ ^ . v r i c a „ . ;, . > ' ‘ "e ^ w f e t e r , w < o e j

v a lUes and
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A fr ic a n  arc  does  e x i s t :

'  e U t i S n a n d  —  -  p e r t i n e n t  t „  t h e



South Afr ican  s i t u a t i o n ,  th- <rt produced in South 

subj(:>i t to  the in f luenc i '  o :  id fo l  t g i e e l  and

According to  K in lo ch ,  South A ir .  i»  d o m in o e d  by ,  ' c U s s - c a a t e  

svstom' 'K t i . loch ,  19 2 ,  p.  / . ) )  which has i t s  o r i g i n s  in an

economic dif  ' e r o n t i . a  ion between the v a r i o u s  p o p u la t io n  ,• roups.

( M n io c  i ,  ‘ , p. 7 ' ) .  At i t s  most b a s i c  lev,, i , t h i s  e c o n o m ic a l ly

i s s  - 1 1  uv ture  i s  e v i d e n t  in  the schism between black, 

dr h A f r i c a n s ,  but i t  i s  a l s o  apparent in the s t r u g g l e  

ror economic and p o l i t i c a l  c o n t r o l  between the Afr ikaans  and E n g l i s h -  

speak ing  p o p u l a t io n  groups.  To t h i s  must be added fu r th e r  d e t e r -  

minir.,; i n f l u e n c e s  such a c u l t u r e ,  r U g i o n  and h i s t  >rv. In o'-her 

words,  th*. i a l  -ud s t o r i c a l  t -ctoi  . : r m i n w h a t  Marx c a l l e d  

super s t ru c t  ir so i e t y , and which he b e l i e v e d  always i n t e r -

ed wit; i t ie econ mi, base to  ensur.  t perpet  .a t io n  of  a 

*-■ ia tec t i i  w i t  hi n :n" ■ v-a  o c t a l  s i t u a t i o n .

J h l l e  th e s e  i s s u e s  ir rnmpl.'X, t h e i r  prob.ible s; n i f i e a n c e  to the  

■ *x,':u ton o' < i l t o r a l  p r -du t s ,  includiii; irt , must n e v e r t h e l e s s  be

acknowledged.  Also  s ig -  i f  Leant i s  the i n c o m p a t i b i l i t y  o f  the  

concept  of  s o c i e t y  w i th  that ol p l u r a l i t y .  For w hi le  the  former 

m' r l] '■■■ ' n number, d not m ■ d i v i s i o n  and d i f f e r e n c e s ,

i; <tn:o- h point ul , m- in ' a ;roup t o g t t h e r ' .  (K in loch ,

1 ' P* 1 g i r d l e s  , of  how in c o r r e c t  t h i s  j u x t a p o s i t i o n  o f

a m u l t i p l i c i t y  o f  c u l t u r e s  w ith  the idea  of  a s i n g l e  s o c i e t y  may

be,  i t  i s  n e v e r t h e :e . s p r e c i s e l y  because  d i f f e r e n c e s  and d i v i s i o n s  

have been c u l t i v a t e d  w i th in  South A f r i c a  that  the w h i te s  -  and 

more e s p e c i a l l y ,  the Afrikaner ; -  have succeeded in m ain ta in in g



3ns within



s o c i e t y  must be s t r i n g e n t l y  m a in ta in ed ,  < cer

A fr ic a  i s  c h a r a c t e r i z e d  by ex trem ely  mark> d c u l t u r a l  d i i  

Slack  a r t i s t s  working in d ig e n o u s ly  thus exec u te  works i h 

g e n e r a l l y  d i f f e r  enormously from th o se  c re a ted  by w h i t e s ,  and 

w i t h i n  t h e s e  broad c a t e g o r i e s  s u b s t a n t i a l  d i f f e r e n c e s  between th°  

a r t  ol sm a l le r  sub-groups  are e v i d e n t .  Whether the South Afr ica"  

a r t i s t  I ik e -  to  admit i t  or n o t , h i s  art  u l t i m a t e l y  g ives  . xp ress  ior. 

to  the d iv id e d  s t r u c t u r e  o f  our s o c i e t y .

While numerous South A fr ica n  a r t i s t s  r e c o g n iz e  the importance  

t h e i r  r e l a t i o n s h i p  to  s o c i e t y ,  th ere  are many more who b e l i e v e  cha 

a r t  has an autonomous i d e n t i t y .  They g e n e r a l l y  r e f u s e  to acknowledge  

th a t  i t  i s  o f t e n  i form o f  propaganda and th a t  i t  u s u a l l y  r e i n f o r c e s  

the i n t e r e s t s  of  t i e  dominant ’ logy .  (See  Clark.  A lb rech t ,  

Barnett  and G r i f f ,  e d s .  1970, pp. 635 -  650 ) .

As w i l l  be d em on str a ted , t h i s  tendency to s t r e s s  the autonomy of  

ar t  i s  more common among South Afr ican  p a i n t e r s  and s e t  I n te r s  than 

among p o e t s , n o v e l i s t s  and p la y w r ig h ts .  The development o f  t h i s  

s i t u a t i o n  can,  in p a r t ,  be a s c r ib e d  to the dependence o f  music and 

l i t e r a t u r e  on i c t i v e  audience  in vo lve m en t , i . e .  a d i r e c t  commun­

i c a t i o n  w i t h ,  md p a r t i c i p a t i o n  on the part o f  s o c i e t y , while  

p a in t in g  and s c u lp tu r e  are g e n e r a l l y  r e s t r i c t e d  to a museum en v ir on ­

ment. Moreover, u n l ik e  most p a in t e r s  and s c u l p t o r s , music ians  

and p layw righ ts  tend to depend on widespread p u bl ic  patronage for

1. i t  should be noted here that  th e r -  i s  a va s t  d i f f e r e n c e  between  
a c o n s c i o u s l y  c u l t i v a t e d  e t h n i c i t y  stemming from the a r t i s t ' s  
pride  in h i s  own h e r i t a g e ,  and the im p os i t ion  o f  a c u l t u r a l  
i d e n t i t y  from without to ensure the d i v i s i o n  o f  one p op u la t ion  
group from a n o t h e r .



the s u r v iv a l  of  t h e i r  art  forms. They are th e r e f o r e  g e n e r a l l y  

encouraged to d e a l  w i th  i s s u e s  that are r e l e v a n t  and i n t e l l i g i b l e

to many Sc.  th A f r i c a n s ,  in f a c t ,  to  ensure  that  art  remains a means

o f  communication in the broadest  p o s s i b l e  s e n s e .

In the v i s u a l  a r t s ,  the  emphasis  on p l u r a l i s m ,  and the consequent

g e n e r a l  lack  o f  a u n i f i e d  i d e n t i t y  seems to have led South A fr ican  

a r t i s t s  to  conc lude  that  a t r u l y  r e p r e s e n t a t i v e  in d igenous  ar t  

cannot  he a c h ie v e d ,  ( C o e t z e e . B e r b e r , e d . 1979,  p, 2 0 ) .  South

A fr ican  p a i n t e r s  and s c u l p t o r s  thus tend to c o n c e i v e  o f  t h e i r  i d e n t i t y  

as determined by u n i v e r s a l  c r i t e r i a  o r ,  more c o r r e c t l y ,  by l i n k s  

to  western  Europe and the U.S .A. Hence they  e x p r e s s  l i t t l e  or 

n o th in g  about th, r e a l i t y  o f  t h e i r  immediate en v ironm en t .

In keep ing  w i th  t h i s  tendency  to  avoid or ign ore  p e r t i n e n t  s o c i a l  

i s s u e s ,  many South A fr ica n  a r t i s t s ,  among them C hr is to  C o e t z e e , are  

a l s o  in favour of  the romantic n o t io n  that  a r t i s t s  tend to work 

accor d in g  to  t h e i r  i n t u i t i o n s .  At the same t im e ,  Coetzee mainta ins  

th at  they can act  as a mirror t o ,  and are t h e r e f o r e  not d ivorced  

from s o c i e t y .  ( C o e t z e e . B e rb er , i. 1979,  p. 18 ) .  Taken t o g e t h e r ,  

t h e s e  s ta tem en ts  are h i g h l y  s i g n i f i c a n t  for  they su ggest  an 

unn so lved  a t t i t u d e  to  the r o l e  o f  the a r t i s t  and h i s  a r t , which 

seems to be q u i t e  common among p a in t e r s  and s c u l p t o r s  working in 

t h i s  country .

Although e v id e n c in g  some c o n t r a d i c t i o n s ,  C o e t z e e ' s v iews on art  are  

n e v e r t h e l e s s  not as c l e a r l y  o r i e n te d  to  a b e l i e f  in the autonomy o f  

the a r t i s t  and h is  works as arc those  o f  B i l l  A i n s l e e .  According
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to him, the a r t i s t ' s  primary c h a l l e n g e  i s  to  d e f i n e  the l i m i t s  of  

a r t .  He a l s o  m ain ta in s  th a t  irt ne>“d not 1 > - rv- any orthodoxy  

r e l i g i o u s  . . .  s t a t e  or commercial orthodoxy' and can th e r e f o r e  be 

freed  from a l l  i d e o l o g i c a l  t i e s .  ( A i n s l e v . B e rb er , ed.  1979,  p. 105) .

T h is  a t t i t u d e  i s  taken to an extreme by Ju d i th  Mason, who 

c a t e g o r i c a l l y  d e n i e s  the s i g n i f i c a n c e  of  a l l  e x t e r n a l  i n f l u e n c e s  

to  her work. In a rec en t  in t e r v i e w  she s a id :  'I 'm  not i n t e r e s t e d

in be in g  a w h i te  a r t i s t  in South A f r i c a ,  or a woman a r t i s t  in South 

A f r ic a ' .  (Mason. B e r b e r , ed .  1979 , p 7 6 ) .  Thus Mason not  o n ly  

r e f u s e s  to a cce p t  th at  her  environment may have an important  

in f luence  on her work, but a c t u a l l y  goes  so far  as to n egate  her  

own fundamental i d e n t i t y  as  a white  South A fr ican  woman.

Mason's c o n t e n t i o n  regard in g  her own i d e n t i t y  Is symptomatic o f  

an a t t i t u d e  that has become widespread  among E n g l i s h - s p e a k in g ,  as  

w e l l  as sever  1 1 A fr ik a a n s - s p e a k in g  South A fr ic a n s  who q u e s t io n  

the v a l i d i t y  >t in e x c l u s i v e  group i d e n t i t y ,  for  they  tend to  deny 

t h e i r  l i n k s  with South A f r i c a .  S ince  the c u l t u r e s  of  the indigenous  

black  p o p u la t io n  i s  g e n e r a l l y  i n a c c e s s i b l e  to them due to en forced  

s e p a r a t io n  between w h i t ' ,  md b la c k s ,  and s in c e  they  hav not  

developed i t r u ly  d i s t i n c t i v e  c u l t u n  t t h e i r  own, these  South 

A fr ican s  tend to c l i n g  d e s p a r a t e l y  to  t h e i r  c u l t u r a l  l in k s  with  

Europe and th>- U.S.A. In p a in t in g  and s c u l p t u r e ,  chic f in d s  

e x p r e s s io n  in a tendency to  emulate contemporary European and 

American tren ds .

In c o n t r a s t  to t h i s  a s p i r a t i o n  to  an autonomous a r t i s t i c  i d e n t i t y



(2)
and an a f f i l i a t i o n  w i th  contemporary a r t  movements abroad there

are s e v e r a l ,  mainly  A fr ik a a n s - s p e a k in g  pa i n t e r s  and s c u l p t o r s  who

are not  a l i e n a t e d  from t h e i r  s o c i a l  s i t u a t i o n ,  and who th e r e fo r e

produce works which o f t e n  g iv e  c o n s c io u s  support to the i d e o l o g i c a l
(3)

a s p i r a t i o n s  o f  the A fr ik a n e r s .

This  t r a d i t i o n  seems to  have been e s t a b l i s h e d  by Anton Van Wouw, 

i n i t i a l l y  in r e l a t i v e l y  simpl but monumental r e a l i s t  images of  

prominent A fr ikaner  f i g u r e s  l i k e  Paul Kruger, but u l t i m a t e l y  a l s o  in 

p u b l i c  monuments e r e c t e d  to the memory o f  Afr ikaner  men and women who 

made a m e a n in g f u l , i f  o f t e n  anonymous c o n t r i b u t i o n  to the  e s t a b l i s h ­

ment o f  the A f r i k a n e r ' s  group i d e n t i t y .  The s c u l p t u r e s  for  the  

Women's Momument near B lo e m fo n te in ,  which Van Wouw executed  in 1914 

in rememberanee o f  th ose  who d ied  in  c o n c e n t r a t i o n  camps during the 

Anglo-5oer  War, ire come o f  the f i r s t  works c r e a t e d  in t h i s  genre .  

( F i g .  1&). ~he more contemporary works o f  an a r t i s t  l i k e  Coert  

Steynberg s e r v e  to co n t in u e  md conf irm t h i s  trend .

Any art  conforming to a p a r t i c u l a r  view o f  the soo i  ’1 c o n d i t io n s  of  

man i s  n e v e r t h e l e s s  g e n e r a l l y  regarded with c o n s id e r a b le  s c e p t i c i s m  

by the m a jo r i ty  of  South A fr ican  a r t i s t s .  Like t h e i r  European and 

American c o u n t e r p a r t s , most South A fr ican  a r t i s t s  thus r e j e c t  the  

idea of  c r e a t i n g  works which g iv e  c o n s c io u s  and d i r e c t  ex p r e s s io n  

to th e ir  a t t i t u d e  to  s p e c i f i c  s o c i o - p o l i t i c a l  i s s u e s ,  in the apparent  

b e l i e f  that  t h i s  w i l l  n e c e s s a r i l y  lead to an infr ingement  on t h e i r

2.  This i s  d i s c u s s e d  mote f u l l y  with r e f e r e n c e  to a q u e s t io n n a ir e  
sent to s even ty  South A fr ican  a r t i s t s  in February,  1982.
See Appendix I.

3 . \  s i  ' lar  i n t e g r a t i o n  i s  u s u a l l y  e v id e n t  in t r a d i t i o n a l  or 
t r i b a l  Afr ican a r t . This o b s e r v a t io n  i s  probably a l s o  v a l i d  
in a c o n s i d e r a t i o n  o f  the t r a d i t i o n a l  a r t s  of  South Afr ican  
t r i b e s , but ,"ist  await  d e f i n i t e  c o n f ir m a t io n .  Apart from the  
research  p r e s e n t ly  being conducted on the t r a d i t i o n a l  f i g u r a t i v e  
c arv in gs  o f  the Shona and Venda by A.E. N e t t l e t o n ,  and on the  
paint ngs and hendvork of  the Ndebele by E. S c h n e id e r , hardly  
any research  has thus far  been undertaken in t h i s  f i e l d .



and an a l l  i l l a t i o n  w ith  contemporary i r t  movements abroad  ̂~  ̂ th ere  

are  s e v e r a l ,  main ly  A fr ik a a n s - s p e a k in g  p a in t e r s  and s c u l p t o r s  who 

are not  a 1 ienated  from t h e i r  s o c i a l  s i t u a t i o n ,  and who t h e r e f o r e  

produce works which o f t e n  g iv e  c o n s c io u s  support to the i d e o l o g i c a l  

a s p i r a t i o n s  o f  the A f r i k a n e r s . ' ''

This  t r a d i t i o n  seems to  have been e s t a b l i s h e d  by Anton Van Wouw, 

i n i t i a l l }  in r e l a t i v e l y  simple  but monumental r e a l i s t  images of  

prominent A fr ik aner  f i g u r e s  l i k e  Paul Kruger,  but u l t i m a t e l y  a l s o  in  

p u b l i c  monuments e r e c t e d  i the memory o f  A fr ik aner  men and women who 

made a m e a n in g f u l , i f  o f t e n  anonymous c o n t r i b u t i o n  to the  e s t a b l i s h ­

ment o f  the A f r i k a n e r ' s  group i d e n t i t y .  The s c u l p t u r e s  fo r  the  

Women's Momument near B loem fonte in ,  which Van Wouw executed  in 1914 

in rememberance o f  th o se  who d ied  in c o n c e n t r a t i o n  camps during the  

Angl o-Boer War, are some o f  the t i r s t  works c r e a t e d  in t h i s  ge. ’*e. 

( F i g .  16).  The more contemporary works o f  an a r t i s t  l i k e  Coert  

Steynberg  serve  to co n t in u e  and conf irm t h i s  t r e n d .

Any ar t  conforming o a p a r t i c u l a r  view o f  the s o c i a l  c o n d i t io n s  of  

man i s  n e v e r t h e l e s s  g e n e r a l l y  regarded with c o n s id e r a b le  s c e p t i c i s m  

by the m ajor i ty  o f  Sou^.i A fr ican  a r t i s t s .  Like t h e i r  European and 

American c o u n t e r p a r t s ,  most South A fr ican  a r t i s t s  thus r e j e c t  the 

idea o f  c r e a t i n g  works which g iv e  c o n s c io u s  and d i r e c t  e x p r e s s io n  

to  th e ir  a t t i t u d e  to s p e c i f i c  s o c i o - p o l i t i c a l  i s s u e s ,  in the apparent  

b e l i e f  that t h i s  w i l l  n e c e s s a r i l y  lead to an infringement  on t h e i r

2.  This i s  d i s c u s s t  1 more f u l l y  with r e f e r e n c e  to  a q u e s t i o n n a i r e  
sent  to  s even ty  bouth A fr ican  a r t i s t s  in February,  1982.
See Appendix I .

3. A s im i l a r  in t e g r a t i o n  i s  u s u a l l y  e v id e n t  in t r a d i t i o n a l  or 
t r i b a l  African a r t . This o b s e r v a t io n  i s  probably a l s o  v a l i d  
in a c o n s i d e r a t i o n  o f  the t r a d i t i o n a l  a r t s  o f  South Afr i can  
t r i b e s , but must await d e f i n i t e  c o n f ir m a t io n .  Apart from the  
research  p r e s e n t l y  being conducted on the t r a d i t i o n a l  f i g u r a t i v e  
carv in gs  o f  the Shona and Venda by \ . E .  N e c t l e t  n, and on the  ̂
p a in t in g s  and beadvork of  -he Ndeb- le  by E. Sch w  j  , ,  h a . d 1v 
any research  has chus tar been undertak t in t h i  f i e l d .
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c r e a t i v e  freedom and t a l e n t .

In keeping with t h i s  a t t i t u d e ,  the South A fr ican  composer, Peter  

K1 atzow, argues  tha'

too much emphasis i s  la id  on . . .  whether  
a r t  i s  A fr ican  or not Afr ican or even  
Sot th A fr ic a n .  A n a t i o n a l i s t  a r c ,  in one 
s e n s e , < s a narrow a i t .  (Klatzow.
Hcrber , e d . 1979,  p. 8 2 ) .

His attempt to s e p a r a te  a r t  from i t s  immediate s o c i a l  r e a l i t y  f in d s  

support in Wilma Stockenstrt im 's  c o n t e n t i o n  that  i t  would be 1 narrow1 

for  the a r t i s t  to  commit h im s e l f  to  s o c i a l  comment. (StockenstrBm.  

Herber , ed .  1979, p. *4),  as w e l l  as  in N e v i l l e  Dubow's r e j e c t i o n  o f  

the  idea th at  the a r t i s t  should work a g a in s t  h i s  n a tu ra l  i n s t i n c t s  

in Che cause  of  s o c i a l  commitment. \ c c o r d i i  g to  him, t h i s  would 

lead  to  ' a r t i s t i c a l l y  h o l lo w '  s t a t e m e n t s . (Dubow. U n i v e r s i t y  o f  

Cape Town, 1979, p. 122).

However, Dubow and o t h e r s  who have broached t h i s  s u b j e c t  omit to  

comment on the i n c r e d i b l y  f o r c e f u l l y  maintained S t a t e  id e o lo g y  in 

South Af »C3. In view o f  t h i s  s i t u a t i o n ,  any a r t i s t  who does not  

a c t i v e l y  r e s i s t  i d e o l o g i c a l  pressure  g i v e s  support to the dominant

i d e o l o g y ,  even i f  t h i s  su; >ort i s  u s u a l l y  on ly  i n d i r e c t  and not

(4)c o n s c i o u s l y  in tended .  It  i s  th e r e f o r e  a l l  the move important to

produce wort's oi  art. which w i l l  co u nterb a lan ce  -  i f  not a c t u a l l y  

co u n te r a c t  -  the images produced by a r t i s t s  who g iv e  e i t h e r  d i r e c t  

or in d i r e c t  support to the dominant id e o lo g y .

S ince  one o f  the c e n t r a l  p o s t u l a t e s  o f  the present  d i s s e r t a t i o n  i s

4 .  The importance o f  t h i s  i s s u e  i s  d i s c u s s e d  by Tax, who argues  
that  ' i n  our t im es ,  to r e f r a i n  from mentioning gen oc id e ,  
racism, c u l t u r a l  s c h iz o p h r e n ia ,  sexual e x p l o i t a t i o n  and the  
s y s te m a t i c  s t a r v a t i o n  of  e n t i r e  p opula t ions  i s  i t s e l f  a 
p o l i t i c a l  a c t ' .  (Tax. B ixanda 11, e d . 1972, p. l b ) .



t-Uat works o f  art  e i t h e r  c o n s c i o u s l y  or u n co n sc io u s ly  g iv e  e x p r e s s io n  

to the s o c i a l  environment in which the a r t i s t  f in d s  h i m s e l f ,  i t  has  

a l s o  been su gges ted  th at  i f  he d e n ie s  the in f lu e n c e  o f  t h i s  e n v ir o n -  

ment on h i s  works,  he w i l l  become a l i e n a t e d  from h i s  au d ien ce ,  and 

c r e a t e  a f a l s e  im press ion  o f  r e a l i t y  in the images he c r e a t e s .  

Undoubtedly,  such f a l s i f i c a t i o n s  are o f t e n  encouraged by the 

dominant i d e o l o g y  to  ensure the maintenance o f  e x i s t i n g  c o n d i t i o n s  

through an avo idance  ot p r e s s i n g  s o c i a l  i s s u e s .

I f  the a r t i s t  i s  to  avoid f a l s i f i c a t i o n  and s u b o r d in a t io n  to an 

id eo lo g y  which he d o es  not wish  to  supp ort ,  h i s  work has to in v o lv e  

a c o n s c io u s  e x p l o r a t i o n  o f  h i s  e n v ir o n m e n t . 1 11 Tne importance o f  

t h i s  has been s t r e s s e d  by the w r i t e r ,  Adam Small ,  who b e l i e v e s  th at  

the a r t i s t ' s  work must r e f l e c t  the r e a l i ;  es  o f  a s p e c i f i c  time and 

p l a c e .  (S m al l .  Herber,  ed.  1979,  p. 101) .  The v a l i d i t y  o f  h i s  

c o n t e n t io n  i s  fu r th e r  demon: r a t e d , as w e l l  as extended by Robert  

M edley 's  apt comparison between food and id ea s :

_Ideas , l i k e  food ,  are t r a n s p o r t a b l e .  
i.UntJ l i k e  food they d o n ' t  always t r a v e l  
well, and are o f t e n  b e s t  consumed on the  
spot where grown. (Medley.  Brighton  
and Morr is ,  eu s .  1977,  p. 130).

In o ther  words,  the id eas  informing works o f  a r t  w i l l  have far  g r e a te r  

re l e v a n c e  to  the s o c i e t y  ir which they are cre a ted  than to an audience  

untami l i a r  with the environmental  f a c t o r s  in f l u e n c i n g  the a r t i s t .

"his a t t i t u d e  i s  upheld by many South A fr ican  w r i t e r s ,  p la y w r ig h t s ,  

a c t o r s  and p o e t s .  Ampie C o e t z e e , for i n s t a n c e ,  argues that

5. The term environment i s  used in the  w id es t  p o s s i b l e  sense  i e 
in re fe ren ce  to the s o c i a l , p o l i t i c a l ,  economic and c u l t u r a l  
r e a l i t i e s  with which the a r t i s t  comes in to  d a i l y  c o n t a c t .
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l i t e r a t u r e ,  l i k e  t h e a t r e ,  i s  a s o c i a l  act  and t h e r e f o r e  cannot be 

d ivorced  trom i t s  s o c i a l  c o n t e x t .  ' L i t e r a t u r e  and t h e a t r e '  he 

s t a t e s  'have to comment and take note o f  the so c ie ty . . . .  Vm say in g  

I d o n ' t  th ink  we can a f fo r d  an e l i t e  kind o f  l i t e r a t u r e . ’ (C oetzee .  

Herbsr ,  ed .  1979,  p. 119) .  Andre Brink s i m i l a r l y  argues  Chat 

w r i t i n g  i s  a s o c i a l  a c t :  ' L s s e n t i a l l y  one w r i t e s  fo r  the audience

one knows, a l l  the peop le  one l i v e s  w i t h ,  that  one shares  th in g s  

w i t h ' .  Brink fu r th e r  s t a t e s  that  i f  h i s  w r i t i n g  i s  to  have any 

r e l e v a n c e ,  i t  must be t i e d  to  my s p e c i f i c  s o c i e t y ' .  (Brink.

Herher , ed.  1 9 ,9 ,  p. 10) .  The d i r e c t o r - a c t o r  Benjy F r a n c i s , 

e x te n d s  t h i s  argument,  and acknowledges  the most fundamental r e a l i t y  

for  any South A fr ican  a r t i s t  when he s t a t e s  that

I cannot run away from the f a c t  that  
I'm i c h i l d  o f  a p a r th e id :  I'm a c h i l d
of South A f r i c a .  And whatever I sav
seems to  h a v e , or should d e f i n i t e l y  
have,  some c o lo u r  of  th at  e x p e r i e n c e .
( F r a n c i s .  Berber ,  ed.  1979,  p. 158) .

But i l  ar t  i s  to  r e f l e c t  the s o c i a l  r e a l i t y  o f  the a r t i s t  and be 

r e l e v a n t  to the audience  i t  a d d r e s s e s ,  one i s  s t i l l  posed w ith  the  

problem or what can be d e f in ed  as ' r e l e v a n t ' communication. Although  

o b v i o u s l y  not unique to  South A fr ican  s o c i e t y ,  the con trover sy

c e n t r i n g  around t h i s  i s s u e  i s  demonstrated by the answers re c e iv e d

to a q u e s t i o n n a i r e  s e n t  out to  a number o f  South Afr ican  a r t i s t s .

(See Appendix I ) .  I t  i s  a l s o  an i s s u e  which preoccupied  the p la y ­

wright B e r t o l t  B rec h t , who posed the problem o f  which ' t r u t h s '  

were a c t u a l l y  worth t e I  l i n g .  As he s a r c a s t i c  i l l y  noted:  ' I t  i s

not untrue that  c h a ir s  have s e a t s  md that  ra in  f a l l s  downward'
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But t h e s e ,  he p o in ted  o u t ,  are t r i v i a l  t r u t h s ,  and those  who 

r ep re se n t  them 'are  l i k e  o a i n t e r s  adorning the w a l l s  o f  s in k in g  

s h ip s  w i th  a s t i l l  l i f e  . . . . ' .  (Brecht  quoted by Tax. Tax.  

B axan d a l l ,  ed.  19 72,  p. 17) .

Me red t in  lax  u s e s  t h i s  s ta tem en t  as a b a s i s  for  her a t tack  on

c r i t i c s  who accept  t r i v i a  in the name o f  a r t .  Mimicking what she

b e l i e v e s  i s  a widespread a t t i t u d e  among contemporary c r i t i c s ,  she 

w r i t e s  th at

a p o e t ' s  job i s  to do h i s  th in g  ___
N a t u r a l l y  he w i l l  w r i te  about what i s  
i .ipot uani or c e n t r a l  to  him, p e r s o n a l l y ,  
and who am I to  i n t e r f e r e  with  another  
man's system o f  v a l u e s ? ' . (Tax.  
B a x a n d a l l , ed.  1972 , pp. 16 - 17) .

As Tax i m p l i e s ,  i f  a sys tem o f  v a lu e s  i t r i v i a l ,  i f  the a r t i s t  i s  

o b l i v i o u s  to the la r g e r  i s s u e s  w i t h in  h i s  environment ,  he d e n ie s  

h i s  own p o t e n t i a l  . s  a th in k in g  and f e e l i n g  human be in g  concerned  

WIM1 r e l e v a n t  anthropomorphic communication. Her c o n te n t io n  f in d s  

support in Diego R iv e r a ' s  b e l i e f  that

■he s o c i a l  s t r u g g le  i s  the r i c h e s t , the  
most in ten s e  and the most p l a s t i c  
s u b j e c t  which in a r t i s t  can ch oose .  
T h erefore ,  on, who i s  born to  be an 
a r t i s t  can c e r t a i n l y  not be i n s e n s i b l e  
to  such deve lopm en ts . (R ivera .
Shapiro ,  ed.  1973, p.  55) .

D esp i te  the f a c t  that  the works of  a r t i s t s  such as  Goldberg and 

Stopforth  are informed by a c o n s c i o u s l y  demonstrated awareness o f
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s o c i a l  r e a l i t i e s  in South A f r i c a ,  Goldberg does not b e l i e v e  chat  

a r t  can p lay  any s i g n i f i c a n t  r o l e  in the s t r u g g l e  fo r  p o l i t i c a l  

l i b e r a t i o n .  (Goldberg.  U n i v e r s i t y  o f  Cape Town, 1979,  p. 126) .  

E v id e n t ly ,  1’aui S to p to r th  would agree  with  t h i s  c o n t e n t i o n ,  for  

although he regards  h i s  work as b e in g  e s s e n t i a l l y  anthropomorphic  

and p o l i t i c a l  in c o n t e n t ,  he does not b e l i e v e  th at  i t  i s  important  

for  i t  t o  be seen  by a mass a u d ien ce .  (F i g .  17).  Whether i t  

becomes v i s i b l e  to  twenty or t h i r t y  or a hundred p e o p le ,  i s ,  he 

m a i n t a i n s , not the i s s u e . He fu r t h e r  argues  that  the act  o f  

communication is

For S t o p fo r t h ,  t h e r e f o r e , d e a l i n g  w i th  i s s u e s  which are h ig h ly  

p e r t i n e n t  to  the s o c i e t y  in which he 1 i \ e s  i s  above a l l  a 

personal  c a t h a r t i c  proces®.

S i g n i f i c a n t l y ,  his. i n t e r p r e t a t i o n  o f  h i s  p o s i t i o n  r e l a t i v e  to  h i s  

own work has the fu r th er  e f f e c t  o f  n e g a t in g  the primary fu n c t io n  

o f  a r t , i . e .  communication, and g i v e s  e x p r e s s io n  to  an e l i t i s t  

a t t i t u d e  through h i s  s t a t e d  i n d i f f e r e n c e  to the genera l  p u b l i c .

At the mid-1982 'C ulture  and R e s i s ta n c e  Symposium1 he ld  in Gabo L o n e , 

Botswana, the import .ace o f  en sur ing  the co n tr a r y ,  i . e .  o f  

upholding the r o l e  o f  art  as communication to a mass a u d ien ce ,  was 

s t r e s s e d  in an anonymously quoted statement :

p e r ip h e r a l  to  the a c t u a l  making of  the  
work . . . .  The f a c t  that  I d ea l  with  
t h i s  kina o f  imagery 
s u b j e c t s ]  i s  an attempt to t ry  and 
e x o r c i s e  t h i s  c o n s ta n t  worrying or  
. c a b - p i c k i n g ' .  ( S t o p f o r t h .  Herber , 

ed.  1979, p. 5 4 ) .
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If  4  play i s  r e l e v a n t  to  our
s i t u a t i o n  o f  c o n f l i c t  and i f  i t  i s  
sympathet ic  to the m asses ,  i t  w i l l  
s t i l j  serve  no s e r i o u s  purpose i f  i t  
i s  s taged  in the wrong o l a c e .
(Art and C o n f l i c t  in South A f r i c a .
(■uIture and R e s i s ta n c e  Symposium,
Gaborone, 1982, p. j) .

Given the  f a c t  th at  S to p fo r th  d e a l s  w i th  h ig h ly  em otive  p o l i t i c a l  

i s s u e s  Like deatl  in d e t e n t i o n  and d e t e n t i o n  w ithout  t r i a l ,  a 

concern with  communicating t h i s  con ten t  to  a wide a u d ie n c e ,  and not  

j u s t  the r e l a t i v e l y  few people  who frequent  South A fr ican  commercial  

g a l i c r i e . , would in v o lv e  a smal l  but h i g h l y  s i g n i f i c a n t  s h i f t  in 

em p h as i s .

In c o n t r a s t  to h i s  w ork s , those  o f  b lack  a r t i s t s  working for  a 

white  market are o f t e n  i n e f f e c t u a l  and q u i t e  s e n t i m e n t a l .  In an 

apparent at tempt to appease t h e i r  white  a u d ien ce ,  th e s e  a r t i s t s  

g e n e r a l l y  uphold the myth oi the b lack  man as n a iv e  and p ic t u r e s q u e .  

(F ig .  1 8 ) .  Although much o f  t h i s  a r t ,  which i s  now u s u a l l y  

re fe r r e d  to as township a r t ' ,  i s  t y p i c a l l y  anthropomorphic in 

c o n t e n t , the tendency for  blank a r t i s t s  to s e n t i m e n t a l i z e  s o c i a l  

S i t u a t i o n s  and to  produce s t e r e o t y p i c a l  images o f  t h e i r  own 

p op ula t ion  groups f i n a l l y  l e aves  t h e i r  works without  any r e a l  

meaning.  As Ozyn ki p o i n t s  out:  ' U l t i m a t e l y ,  the b lack a r t i s t

has to remove the s t i n g  from h i s  s t o r y ,  in order to  render i t  

innocuous for h i s  a u d i e n c e . ' (Ozynskt.  U n i v e r s i t y  o f  Cape Town,

1 9 /9 ,  p. 35) .

Apart from the c o n tro l  o f  ' township a r t ' by a white  market,  ic  

should a l s o  be noted that  the art  of b lack c u l t u r e s  i s  t r a d i t i o n a l l y
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f " ' 1, 11a t h a  o b j e c t s

• ijin. y 'vsc I U , s ? 'e 1 separab le  from the

.

1 rb la  th at  the two-dimens iona l  images

“ I i c . to i r t i s t s  ire i n e f f e c t u a l  and

s o c i a l l y  i r r e l e v a n t .  On t h i s  b a s i s ,  a fu r ther  s i g n i f i c a n t  

' i s  ci ne t  or  car  b • v swri between con impor ry b l a c k  t h e a t r e ,  pce trv  

wur-r anJ • : e ra tu  e ,  and the v i s u a l  . r t s .  For w h i l e  the former 

r.av l.:heii . in o r a ' t r a d i t i o n s , .. .d l i k e  t h e s e  t r a d i t i o n s ,

.1  s t r i v e  t o  communicate s o c i a l l y  i . l e v a n t  i s s u e s  to  a b lack  

advance ,  t! ’ 1 s ive s h i f t e d  u t  o f  t h e i r  t r a d i t i o n a l  three

dime.; onal  medic ad /way irom t h e i r  t r a d i t i o n a l  b lack au d ien ce .

According co Andre e r s t ,  r , blacK and whi te  South A fr ican  a r t i s t s  

are  g e n e r a l l y  ' t e c h n i c a l l y  p r o f i c i e n t ' , but in s p i t e  o f  t h i s  t h e i r  

works 'car. b d i : counted -.s i  l e vant  and out o f  touch with  

contemporary South a t r i e ,  i r e a l i t y ' .  ( V e r s t e r .  U n i v e r s i t y  o f  Cape 

own, 1971.  p. 2 1 ) ,  C c I SkOl is s i m i l a r l y  argues th at  'western  

p o l i t i c a l  and c u l t u r a l  domination* in South A fr ic a  has ted to  ' a 

u n i v  irt  form qui e detached from rhe p resen t  r o c i a l  and

po ; i t i c a L trends '  (Skotnes  ''ni r s i t y  o f  Cape fown, 1979,  p. 17) .  

Wii le  t h e s e  o b s e r v a t io n s  are not in a c c u r a te ,  i t  could  be argued 

th.. t a l l  works o f  a: oduced in South A fr ic a  y iv e  e x p r e s s io n  to

a i  e s s  " r a l ly  Ique s o c i . i l  s i t u a t i o n .

Apart fro  . the o h v i t . s coi ; ' ol  ■ -hich the S t a t e  has ovei the

er< • • :on o f  p u bl ic  : >  , c u lo tu r e  and monuments, there  i s  a l s o



' " 11:0 ■" ur.ou . , .u  iv a  n i o s s  c ook upoi rhamt a vec

lr-dependent sr-. is ; . mon  ̂ the' •; v , v c many ;.Thi i  ,oi- •' • 

African p a i n t e r s ,  including Sumner, Pierne f end P r e i l e r  (Fig .  

who have devoted their  energies to lands*, p x-i ui.,.. 0

_

wotkS couid  u l t i m a t e l y  be s a id  to r e f l e c t  the whit* man i s  mastei: 

and c o l o n i s t .  As such,  t h e i r  p a i n t i n g s  ire an e x t e n s i  c 

to p o g r a p h ic a l  works executed  in the f i r s t  wave o f  dr i t  1st 

c o l o n i a l  expans ion  in South A f r i c a  by a r t i s t s  l i k e  Baines  and 

D a n ie1 1 . ( r i g .  i ) .  These images ,  i t  could be argued,  c e l e b r r c :  

the w hi te  man's ownership and c tn q u e s t  of  the land as w e l l  as i t s  

p e o p l e . ' 0 ' As Ozynski p o i n t s  o u t ,  the  s t e r e o t y p i c a l  d e p i c t i o r  

of  people  in e a r l y  to p o g ra p h ica l  p a i n t i n g s  as w e l l  as in many 

conten. rary South A fr ican  works,  s e r v e s  ' t o  a c t i v e l y  r e i n f o r c e  

the idea  o f  w hi te  s u p e r i o r i t y ' ,  and t h i s ,  t o g e t h e r  with  the t r e a t ­

ment of  the landscape i t s e l f ,  tends to  'm y s t i f y  . . .  a c t u a l  s o c i a l  

and economic r e l a t i o n s  . . . . '  (Ozynski.  U n i v e r s i t y  o f  Cape Towv. 

1979,  p. 3 2 ) .  Ozynski fu r th e r  argues that  . s t e r e o t y p i n g  o  

black  man ' t ransform s  the s u b j e c t  Into  s p e c t a c l e  for the 

b e n e v o l e n t ,  p a t e r n a l i s t i c  w hi te  vicwei ' . n< p r e v e n t ,  the p a r t i  

pants rrom e v o l v i n g  a c t i v e  s o c i a l  rc t ionrhip ' .  (Ozynsk . 

U n i v e r s i t y  of  Cape Town, 197 ) ,  p. i ; . ) .

6 .  S tu d ie s  on the h i s t o r y  o f  landscape p a in t in g  in which the
authors con cen tra te  on the s o c i a l  r e l a t i o n s  d ep ic ted  in them 
are r e l a t i v e l y  new, but have become i n c r e a s i n g l y  common in  
the past  decade.  P a r t i c u l a r l y  s i g n i f i c a n t  for the d e v e lo p ­
ment of  t h i s  methodology i s  B arre l l*  The Dark Side  of  the  
Landscape which c o n s id e r s  a t t i t u d e s  t o the ru r a 1 poor re f i e c  r e d 
in the works of  Gainsborough, Norland and C onstable .
See a l s o  L. B e l l ' s  c  o lo n ia '  a r t  vT*.'"cl- i
in the B ib l iograp h y .  60



I l l

the more u n obtrus ive  images of  thosi  who look upon them selves  

as independent a r t i s t s .  Among th es e  there  are many whi te  South 

A fr ican  p a i n t e r s , in c lu d in g  Sumner, P i e r n e e f  and Pre H e r  (F ig .  19) 

who have devoted t h e i r  e n e r g ie s  to  landscape p a in t in g  and to the  

d e p i c t i o n  of the in d igen ous  p eop le  01 southern  A f r i c a ,  but whose 

works could u l t i m a t e l y  be sa id  to r e f l e c t  the w hi te  man as master  

and c o l o n i s t .  As s u c h , thi ir  p a i n t i n g s  are an e x t e n s i o n  o f  the 

to p o g r a p h ic a l  works e x ec ute d  in the  f i r s t  wave o f  B r i t i s h  

c o l o n i a l  expans ion  in South A f r i c a  by a r t i s t s  l i k e  Baines  and 

Danie l  1 . (F i g .  2 0 ) .  These im ages , i t  could  be a rg u ed , c e l e b r a t e  

the whi te  man's ownership and conquest  o f  the land as w e l l  as i t s  

p e o p le .  ’ As Ozynski p o i n t s  o u t , the s t e r e o t y p i c a l  d e p i c t i o n  

o f  people  in e a r l y  to p o g r a p h ic a l  p a i n t i n g s  as w e l l  as in many 

contemporary South A fr ica n  works,  s erv es  ' t o  a c t i v e l y  r e i n f o r c e  

the idea of  w h i te  s u p e r i o r i t y ' ,  ind t h i s ,  to g e th e r  with the t r e a t ­

ment of  the landscape i t s e l , tends  to ' m y s t i f y  . . .  a c tu a l  s o c i a l  

ind economic r e l a t i o n s  . . . . '  (O zyn sk i . U n i v e r s i t y  o f  Cape Town. 

1979,  p. 3 2 ) .  Ozynski fu r th er  argues  th at  a s t e r e o t y p i n g  o f  the  

black  man ' transforms the su b je c t  in to  a s p e c t a c l e  for  the 

b e n e v o l e n t , p a t e r n a l i s t i c  white  v i e w e r ' and p reven ts  the p a r t i c i ­

pants from e v o l v i n g  a c t i v e  s o c i a l  r e l a t i o n s h i p s . (Ozynski.  

U n i v e r s i t y  of  Cape Town, 197- ,  p. 12).

b. S tu d ie s  on the h i s t o r y  o .  landscape p a in t in g  in which the
authors c o n c e n tr a te  on the s o c i a l  r e l a t i o n s  d e p ic te d  in them 
are r e l a t i v e l y  new, but have become i n c r e a s i n g l y  common in  
the past  decade.  P a r t i c u l a r l y  s i g n i f i c a n t  for the d e v e lo p ­
ment o f  t h i s  methodology i s  Barrel  1 ' s The Dark Side o f  the 
Landscape which c o n s id e r s  a t t i t u d e s  to the rural  poor r e f l e c t e d  
in the works o f  Gainsborough, Norland and C onstab le .
See a l s o  L. B e l l ' s  a r t i c l e  on c o l o n i a l  art  which is  l i s t e d  
in the B ib l iograph y .
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A tendency to avoid contentious issues in this way, to f a l s i f y  

social conditions, is an accurate reflection of accepted p r a c t i c e s  

m South Africa. The works o f  a r t i s t s  like Preller can th e r e fo r e  

be said to  give expression to the aims o f  the dominant ideology by 

m \ s t i t y i n g  and r o m a n t i c i z i n g ,  i . e .  d i s t a n c i n g  the l i f e  of  the b lack  

man from the  r e a l i t y  and e x p e r i e n c e  o f  the whi te  man. (F ig .  19) .  

Artists  like Bill A ms lee , George Boys and '»vin Atkinson, a l l  o f  

whom have adopted an a b s tr a c t  v o c a b u la r l y  o f  forms,  cou ld  a l s o  be 

s a id  to r e i n f o r c e  the i n t e r e s t s  o f  the dominant id e o lo g y  through an 

m  .dance o f  r e l e v a n t  s o c i a l  c o n t e n t .  This c o n t e n t i o n  f in d s  

f u r th e r  support in O z y n s k i ' s b e l i e f  that  a b s t r a c t i o n  in the South 

A fr ican  c o n te x t  complements ' th e  p o w e r fu l ly  r e p r e s s i v e  f o r c e s  o f  

S t a t e  m o r a l i t y  through i t s  i n a b i l i t y  to  ex p res s  an a c t i v e  

o p p o s i t i o n  to the r u l i n g  c l a s s .  (Ozynski.  U n i v e r s i t y  o f  Cape Town,

i ',  p. 13). u iven t h i s  s i t u a t i o n ,  one could  co n c lu d e ,  as Gavin 

Younge d o e s ,  that

the p o l i t i c a l  and economic dominance of  
the w hi te  middle c l a s s e s  ensu res  that  i t  
i s  t h e i r  v a lu e s  and t h e i r  c u l t u r e  which 
predominate . (Younge. U n i v e r s i t y  of  
Cape Town, 19 79,  p. 4 2 ) .

This  s ta tement  f in d s  support  in the views o f  o ther  South A fr ican  

a r t i s t s .  V e r s t e r , however , argues that  i t  i s  more s p e c i f i c a l l y  

the c u l t u r e  of the Afr ikaner  that  pred om in ates . The A fr ik a n er ,  he 

m a in t a i n s , has d e f in e d  both h i s  own i d e n t i t y  and that  o f  the o ther  

p op u la t ion  groups l i v i n g  in South A f r i c a .  (V e r s te r .  U n i v e r s i t y  

of  Cape Town, 1979, P. 2 2 ) .  The e f f e c t  o f  t h i s  on the v i s u a l  a r t s  

has been to encourage a s t a t e  o f  a l i e n a t i o n  between the a r t i s t  and



an

a n t s



CONCLUSION

Whether cap i ta l is t  or s o c ia l i s t , truly democratic societies 

t radit ionally  encourage freedom of peoch and action r e g a r d l e s s  

o f  whether th is  may manifest i tseiz in c r i t i c i s m  a g a in s t  powerful  

and c o n t r o l l i n g  i n s t i t u t i o n s .  In these  . untri* s the a r t i s t  i s  at  

l i b e r t y  to  e x p r e s s  his own a r t i s t i c  preferences provided that  he 

does n o t , in the p r o c e s s , i n f r  in : on the r i g h t s  o f  o t h e r s . Yet

h i s  work i s  g e n e r a l l y  q u i t e  me e c t u a l :  It  p la y s  l i t t l e ,  i f  any,

r o l e  in the l i f e  o f  most p eop le  and i s  s u b j e c t  to  the whims o f  an 

a c u t e l y  fa sh in 'n -co n sc io u s  market . " hus r e g a r d l e s s  o f  whether the

images he e x e c u t e s  are a b s t r a c t  or r e p r e s e n t a t i o n a l , s o c i a l l y  

r e l e v a n t  or n o t ,  i t  would appear th at  h i s  art  o f t e n  becomes a 

p e r i p h e r a l  form o f  e n te r t a i n m e n t .  In many in s t a n c e s  i t  i s  no more 

than a means o f  enhancing domest ic  i n t e r i o r s , and in c a p i t a l i s t  

c o u n t r i e s , i t  has s im ply  become anot! r form o f  investmer:- .

In South A f r i c a ,  which i s  e s s e n t i a l l y  o l i g a r c h i c  in i t s  p o l i t i c a l  

s t r u c t u r e , the S ta te  r e s t r i c t s  the freedom o f  the i n d i v i d u a l .

This r e s t r i c t i o n  of  freedom ex tends  to the c r e a t i o n  and p r e s e n t a t i o n  

of  c u l t u r a l  products  -  m u s ic , l i t e r a t u r e ,  th e a t r e  and the v i s u a l  

a r t s  -  which are a l l  s u b j e c t  to  c e n so rsh ip  and may even be banned.

The a u t h o r i t i e s  thus pay a r t i s t s  1 the compliment of  s a e in g  them 

as . . .  p o t e n t i a l l y  d angerous1 when they do not conform to  the canons  

l a i d  down by the S t a t e . (Dubow. U n i v e r s i t y  of  Cape Town, 1979,  

p. 117) .  I t  i s ,  however,  s i g n i f i c a n t  that  in South A fr ica  the v i s u a l  

a r t s  are cons idered  com parat ive ly  in nocuous , and u n l ik e  l i t e r a t u r e  

and the t h e a t r e ,  they are t h e r e f o r e  g e n e r a l l y  ignored by the



Censorship Board. With very  few e x c e p t io n s  t h i s  i s  a l s o  true for  

a r t  works o f  a p o l i t i c a l  n a t u r e . 111

The r eason s  for the dist inction whv h the South African government  

appears to dra«? between the visual ind o t h e r  art forms  i s ,  as 

Gavin Younge has po in ted  c  .t w ith  r e f e r e n c e  to  h i s  p o s t e r ,  probably  

r e l a t e d  to the a c t u a l  medium of communication rather  than jv^t  the  

c on ten t  o f  the work. at ether w ord s , art  forms which could  

a t t r a c t  a co m p a ra t iv e ly  large  audience  or which may have a wide  

d i s t r i b u t i o n ,  are s u b j e c t  to  far  more s t r i n g e n t  governmental  

s c r u t i n y  i f  they  are c r i t i c a l  of  e x i s t i n g  s o c i a l  and p o l i t i c a l  

c o n d i t i o n s ,  than p o l i t i c a l l y  or s o c i a l l y  mot ivated  p a i n t i n g  and 

s c u lp t u r e  which are g e n e r a l l y  i n a c c e s s i b l e  to  the p u b l ic  at  l a r g e .

I h u s , u n l e s s  the a rcs  u t i l i z e  : i s s  communication tech n iq ues  or mass 

media forms,  they e v i d e n t l y  pose no s i g n i f i c a n t  th r e a t  to  the  

a u t h o r i t i e s .  " '

1. The p o s te r  by Gavin Younge d i s c  'd in Chapter IV i s  a
s i g n i f i c a n t  e x c e p t i o n .

f .  An important e x c e p t i o n  to t h i s  tendency i s  provided by
s e v e r a l  images of p o l i t i c a l  d e t a i n e e s  executed  by Paul 
S to p fo r th  and chosen to rep re se n t  South A fr ica  in the C hi le  
Biennale  of  1982, but prevented from l e a v in g  t h i s  country  
becaus* o f  the government's  c o n t e n t io n  that  they could not  
be co n s id ered  is r e p r e s e n t a t i v e  o f  masa p u bl ic  s e n t im e n t .
This r e a c t i o n  could a l s o  be a scr ib ed  to  the f a c t  that one of  
the im ages , e n t i t l e d  Riko, would have proved p o l i t i c a l l y  
embarrass ing in the wake o f  an i n t e r n a t i o n a l  ou tcry  f o l l o w i n g  
B ik o 's  death in d e t e n t i o n .  S i g n i f i c a n t l y ,  the l a t t e r  
in c i d e n t  a l s o  tends to confirm V e r s t e r ' s b e l i e f  that  South  
African art i s  used as i propaganda tool  by the a u t h o r i t i e s , 
i . e .  that  i t  i s  on ly  o f  i n t e r e s t  to them i f  i t  s e r v e s  to  
promote the c o u n tr y ' s  image abroad.



However, since art generally tends to have a limited relevance and 

is incomprehensible to al l  but an e l i te  tew (Clark. Albrecht, 

Barrett and Griff , «ds. 1170), the possibil i ty  of communicating 

w ith  a mass audience ls unlikely. The consequent alienation of  

the m a jo r i ty  o f  s o c i e t y  by v i r t u e  o f  trie form as w e l l  as the  

co n ten t  ot the ar twork,  thus p la c e s  the contemporary a r t i s t  in a 

precarious p $ition.

This s i t u a t i o n  i s  augmented by the f a c t  that  western  a r t i s t s  are  

s t i l l  in t e n t  on c r e a t i n g  unique o b j e c t s  which are o f t e n  ex p e n s iv e  

and can t h e r e f o r e  o n ly  be purchaser:, by the co m p a r a t iv e ly  w ea lth y  

few. This  s i t u a t i o n  p e r s i s t s  d e s p i t e  the r e a l i t y  o f  a world  

dominated by mass consumerism. While the trend towards mass 

product ion  and mass consumption,  p a r t i c u l a r l y  in  the western  world ,  

has been en ouraced by the f o r c e s  govern ing  c a p i t a l i s m ,  a r t i s t s  

have cont inued  to  use an t iq u ated  modes o f  product ion  in an apparent  

attempt to  ensure  t h e i r  own e x c l u s i v i t y  and uniqueness  in the face  

o f  t h i s  development towards g r e a te r  u n i fo r m ity .

In most western c o u n t r i e s  -  South A f r i c a  inc luded -  the major mass 

communications media,  i . e .  r a d io ,  t e l e v i s i o n ,  newspapers and 

magazines ,  are e i t h e r  c o n t r o l l e d  by the S ta te  or by commercial  

companies whose primary m o t iv a t io n  i s  the accumulation o f  p r o f i t s .  

Thus apart  from a few ' p i r a t e '  radio  s t a t i o n s ,  'cable*  t e l e v i s i o n  

s t a t i o n s , and ' a l t e r n a t i v e *  newspapers and magazines which attempt  

to  co u n teract  the in f lu e n c e  of  the dominant i d e o l o g y ,  but which

tend to have a l i m i t e d  d i s t r i b u t i o n ,  the only  mass communication



form a v a i l a b l e  Co Che a r t i s t  who hopes to mainta in  h i s  freedom of  

e x p r e s s io n  i s  the p o s t e r . ' ^

P o s te r s  combining s lo g a n s  with  c o l o u r f u l  ind s t r i k i n g  v i s u a l  

images were o r i g i n a l l y  executed  in the  l a t e  19th centu ry to  

a d v e r t i s e  commercial products  and t h e a t r i c a l  e v e n t s .  Although s t i l l  

used, in a s i m i l a r  c o n te x t  on modern b . 1 Iboards,  the medium has a l s o  

acquired  a growing p o l i t i c a l  f u n c t io n  in the 20th cen tu ry .  The 

s u f f r a g e t t e s  were the f i r s t  group to  use i t  e x t e n s i v e l y  as a 

propaganda t o o l ,  but i t  has s i n c e  become i major means of  r e g i s t e r i n g  

p o l i t i c a l  p r o t e s t .  I t s  use by u n i v e r s i t y  s tu d e n t s  condemning the  

French government during the P a r i s  r i o t s  o f  May 1968,  i s  w e l l  

documented.  ( F i g .  . 3 ) .  More r e c e n t l y ,  i t  formed part o f  the campaign 

iauncned by the S o l i d a r i t y  Irade In ion  Movement a g a in s t  the s t r i n g e n t  

laws c o n t r o l l i n g  p ersona l  freedom in P o l a n d . U )

F o s te r s  ot t h i s  k in d ,  which are u s u a l l y  executed  in an e a s i l y  

comprehensib le  s t y l e ,  and loc a te d  in promir;enr p ubl ic  v e n u e s , must 

be d i s t i n g u i s h e d  from the recen t  tendency reproduce o r i g i n a l l y  

unique works of a r t  in p o s te r  form. For d e s p i t e  t h i s  trend ,  these  

unique works of ar t  are s t i l l  s eparated  from mass produced p o s te r s  

by fundamental d i f f e r e n c e s  of  i n t e n t i o n  a f f e c t i n g  both s t y l e  and 

c o n t e n t . Ih is  d i f f e r e n c e  i s  h igh l igh t*  d in a comparison of  the

3. As Gavin Younge's e x p e r i e n c e  s u g g e s t s , e x e c u t i n g  p o s t e r s  i s  
no a b so lu te  guarantee (ga in s t  c e n s o r s h ip .  N e v e r t h e l e s s ,  i t  
remains the only  mass communications form r e l a t i v e l y  f r e e  
from e x t e r n a l  c o n t r o l .

4. This d i s c u s s i o n  i s  indebted to Harper.  (Harper.  Mi llon and 
Nochi i n , e d s .  1980, pp. 150-153) .  For fu r th er  information on 
the p o l i t i c a l  use o f  p o s t e r s ,  see the above a r t i c l e .



seem ingly  r e a l i s t  y e t  i n a c c e s s i b l y  h e r m e t i c  works executed  by an 

■ i r t i s t  l i k e  Salvador  D a l i  during the  l a t e  1920 ' s  and e a r l y  1930's  

d i g .  2 1) , w i th  th e  C o n s t r u c t i v i s t  p o s t e r s  o f  El L i z z i t s k y  in 

which a v i s u a l l y  s t r i k i n g  p a t t e r n  o f  forms was combined with  

p o l i t i c a l  s lo g a n s  b e fo r e  b e in g  l o c a te d  on large b i l l b o a r d s  in the  

stareets o f  Moscow during the e a r l y  1 9 2 0 ' s .  (F i g .  ' : ,  . Thus w hi le  

L i z z i t s k y * s  p o s t e r s  were intended for  a mass a u d i e n c e , (5) D a l i ' s  

p a i n t i n g s  were o r i g i n a l l y  executed  for  an e x c l u s i v e  market.  I t  i s  

onl;. in re c e n t  years  th at  the l a t t e r  have become w id e ly  a c c e s s i b l e  

through r e p r o d u c t io n ,  and now serve  as an in e x p e n s iv e  means o f  

i n t e r i o r  d e c o r a t i o n  fo r  the g e n era l  p u b l i c .

The ideas  informing the works o f  a r t i s t s ,  as w e l l  as p o l i t i c a l l y  

m otiva ted  o r g a n i z a t i o n s  which have used the p o s te r  as a means o f  

mass communication,  were o f  major c o n s i d e r a t i o n  in the adopt ion  o f  

t h i s  medium for  the 'A parthe id '  p o s t e r s  which form the p r a c t i c a l  

component to  t h i s  r e s e a r c h .

P a r t i c u l a r l y  s i g n i f i c a n t  to  t h e s e ,  as w e l l  as to  p o l i t i c a l l y  

motivated  p o s t e r s , is  a d e s i r e  to  communic ite  what may be cons idered  

as a s o c i a l l y  r e l e v a n t  c o n t e n t , i n  a comprehensible  s t y l e , f o r  a 

com p arat ive ly  1 irge au d ience .  Responses to  the 'Apartheid '  p o s t e r s

While the a b s tr a c t  works o f  most of  the C o n s t r u c t i v i s t s  
were r e j e c t e d  f o l i o . ,  ing S t a l i n ' s  r i s e  to  power, the 
P r o d u c t i v i s t  wine of the movement remained a c t i v e  in in d u s tr y  
u n t i l  the e i r l y  1 9 3 0 's . L i z z i t s k y  continued to execute  
p o l i t i c a l  post irs u n t i l  19J2. (Fr impton, 1968,  p .  267 ) .



s u g g e s t s  t h a t  t h i s  i n t e n t i o n  was s u c c e s s f u l l y  r e a l i z e d . ^  ^

A fu r th er  concern in t h e  e x e c u t i o n  of  the p o s t e r s  was the 

communication ol a c o n t e n t  p e r t i n e n t  to  th e  South Afr ican  

s i t u a t i o n .  B e l i e v i n g  that  the v i t a l i t y  and s u c c e s s  of  an artwork 

depends on a d i r e c t  r e l a t i o n s h i p  to  the s o c i e t y  in which i t  i s  

e x e c u t e d , p a r t i c u l a r  a t t e n t i o n  was p a i d  to the need to  encourage a 

g r e a t e r  c o n s c i o u s n e s s  o f  the r e a l i t i e s  o f  a p a r th e id .  I t  was,  

however,  f e l t  that  the p o s t e r s  would probably  not  address  an 

u n l im i te d  a u d ie n c e ,  p a r t i c u l a r l y  s i n c e  they were c re a ted  with  the  

co n s c io u s  r e a l i z a t i o n  th a t  they  r e f l e c t e d  a p erson a l  e x p e r i e n c e  

o f ,  and a t t i t u d e  to  a p a r th e id .

\  fu r ther  d e s i r e  to break w ith  the e l i t i s t  and outmoded tech n iqu es  

which are s t i l l  used in the works o f  the m a jo r i ty  o f  v i s u a l  a r t i s t s ,  

led  to the d e c i s i o n  to  have the p o s t e r s  produced by photo­

l i t h o g r a p h i c  means. Furthermore, ' s t y l e  i n ; luenced by the c l a r i t y

6.  Frequent spontaneous c o n ta c t  occurred  with people who found 
the 'Apartheid* p o s t e r s  a c c e s s i b l e  enough to fee 1 that  they  
could c o n tr ib u t .  id eas  for new p o s t e r s , to enquire  about  
e x i s t i n g  o n e s , and to  e x p r e s s  a p re fe r e n c e  f o r , or i n d ic a t e  
the s u c c e s s  o f  some as opposed to o t h e r s . While response  was 
o b v io u s ly  encouraged by the l o c a t i o n  o f  the p o s te r s  on the  
campus of tne U n i v e r s i t y  o f  the Witwaters rand and on the 
s t r e e t s  o f  Johannesburg,  many re q u e s t s  for  p o s t e r s  were r e c e iv e d .  
Moreover, those  pub l i e a  I l y  d i s p la y e d  were o f t e n  defaced and 
covered with g r a f f i t i .  (See Appendix I I ) .  The p o s t e r s  were 
so ld  for  R6 < i c lour)  md R3 (2 co lou r )  and were taken or 
sen t  to che U . S . A . ,  B r i t a i n ,  Germany, France and A u s t r a l i a .

7. I t  would be presumptions for a middle c l a s s  white South
A fr ican  to  r e f l e c t  on the s o c i a l  c o n d i t io n s  o f  black Soutn 
Af r icans  .



advert i sem ents ,  was adoptc ir a attempt to  reach an audience

educated in the un/mb fuout fo/ms o i  the medium through constant

exposure .

ad d i t io n  .a  the use of  everyday o b je c t s  to  g ive  su bt le  exp ress ion  

0 a n e g a t iv e  a t t i t u d e  to the p o l i t i c a l  r e a l i t i e s  o f  apartheid ,  

usual and vernal puns which serve to r  vea l  and extend the 

symbolic m p l i c a t ,o n s  of  dominant metaphors l i k e  the Afrikaner  

'" i l l  C-’lat  es 4 ,  -mu 9) and the sheep ( P l a t e s  10,  14 and 18) 

provide further  l in k s  with techniques  used in a d v e r t i s i n g .

One o f  the primary fu n ct ions  of  the use o f  the metaphor i s  to t r a n s -  

fer  the concept of  separate  development to the products appearing  

in  the p o s t e r s .  While these  products have no d i r e c t  r e l a t i c u s h i p  

to any p o l i t i c a l  id e o lo g y ,  they are ade to  serve  as v e h i c l e s  for 

commenting on the system o f  apartheid .  The metaphor i s  thus seen  

as an unexpected but e f f e c t i v e  means of  e s t a b l i s h i n g  in t e r a c t io n s  

between images and id e a s .  (S) Although i t  operates  through a play  

on words which sound the same but have d i f f e r e n t  meanings ,the pun 

i  used in much the ame way a s  the metaphor.

Simi techniques  are us d in contemporary advert isements .  But 

acreas  modern a d v e r t i s i n g  i s  g e n e r a l ly  concerned with e f f e c t i n g  

a p o s i t i v e  a s s o c i a t i o n  between the product being advert ised  and

8. A r i s t o t l e  descr ibed  metaphors as ' th in g s  that are related to  
the o i i g i n a l  th in g s ,  and yet not so o b v i o u s l y  re la te d  -  j u s t  
as in philosophy a l s o  an acute mind w i l l  p erce ive  
.. -embl-'ncec even in things  far a p a r t1. (Johnson,  1981, p. 7) .



H i is

LlU! t e " e e | , e * 0 b j e c t  ° r  to  which i t  i s  l i n k e d ,  th

'A p a r t h e i d  p o s t e r s  i n v e r t  t h i s  p r o c e s s .  T h e i r  p r im a r y

there  t o r e  .  s e t i r i c e l  one s i n c e  t h e y  a d v e r t i s e  t h e  c o n c e p t  o f  

s e p a r a t e  deve lopm en t  a .  t n e g a t i v e  p r o d u c t  .

.0...p i e c e  u. u, s t a n d i n g  o f  t h e  p o s t e r s  i s  d e p e n d e n t  on ,  r ea so n ab v .  

t t u e r t  cotmaand o f  coch n n g i i s h  and A f r i k a a n s ,  a s  w e l l  a s  an awt s-

01 t h a  ',SSOCii i o a  i "  t e r a c , ion between th e  - i c e r a l  and 

f i g u r a t i v e  meanings  o f  th  words and images u s e d .  The b a s i c

im p l i c a t i o n s  o f  most  o f  t h e  p o s t s . ,  c a n ,  however ,  he d is c e r n e d  

the  use o f  e a s i l y  r e c o g n i z a b le  images l i k e  the  A f r i k a n e r  b u l l ,  

uhich i s  intended to be seen as  a v e r b a l  pun on the word 'A f r i k a n e r ' .  

The Afrikaner  i s .  in turn ,  a s s o c i a t e d  w ith  the e t a t u t o r y  i n s t i t u t i o n  

01 racism in South A f r i c a  a f t e r  1948. A s i m i l a ,  sde o f  a s s o c i a t i o n  

o p e r a t e ,  in the  use  o f  the  s h e e p ,  which i s  a t r a d i t i o n a l  metaphor 

for  the  un th ink ing  human b e in g ,  the ' j a - b r o e r '  o r  yes-man who 

f o l l o w ,  p o l i t i c a l  and s o c i a l  d i c t a t e s  w ithout  c o n s id e r i n g  the  

im p l i c a t i o n s  o f  h i s  a c t i o n s .  Farther a s s o c i a t i o n s  between the 

h ul l  and the idea o f  obtuse  s t r e n g t h  and i n t r a n s ig e n c e  are a l s o  

in ten d ed ,  w h i l e  the sheep could be seen as i t s  symbolic o p p o s i t e .

two m.i.j.o. g i v e  e x p r e s s io n  to what may be con s id ered  

a ,  i r r e c o n c i l a b l e  c h a r a c t e r i s t i c ,  o f  whi te  South A fr ic a .

In s e v e r a l  o f  the p o s t e r s  an a t t e m p t  i s  made to  p ie c e  the 'Apartheid '  

product in a c a s u a l ,  everyday s i t u a t i o n  ( P l a t e ,  1, 3, 4 and 6) to 

g iv e  e x p r e s s io n  to a f e e l i n g  of  c o n s t a n t ,  d a i l y  c o n ta c t  with th ,  

r e s l i t i e s  o f  racism. Some o f  t h e s e  make a  f u r t h e r ,  l i t e r a l
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of  i s s u e s  concerning  co lour  or race in the South A fr ican  c o n t e x t .  

( P l a t e s  1 and 3 ) .

W h e r e  a s i n g l e  image l i k e  the b u l l  p rov ides  a c o n te x t  for  r a c i a l  

p r e j u d i c e ,  a d d i t i o n a l  v a r i a b l e  meanings may be implied  in the 

a s s o c i a t e d  s lo g a n ,  the product i t s e l f  or the s e t t i n g  in which i t  i s  

p la c e d .  Thus Apartheid  F i l t e r s  ( P l a t e s  2 and 4) s u g g e s t s  bad h e a l th  

through an a s s o c i a t i o n  w ith  c i g a r e t t e s ,  and makes r e f e r e n c e  to  the  

luea  ot f i l t e r i n g ,  which s e r v e s  to  s ep a ra te  ta r  from the lungs o f  

the smoker, much as ap ar th e id  s e r v e s  to se p a r a te  b lack  from white  

South A fr ican s .  S i m i l a r l y ,  a barren landscape s e t t i n g  ( P l a te  2) 

i s  intended as a symbol o f  a s o c i e t y  in which th ere  i s  no growth 

or o e a u t y , w hi le  'twak' i s  not merely  the c o a r s e ,  pungent,  boer 

to b a c c o ,  but a i s o  means 'n o n s e n s e ' when i t  i s  t r a n s l a t e d  l i t e r a l l y  

from the Afr ikaans  usage o f  the word ( P l a te  7 ) .

Apartheid Fat ( P l a t e  9) c o n f l a t e s  the E ng l i sh  and Afrikaans  meanings  

oi the word ' s l i m '  ( t h i n  and c l e v e r )  to comment on the stubborn  

i n s i s t a n c e  of  the ' o b e s e ' white p op u la t ion  who l i v e  o f f  the f a t  of  

the land; w hi le  P e t ty  Apartheid ( P l a t e  13) s u g g e s t s  a pun on the  

m in d le s s n e s s  o f  aparthe id  through an a s s o c i a t i o n  with dog food.

I t  a l s o  r e a f f i r m s ,  through the in c l u s i o n  of  a f e n c e ,  the  

s e p a r a t io n  and bondage of  the d i f f e r e n t  p op ula t ion  groups i m p l i c i t  

in Apa rth e id  F i l t e r s  ( P l a t e s  2 and 4 ) ,  w hi le  the ’ Beware o f  

the dog/  Pasop v i r  d i e  hond' s ign  s u g g e s t s  a p o t e n t i a l  for  

a g g r e s s i o n .  The verbal metaphor used in Apartheid Nuts ( P l a te  17) 

works on a pun in v o lv in g  the im p l i c a t io n  of  madness, as w e l l  as  

the idea of  a 'hard n u t ' ,  i . e .  a problem for which there  i s  no



tiasy s o l u t i o n  and which can t h e r e f o r e  not be 'cracked' at  w i l l .  

Apartn e id  Sky t i e s  ( P l a t e  20) s u g g e s t s  geograp h ica l  fragmentat ion  

and i s  intended as a refer,  nee to the ' c h i p s '  or homeland 'segments '  

p r escr ib e d  by the p o l i c y  o f  s ep a ra te  development.  Another analogy  

i s  that drawn between the Voortrekker Monument and the idea  of  

monumental propaganda to  which t o t a l i t a r i a n  governments o f t e n  

r e s o r t .  ( Fi g .  21) .

The p o s t e r s  and w a l lp ap er  d e a l i n g  w i th  the ' j a - b r o e r ' theme a i l  

the sheep  as a symbol o f  co n fo r m ity ,  but l i k e  the Afr ikaner  

b u l l  p o s t e r s ,  t h e i r  meanings u l t i m a t e l y  vary in r e l a t i o n  to the  

product and i t s  s e t t i n g .  Thus the h i e r a t i c  image o f  a f ig u r e  

wearing a s h eep -co v ered  t i e ,  s e r v e s  to  foreground the conserva t i sm  

of the e v er -co n fo r m in g  yes-man ( P l a t e  1 8 ) ,  w hi le  the sheep-  

covered w al lpaper  i s  a metaphor for yes-men who cover  up s o c i a l  and 

p o l i t i c a l  r e a l i t i e s  through an u n w i l l i n g n e s s  to break away from the 

c o n s e r v a t iv e  r a c i s t  f l o c k .  ( P l a t e  14).  Less e x p l i c i t  i s  the ' j a -  

broer a eroso l  can ( P l a t e  10) which i s  a r e f e r e n c e  to  poisonous  

i n s e c t i c i d e s ,  or a l t e r n a t i v e l y ,  to d eod oran ts ,  the i n s t a n t  but 

temporary answer to bad s m e l l s .

In tnree of  the p o s t e r s , c o l l o q u i a l  phrases  or words o f  abuse 

appear in the a s s o c i a t e d  s l o g a n s ,  but are a l s o  ex ten d ed ,  e i t h e r  

l i t e r a l l y  or f i g u r a t i v e l y ,  to the v i s u a l  images. Apartheid se Voet

9.  I t  should be noted that  the e x ec u t io n  o f  the wallpaper
in v o lv e s  an i n t e n t io n  which accords d i r e c t l y  with th a t  o f  
the p o s t e r s .  In both i n s t a n c e s , the primary aim was to 
ach ieve  mass communication of  a s o c i a l l y  r e l e v a n t  c o n te n t .
Ihe i n t e n t i o n  in choos ing  wal lpaper  as a medium was th e r e ­
fore determined by the metaphorical  a s s o c i a t i o n s  suggested  
in the idea o f  cover ing  something up.



< P U te  51 ' l 0 ° S e ly  t r , , , , s U c ‘!d 'aparchoid  be damned', uses  she 

' v e l s k o e n '  a ,  a r e f e r e n c e  r„ she emphasis  which i s  p laced  on skin  

c o io u r  in Soush A f r i c a ,  w h i l e  she shoe  i t s e l f  [ .  p o i s e d  i n  ,

t h r e a t e n in g  p o s i t i o n .  M a t t h e i d  s .  M oer kn f f i .  ( P l a t e  11) r e l i e s

on an a s s o c i a t i o n  between the l i t e r s '  meaning o f  moer (ground -  as

in ground or f i l t e r  c o f f e e  -  and b o l t ) ,  and the crude metaphorical

r e f e r e n c e  t o  v i o l e n c e  in the c o l l o q u i a l  phrase ,  'els s a l  jou  moer' .

The s crew s ,  ra ther  than ground c o f f e e  found in a s s o c i a t i o n  with

the p a c k e t ,  p rov id e  a f u r t h e r  e x t e n s i o n  o f  t h i s  metaphor through

the phrase:  's crew  y o u ' ,  which can be a s s o c i a t e d  with the Afr ikaans

P h r a s e , ' j o u  na se m oer ' .  D ie .Poos  ( P l a t e  15) a l s o  has crude and

d erogatory  im p l i c a t i o n s  through the f i g u r a t i v e  use o f  the word

doos '  in A fr ik a a n s .  A fu r th e r  r e f e r e n c e  i s  mad, to  matches ,

Which are l i t e r a l l y  inf lammable ,  as w e l l  as to  the idea  o f  w o r th le s s

v a l u e s  through the name ' w h i t ,  e l e p h a n t ' .  On c l o s e r  i n s p e c t i o n .

What appears to be a whi te  e l e p h a n t ,  proves  to be a mammoth .

f h i s  draws a t t e n t i o n  to  the f a c t  that  a p a r th e id ,  l i k e  the mammoth, 

should be e x t i n c t .

a s s o c i a t i o n  between a p a r th e id ,  and the concept  

in the past  and having outmoded id e a s ,  i s  e s t a b l i s h e d  in Apartheid  

Airwajrs ( P l a t e  12) ,  where an ant iquated  mode o f  t ranspor t  i s  g iven  

i r o n i c  i m p l i c a t io n s  through an a s s o c i a t i o n  with a common catch-phrase  

Of modern a i r l i n e  a d v e r t i s e m e n t s .  Furthermore,  the phrase ' f l y  now, 

pay l a t e r . . .  ' s u g g e s t s  fu ture  r e t r i b u t i o n  in the face  o f  the 

p res en t  lack o f  concern towards r a c i a l  d i s c r i m i n a t i o n  in South A fr ic a .  

The r e p r e s e n t a t i o n  o f  a ' l a a g e r '  on the can o f  lager  beer in the 

Ap a r th e id  bager p o s te r  (P la te  16),  i s  another  re fe r e n c e  to an out-
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moded torm o i  t r a n s p o r t ,  the ox-wagon, which the Voortrekkers used 

to form ' la a g e r s '  when threatened  from w ith ou t .  Hence, t o o ,  the  

i m p l i c a t i o n  o f  a ' l a a g e r  m e n t a l i t y ' ,  a c o l l o q u i a l i s m  commonly used 

Co g i v e  e x p r e s s i o n  to  the  idea  o f  a l i m i t e d ,  s e l f - i n t e r e s t e d ,  

d e f e n s i v e  and narrow p e r c e p t io n  o f  a s i t u a t i o n .  Further  

n e g a t i v e  r e f e r e n c e s  to  aparth e id  are intended through the a s s o c i a t i o n  

with a l c o h o l i s m  in the degrading  c o n te x t  o f  a , u t t e r .

The lemon in Apartheid  Lemon ( P l a t e  8) hovers  above the landscape,  

a b i t t e r ,  a c i d i c  bomb which th r e a t e n s  to  f a l l  and exp lod e .  At the 

same time the p o l i c y  o f  s e p a r a te  development i s  seen to  be a 

lemon , i . e  a 'bad b u y ' or a 'du d ' .  The b o t t l e  o f  ' w i t b l i t s ' 

m -he  ^ . c b U t s  p o s te r  ( P l a t e  19) r e f e r s  to the poten t  home-brew 

of  the  power-drunk Afrikaner  whose a u t h o r i t y  was e s t a b l i s h e d  in 

1948 w ith  the e l e c t i o n  o f  the N a t i o n a l i s t  Party to govern South 

A f r i c a .  Furthermore,  i c  r e f e r s  to the d e s t r u c t i v e  white l i g h t n i n g  

1w i t o l i t s  t r a n s l a t e d  in to  E n g l i sh )  o f  a p a r t h e i d . ’ ^

In most oi the p o s t e r s ,  a b l a t a n t  and d i r e c t  a s s o c i a t i o n  of  Apart-  

heid with  South A fr ica  i s  ensured through the 'Product o f  South 

Africa/Produk van Suid Afr ika '  la b e l  which s e r v e s  to  r e a f f i rm  the  

in e scap ab le  r e a l i t y  that  apartheid  i s  a product of  South A f r i c a .

Although a dependence on metaphor has ,  at  t im es ,  been regarded as 

a means of  ensu r in g  e x c l u s i v i t y  and a l i e n a t i o n ,  and has even been 

re fe rred  to as ' the most rad ica l  instrument o f  dehumanization'  by

10. The above e x p la n a t io n s  p resent  some, but not a l l  o f  the 
a s s o c i a t i o n s  i m p l i c i t  in the p o s t e r s .



126

Ortega y Gasset  fOrtega y G asse t ,  1968,  p. 35) , ( 1 1} i t s  present  

use in a d v e r t i s i n g  s u g g e s t s  th a t  i t  may be ab le  to overcome th ese  

problems.  Thus i t  was intended that  the c r e a t i o n  o f  metaphorical  

apai t he id p rod u cts ,  ra th er  than the use of  images o f  v i o l e n c e  

and horror to  which p eop le  are c o n s t a n t l y  exposed in newspapers,  

m a g a z in es , f i l m s  and t e l e v i s i o n ,  and a g a in s t  which they  t h e r e f o r e  

tend to b u i ld  up a d e f e n s i v e  armour, would i n v i t e  i n t e r e s t  through 

t h e i r  unexpected and nove l  use o f  a medium gen era l  i ”' r e ser v ed  for  

commercial a d v e r t i s e m e n t s . ' 1"'

Throughout the period  in which the p o s t e r s  were e> c u t e d , an 

awareness o f  the i n a b i l i t y  o f  the v i s u a l  ar ; j s t  to remain s o c i a l l y  

and p o l i t i c a l l y  n e u f a i ,  was m a in ta in ed .  ' ; The b e l i e f  th at  the  

f u n c t i o n ,  form and co n te n t  o f  the artwork i s  i n e v i t a b l y  informed 

by e x t e r n a l  f o r c e s ,  i . e .  by i d e o l o g i c a l , s o c i a l ,  pol t i c a l  and 

economic c o n s i d e r a t i o n s ,  has th e r e f o r e  been o f  seminal importance  

both to the A p a r th e id 1 p o s t e r s  and to  the p res en t  d i s s e r t a t i o n .

It must be r e a l i z e d  that  Ortega y G a s s e t ' s  s tatement  was made 
in 192> when h i s  book, The Dehumanization o f  Art was f i r s t  
p u b l i s h e d ,  i . e .  be fore  the development o f  modern a d v e r t i s i n g  
t e c h n i q u e s .

This p o t e n t i a l l y  p o s i t i v e  fu n c t io n  o f  the metaphor i s  
recognized  by A r i s t o t l e ,  who maintained th at  it  could  play  
a ' p h i l o s o p h i c a l l y  s i g n i f i c a n t  r o l e  in the making o f  p ersu as ive  
irgumen s . . le taphor,  he mainta ined ,  ' i s  a powerful means 

of  a c h ie v in g  i n s i g h t ' . (Johnson.  1981, 5 ) .

This problem i s  d e a l t  with in the In trodu ct ion  and Chapter 
Two. (See a l s o  Tax. Baxandall ,  ed.  1972).
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APPENDIX I

In an attempt to gauge the a t t i t u d e  to a r t  o f  a r t i s t s  l i v i n g  and 

working in South A f r i c a ,  , s en t  out a q u e s t i o n n a i r e  to s even ty  

South A fr ican  a r t i s t s  on 1st  February,  1982.  My i n t e n t i o n  was to  

determine t h e i r  v iews  on the f u n c t i o n ,  r e l e v a n c e  and meaning o f  

f h e i r  own work, as w e l l  as t h e i r  a t t i t u d e  to  the r o l e  o f  a r t  in  

g e n . ; i l . N in eteen  r e p l i e s  were completed and re tu rned ,  w hi le  

s e v e r a l  o f  the q u e s t i o n n a i r e s  s e n t  to b lack  a r t i s t s  were 

e v i d e n t l y  i n c o r r e c t l y  ad dressed  and returned  unopened.  The major i t ;  

c t  a r t i s t s  to  whom the q u e s t i o n n a i r e  was s en t  were chosen a t  random 

trom a b o o k le t  pu b l i sh ed  by the South A fr ic a n  A s s o c i a t i o n  o f  A rts ,  

a lthough s e v e r a l  known through p e r s o n a l  a s s o c i a t i o n  were a l s o  

asked to  answer the q u e s t i o n s .

The q u e s t i o n n a i r e  comprised f i v e  d i f f e r e n t  ions:

l • What i s  the r e l e v a n c e  o f  art?

What, form of  art  do you produce?

3. Is your artwork r e l e v a n t?

Is your artwork r e l e v a n t  w i th in  the South Afr ican  con text?

3. Any fu r th er  comments?

The q u e s t io n n a ir e  thus focused on the problem o f  re levan ce  in a r t ;  

the a r t i s t ' s  persona l  i n t e r p r e t a t i o n  ard d e f i n i t i o n  o f  the term 

i t s e l f ;  the r e l ev a n ce  o f  h i s  work with regard to form,which can 

be v a r i o u s l y  in te r p r e te d  as a r e f e r e n c e  to  the tech n iq u e ,  s t y l e ,  

medium, and co n ten t ;  and the a r t i s t ' s  p e rce p t io n  o f  the s p e c i f i c
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— ctlt! r e lev a n ce  o f  a r t ?

Three " t i S t S  did —  = h U  q u e s t i o n . Those „ ho d l d , 

■ on s id ered  the Problem o f  r e l e v a n c e  as both complex and

r e l a t i v e ,  argui „ 8 that  i t  i s  determined by f a c t o r s  such as

tl,e a r U S t ' S PerSOn', 1 U y  a,ld P « a a p t i o „  o f  the w or ld , the 

a t t i t u d e  of h i s  audience  to the r o l e  o f  a r t ,  the i n f lu e n c e

° f  fhe s o c i e t y  in  which h- l i v e . ,  a .  w e l l  as  

-He h i s t o r i c a l  t a c t o r s  to  which He i s  s u b j e c t e d .  (Robert  

Hodgins , f erry  M n g ,  Paul S to p fo r th  and Gunter van der Reis)  

However, most o f  th ose  who answered the q u e s t i o n n a i r e  

u l t i m a t e l y  concluded that  r e l e v a n c e  i s  determined by 

e s s e n t i a l l y  p e r s o n a l ,  p r i v a t e  i s s u e s ,  with  emphasis be ing  

Placed on the autonomy o f  the a r t i s t  and h i s  work. (E r ica  

S u r r y ,  Richard C h e a l e e . C h r i s t o  C o e tz e e ,  Robert Hodgins,  

auin iu  S t e r c k e ) .  C onsequent ly ,  almost a l l  the respondents  

b e l i e v e d  th a t  t h e i r  a r t  a d d r e s se s  a very  s m a l l , e l i t e  audience  

Paul S to p fo r th )  and that  i t  has no r e l ev a n ce  to the general  

p u b l i c .  (Robert Hodgins and C h r i s to  C o e tz e e ) .

— o f  arc do you produce?

THis q u e s t i o n  was motivated  by a d e s i r e  t* ,rmine whether

or not answers g iven  to the f i r s t  and secom .uesti'ons

could  be r e c o n c i l e d  with answers g iven  to the th ird  and fourth  

q u e s t i o n s .

ah mu
P U 'UCh 1 " I ' i v e d ,  most people  spoke about  

the anthropomorphism o f  t h e i r  work, u s u a l l y  adding c e r t a i n  

q u a l i f i c a t i o n s  in an attempt to c l a r i f y  p r e f e r e n c e ,  with



regard to s t y l e  and c o n t e n t ,  and a l s o  in d ic a te d  the medium

and techn iqu es  used .  S evera l  did n o t ,  ncvever ,  recogn ize

the  intended ambivalence o f  the word 'form' as a p o s s i b l e

r e f e r e n c e  to  techn ique  and medium as w e l l  as s t y l e  and 

c o n t e n t .

Is your a rtwork r e l e v a n t ?

A l l  those  who answered the q u e s t i o n  maintained  th at  t h e i r

work i s  r e l e v a n t  but o f t e n  gave no i n d i c a t i o n  o f  the p o s s i b l e

reasons  for coming to  t h i s  c o n c l u s i o n .  (Walter B a t t i s s ,

E r ica  Berry,  Larry S c u l l y ) .  Those who did d i s c u s s  the

r e lev a n ce  o f  t h e i r  work tended to  repeat  answers g iven  to

the t i r s t  q u e s t i o n :  They t h e r e f o r e  spoke o f  a g e n e r a l l y

u n s p e c i f i e d  p erson a l  n  levance  ( C h r i s to  C o e tzee ,  Jo Rorich,

Helmut S ta r c k e ,  Paul S t o p f o r t h ) ,  or r e lev a n ce  to a l im i t e d  

aud i e n c e .

JjL-y.?.ur artwork r e l evant w i th in  the South Afr ican  c o n t e x t ?

The m ajor i ty  o f  a r t i s t s  seem to f e e l  that  a s p e c i f i c  c o n t e x t ­

ual i z a t  ion of  art  w ith  regard to  t ime and p la ce  i s  l i m i t i n g  

and i r r e l e v a n t .  I n s tea d ,  r e l ev a n ce  i s  seen in terms o f  what 

are sa id  to  be u n iv e r s a l  i s s u e s ,  u s u a l l y  d e a l t  with in 

anthropomorphic terms. Most o f  the respondents  thus b e l i e v e  

th a t  they can g iv e  e x p r e s s io n  to ideas  to at are u n i v e r s a l l y  

v a l i d  through i personal p erce p t io n  o f  ' t r u t h ' . Some a r t i s t s  

(E r ica  Berry and Terry King) do,  however,  regard a s p e c i f i c i t y  

o f  co n tex t  as important to t h e i r  work: both use the natura l



ind igenous  environment as source m a t e r i a l ,  in c o n t r a s t  to  

th is .H e lm u t  Starcke s t r e s s e s  the need to  d e c o n t e x t u a l i z e  a r t  

a l t o g e t h e r ,  m a in ta in s  that  he regards  i t  as an indulgence  o f  

the s e n s e s , a n d  b e l i e v e s  that  the work which i s  'engaged,

a p p l i e d ,  t unct ion a l  . . .  i s  l e s s  and l e s s  Art (with  a 

c a p i t a l  A. ) '

Any f u r th e r  comments?

Ihe a d d i t i o n a l  comments r e c e iv e d  at tempted  to  extend or 

c l a r i t y  answers g iven  to  the p rev ious  q u e s t i o n s .  But 

s e v e r a l  a r t i s t s  used t h i s  sp ace ,  as w e l l  as that  provided  

tor answer ing the p rev ious  q u e s t i o n s ,  to  c r i t i c i z e  my 

assumed i n t e n t i o n s  and the q u e s t i o n n a i r e  i t s e l f .  The q u e s t io n s  

appear to  have been p e r c e iv e d  as t h r e a t e n i n g ,  and answers  

r e c e iv e d  were t h e r e f o r e  d e f e n s i v e  and o f t e n  rude and 

d e r i s i v e .
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A P P E N D I X  C l

The p o s t e r s  were p roduced  in  1981 and 1982 and were l o c a t e d  mainly  

on the s t r e e t s  of  Johannesburg and Che campus of  the U n i v e r s i t y  of 

: In; Witwatersrand. In the c i t y  cen tre  and s e l e c t e d  suburban areas  

they  were p laced  in shop windows, on w a l l s ,  p o s te r  boards ,  vacant  

s i t e s ,  b u i l d i n g  s i t e s  and any o th er  p la c e s  which did not in f r i n g e  

on munic ipal  by- law s  c o n t r o l l i n g  damage to  p u b l ic  and p r iv a te  

p rop er ty .  In most i n s t a n c e s . the  p o s t e r s  were p laced  where o ther  

p o s t e r s  -  g e n e r a l l y  a d v er t i s em e n ts  for  t h e a t r e , movie and l i v e  

musica l  e n te r ta in m e n t  -  had a lready  been l o c a t e d . S evera l  s u i t a b l e  

new l o c a t i o n s  were a l s o  d i s c o v e r e d  in the p r o c e s s , and have s i n c e  

been appropria ted  by l o c a l  commercial a d v e r t i s e r s  u s in g  the p o s te r  

medium. On campus, the p o s t e r s  were lo c a te d  on the n o t i c e  boards  

s c a t t e r e d  a long  main walkways, in the Senate House Sweet Shop,  

and the f ro n t  window ind n o t i c e  board o f  the Gertrude Pose 1 G a l le r y .  

S evera l  p o s t e r s  were a l s o  publ ished  in s tu d en t  l i t e r a r y  and 

commercial magazines:  Wits '■<’i t s  ' b 1 con ta ined  two p o s te r s  anu

F r o n t l in e  Vol .  2 ,  No. 1,  1981, publ ish ed  a fu r th er  three  p o s t e r s ,  

w h i1- two a l s o  appeared in W i t s  Student Vol.  33, No. 13, 1981 and 

one in I t e t  Vol.  1,  No 1, O c t o b e r  1982.

The F r o n t l in e  and Wits Student p o s te r s  were accompanied by i n t e r -  

.■s in which 1 t r i e d  t. exp ress  my a t t i t u d e  to the ro le  of  art  

m o c i e t y .  P os ters  were a l s o  e x h ib i t e d  as part o f  the student  

Art E xh ib i t ion  hi Id in the Gertrude Pose 1 and Studio  g a l l e r i e s  at  the

beginn ir  ■ o 1982. Yh< le were p a s t 'd  up in the courtyard s e p a r a t in g
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Corner J o r r is e n  eve- .» < 7<S •r ’

Qranfie Gtove

vo u is  B o t h a  Avenue a n d  H r -  o r  

Ro s e b a u k

and Tyrwhit t  Avenue.

Y e o v i 1 le

T - j u n c t io n  at  Louis Botha Avenue and Bedford Road, Rate gh S t r e e t ,  

Rocky S t r e e t  and Corner Rocky and Raymond S t r e e t s .

With the e x c e p t i o n  o f  two i n s t - n c e s  in which they were e x h i b i t e d  in 

a g a l l e r y  s i t u a t i o n ,  the p o s t e r s  were t h e r e f o r e  l o c a te d  in areas  

w ith  a p o t e n t i a l  for  mass communication.  As i s  apparent  . r »  the  

l o c a t i o n s  ch osen ,  p a r t i c u l a r  emphasis  was p laced  on the c i t y  centr ,  

and northern suburbs of  Johannesburg.  This s e l e c t i o n  is d e l i b e r a t e  

and was mot ivated  by a b e l i e f  th a t  w h i le  the r e l e v a n c e  o f  the works 

to  the South A fr ican  c o n te x t  may be w idespread ,  they would 

i n e v i t a b l y  r e f l e c t  the p er c e p t io n  and a t t i t u d e s  of  a white middie  

c l a s s  South A fr ican .  Thus although r e a c t io n s  to the p o s t e r s  were 

r e c e iv e d  from b lack s  and w h i t e s  a l i k e ,  they were c o n s c i o u s l y  d i r e c t e d  

the white  e l i t e  of  the northern suburbs and Wits Campus.

Apart from the people  who w rote ,  telephoned  01 made persona  

e n q u ir ie s  about the p o s t e r s ,  th ere  were many more who t r i e d  to  

d es tro y  or m u t i la t e  them, r a l t e r n a t i v e l y ,  v.t remove them with the
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obvious  in t e n t  ion of  keep ing  them. I b i s ,  as wt !1 as comments 

w r i t t e n  in tavour o f ,  or a g a in s t  the v i s u a l  and verbal im p l i c a t io n s  

of  the p o s t e r s ,  have been recorded in photographs included in the

.. ( I )presen t  appendix

A more comprehensive v i s u a l  documentation o f  the l o c a t i o n  < t the 

p o s t e r s ,  as w e l l  as the resp on se s  which they  encouraged ,  w i l l  form 

part  o f  the e x h i b i t i o n  of  the p r a c t i c a l  work.

Also recorded because  i t  was f e l t  to be o f  c o n s id era b le  
s i g n i f i c a n c e  to the r e s e a r c h ,  i s  the fa c t  that  p o l i t i c a l  
p o s te r s  were o f t e n  placed on or around the 'Apartheid'  
p o s t e r s , thereby s t r e n g th e n in g  and g iv i n g  c o n t i n u i t y  to  
the messages contained in both.
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wlwliwEi
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ight through

t i i l" !

AR&RTHEID
whole wo^

' -tht through 
iralrt through

NMtR—  T /  COID . . .

u n r c w m r f w

n u . - :

3 i : 

MvdJ_um: 

Locat i o n :

'Apartheid Washing Powder'
50 x 76 cm.

Colour photograph

For c - p y r ig h t  r eason s ,  
t h i s  p o s te r  could not be 
reproduced for p u bl ic  
d i s p l a y .

(hiant i t y : ]

PLATE NO. 1



Ti t l e ;

Me d i urn:

•1 - j t i on :

cigarettes

'Apartheid F i l t e r s '
18,5  x 25 era.

Photographic l i thograph  
(4 c o lo u r s )

Wi t s  Wi t s  1981

plate: n o . 2
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' ' wh!tpr snuic Clinicah tested

'  - I l l ' l l
TOOTHPASTE 1 0 0  m l

m m

P
aamitheid m ooucrrs

1 i t  : 1 A p . i r t  ie : 1 T o o t h p  i s t e  1

Siz»- ' : 3 , 5  x  8 cm.

Me d ium: Photographic  l i thograph
fb lack  and white)

f.o i t f o n :  W i t s  W i t s  1981

PLATE NO. 3



S i z e :

Mel i ijin: 

Location

Q u a n t i ty ;

D i s t r i b u t i o n
Date:

n y a r n ie i o  t l i t e r s  

3- ,̂5 x iO cm.

Photographic  l i thograp  
c o l ou r s )

S t r e e t s  of  J.H.B.
Wits Campus and 
Front l i n e  V o l . 2.  No
♦ 130 

14/6 /81

PLATE NO. A



APARTHEID SE VOET

AAKRTHH) V f lS K O N F

l i c i t ! : 'Apartheid se V o e t1

S i z e : 31 x *2,5 cm.

Photographic  l i thograph  
(2 co lo u r s )

l£r-lLLi!2: S t r e e t s  oi Wits Campus
Wits Fine Arts Student  
E x h ib i t io n  1982,
Front I inr Vol.  2 . ,  
o o . L, 1981 and 
Wits Student Vol.  j j ,
No. 1 ,,  FThI

Q u a n t i t y : + 160

Di s t r  i but i on
D i c e s : 19/7 /81 and 2/8 /81

PLATE NO. 5



MENU

OU TYDSt 

{kPARTHf/^
-

SPYSKAART
T i t l e :

.1 l z e :

Me,i j um: 

Looati o n :

OuCydsv Apartheid'

32 x ■42,3 cm.

I h o to g r ip h ic  1 ithograp  
(2 c o lo u r s )

Street! ,  o f  J.H.B.  , Wit 
• i t s  f i n e  Arts Student  
E x h ib i t io n  1982,
Front I in . Vol.  2 . ,
S o . 1, 19W 1 . nd
Wits Student Vol.  33 
Wo. 13, 1981

Q u a n t i ty : + n o

Pi s t r  ibut ion 
Date; 30 /8 /81

PLATE NO. 6



T i t l e :

S i z e  :

Medium:

L o c a t i o n :

1 juanl i.tv :

D i s t r i hut j u n  
D a t e :

'Apartheid Twak'

30 x 43 ,5  cm.

Photographic l i thograph  

(2 co lo u r s )

S t r e e t s  o f  J.H.B. ,

Wits Campus and Wits Fine 

Arts Student E x h ib i t io n  
1982 

* 175

3 1 /1 /82

PLATE NO. 7



T i t l e :
'Apartheid Lemon'

S i z e : j x J 1 cm.
"'("'I tiim;

li th 0 8 r a "h
Locat ion:

and
Quantftv: > 220
D i s t r i b u t  i
U it v s :

14 / 1 / 82  and 28 / 3 / 82

plate no. k



i 1 e : 

j z e  :

- -m jp ' :

Quan t  i c y ; 

3 t r i b u t

vnarthe id F a t '

* x \ 3  m.

uotogr aph it  i i thug!aph 
'0  lours )

■ raet,.  oi r.H.B. ,nc:
t s .amp u s-

'■ /4/8 md 23/5/82



'A BROErI

T i t l e : 'Apartheid J a - B r o e r '
A t e : 3 7 ,5  x 4 7 ,5  cm.
Medium: Photographic  l i thograph

(2 c o l o u r s )
Locac i o n : S t r e e t s  o f  J . h . 3 .  a"!

Wits Campus
Quantity: + 110
D i s t r i b u t i o n
D a t e s : 31 /5 /82  & 8/7/82

PLATE NO. lo



Tj_U_e:

S i ,?e:

- i I ' im:

L o c a t i o n :

Q u a n t i t y :

P i s t r i b u t  ion 
P i t e s :

'Apartheid se

35 x 47 cm.

Photographic  
(2 co lou r s )

S t r e e t s  of  J. 
Wits Campus

+ 100

18/7 /82  and 2

Mo eric of  f ie '

l i thograph  

■H.B. and

9 /8 / 8 2

PLATE NO. 11



z

T i t l e : 'Apartheid Airways'

S iz e  i 35 x 49 ,5  cm.

Medium: Photographic  l i thograph
(2 co lo u r s )

Locat ion/  S t r e e t s  of  Wits
Campus and Strt Vol.  1, 
No. I ,  October 1982

+ 110Quant i t y :

Pi :t r Lhut i 'ii 
D a tes : 15 /8 /82  and 29 /8 /82

PLATE NO. 12



PETTY

PETTY
APARTHEID

H o e :  

S i z e : 

Medium:

'PeLty A p ar th e id 1 

35 x 49 ,5  cm.

Lo c a t  i o n :

Quan t i t / :

l)i .st r i lint ion  
D a te  :

Photographic  l i thograph  
(2 co lo u r s )

S t r e e t s  o f  J.H.B. and 
Wits Campus

*  100 

2 9 /8 /8 2

PLATE NO. 1)



i m m
' ■ ' • ' • ' • ' W - w - w - w - w

T i t l e :

-  i z e :

Mt'd ium :

L o c a t io n ;

'Apartheid Piakpapier '

35 x 800 cm. ( r o l e )

S i l k s c r e e n  on w a l1- 
paper

S t r e e t s  of  j . h . B .  , wit  
Campus and Wits Fine A 
Student E x h ib i t io n  19

t e l l i E v :  + J4m.
P i s t r i b u f  i on

2 6 /9 /8 2Date

PLATE NO. 14



T i t l e ;

S i z .u  :

■•If d  i i i m ;

Locat i o n :

' ju.intit j .-;

D is t r ib u t io n  
Date ;

'Apartheid Pl akpapier '

’5 x 800 cm. ( r o l e )

S i l k s c r e e n  on w a l l ­
paper

S t r e e t s  ot J . H . B . , wit s  
Campus and Witt Fine Art 
Student E x h ib i t io n  1982

+ 24m.

2 6 / 9 / 82

PLATE NO. 14
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PARTHEIDtvmvrE rLEp^

T i d  c :

Sj_zv: 

i i ' im:

I- "' .i 1.1 on :

Qu.mt i t  v ;

1H st: rib  lit ion
bate  :

r>i e Dooi '

^3 x hi cm.

^hotograph ic  l i thograph  
1 - co lours)

S t r e e t s  o f  J.H.B.  md 
■'its Campus

+ 100 

2 6 / 9 / 8 2

PI.AT!': Mo. 13



r j t i e  : 

S U e ;

■,~'1 ‘'i iurn:

I-0,~ 11 ion :

Q'i in t  i t v

D i a t r  i . p u t ; 
Dat f> j ;

'•AP » r the i d  L a g e r '
-  ̂ x 37 cm.

U £ h o e r -,ph

+ 120

1 10/82 and 24/ 10/82

platl  N'O. lh



35 X 49

^  -  
> 100

R i . ^  f i b , ,  [ i n n

* 24 /1 0 /8 2

PLATE ,\Q. 1 7



S i z e :

Mi‘d i urn:

I-oc.it: i on:

^ u . i n t i t v :

D i s t r i b u t i o n

Cl t  1.  U V  1. u

3^,5 x 48 cm.

Photographic l i th o g r .  
(2 c o lo u r s )

S t r e e t s  o f  J.H.B. ,m< 
Wits Campus

♦ 100

31/10/82  and 19 /12/82

PLATE NO. 18



Ti t l e : 'Apartheid With l i t ? '
Size: 27 x 37 cm.
Medium: ideographic ithograpl

colours)
Location: Streets of J.H.B. and

Wits Campus
Quantity: + 110
Pi s t r i b u t i  on
Date  : " 6 / 1 0 / 8 2

PLATE NO.19



v.?.: 'Apartheid Sky f i t  '

' - 3 : 41 ,5  x 50 cm.

'

(2 c o lo u r s )

■ Ci. • c ; r' ':r*et£ o . . • ■
w it s  Cj v

C , '■'/* + o

i L s t r ibu t ic



i i L1 e :
S i z e :

Med i uni:

Location:

juan t i t y ;

i)i s t r i b u t  i o 
Date :

'Monument'

5 x 49 cm.

Photographic l i thograph  
(2 co lo u r s )

Wits Campus.
(Legal advice led to the 
avoidance c d i s t r i b u t i o r  
e l s e w h e r e ) .

+ 50 

13/10/82

LATE NO. 21
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FIG. 1 

FIG. 2

F I G .  3

F I G .  4

F IG .  5 

F IG .  6

F IG .  7

F IG .  8

F IG .  9 

F IG.  10  

FIG.  11

F IG .  12

F IG .  13

F IG .  14

LIST Or FI  G'i’PF.S

Y e l l o w  H o r s .-.  L a s c a u x .

Chefren (from Giza) ( • 2330 B .w . ) .

D i o r i t e , 1 6 1 . 7  cm.  E g y p t i a n  Mus eum,  C a i r o .

P o s e i d o n  ( Z e u s  ?)  ( c . 4 6 0  -  4 5 0  B . C . ) .

Bronze , 200 .8  cm. N at iona l  Museum, Athens.

T .  G e r i c a u l t  P o r t r a i t  o f  F u c e n e  D e l a c r o i x  

( c .  1 8 1 8 ) .  Musee d e s  B e a u x  -  A r t s ,  R o u e n .

G. R ie t v e l d .  Schr  ̂ icr H o u s e - ln t . -n o r  (192-*).

R.  R a u s c h e n b e r g .  R e t r  a c t i v e  ( 1 9 6 4 ) .

Oil a n d  s i l k s c r e e n  i n k  on  c a n v a s ,  1 - 7  x 2 0 5 . 8  cm.  

W a d s w o r t h  A t h e n e u m ,  H a r t f o r d ,  C o n n e c t i c u t .

A. W a r h o l .  F o u r  C a m p b e l l s  Soup C a n s  ; 1 9 6 5 ) .

O i l  a n d  s i l k s c r e e n  o n  c a n v a s ,  5 8 . i  x  3 8 . 2  cm.  e a c h .

R.  H a u s m a n n . Da d a  C i n e  ( 1 9 - 0  -  - - ) •

C o l l a g e  a n d  P h o t o m o n t a g e .  P h i l i p p e - G u y  E .  Woog.

V.  S u r i k o v .  M e n s h i k o v  i n  E x i l e  ( c a t e  1 9 t h  c e n t u r y ) .

A g i t - P r o p  T r a i n  o f  t h e  O c t o b e r  R e v o l u t i o n  ( 1 4 1 9 ) .

A. R o d c h e n k o .  R e c l i n i n g  c h a i r  t o r  a t n o . K i c  

p r o d u c t  i o n  ( 1 9 2 9 ) ,

V.  S t e n b e r g .  C o n s t r u c t i o n  i n  S p a c e  ( c .  1 4 2 1 ) .

I r o n ,  7 4 .  7 x 2 7 . 5  x 1 5 3 . -  cm.  W h e r e a b o u t s  u n k n o w n  .

V.  Tat 1 i n . Monume n t  t o  The  T h i r l  I n t e r n . i t  i o n a l  

(1920) .

Kcuzma P e t r o v - V o d k  i n e . The  D e a t h  o :  a ' orni u.e_ 

(1926) .
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FIG. 15 

FIG. 16

FIG. 17

FIG. 18

FIG. 19

FIG. 20

FIG. 21

FIG. 22

F. I n fa n te .  OraJs (1972)

A - Va" «ou w . W omen's M c u .n ,,.^  ( 1 9 u )

Bloemfonte in .

P. S top for th .  Detainee  (1978) .  

f er tcu d e  Posel C a l U r y ,  Johannesburg.

” : 1Se: 7 " '  ( 1 9 4 0 ) .
‘ Johannesburg Art G al lery .

A. P r e l U r .  Th_e Kraal ( 1946).

95 " S-Al G a l le r y ,  Cape l o w .

jj il  Lilli?.1 stencL'—of Memory (19 i n  
Oi: on canvas ,  23 .2  x 31 .9  cm.

Museum o f  Modern Art ,  New York.

FIG. 23
— e- Ch Student Pro te s t  Poster  ( 1968)



I "’7

Yf low Horse . Lascaux

Chefren ( i r  Giza)
( c .  2530 B.C.) .
D i o r i t e ,  161.7 cm. 
Egyptian Museum, Cairo .



FIG. 3: Poseidon (Zeus ?)
(c. 460 - 450 B.C.). 
Bronze, 200.8 cm. 
National Museum, Athens,

FIG. 4: T. Ge r i c aul t .  P o r tr a i t  of  
Fugy ne Dp I a ■ rolx7 (V . 1818^ 
Mus^e des Beaux-Arts,  Rouen.



' ' ) »  G. Ri e t v e I d .
Schroder H ou se-In ter ior  
TTTTTT. ■—

l' fG. 6: R. Rauschenberg.
’e t r m i c t iv e  (1964 ) .

011 and s i l k s c r e e n  ink on 
'-anvas, 147 x 205 .8  cm. 
Wadsworth uheueum,
I a r t f o r d , C o n n e c t i c u t .



.. .Varho L.
our Campuaiiii Soup Cans 19b .

T i l  and s i 1kscreen on canvas.
' m. »ach .

■ft: R. Hausmann. Dada Cino
1.1920 -  21) .  Collage  anc

tomontaiv .
■uy



FIG. 9: V. Surikov.
Menshikov in E x i l e
(Lace 19th century)

F I G .  1 0 : Agit-Prop Train of the 
October Revolution (ThT0 ■.

1



FIG. 11: A. Rodchenko.
Reclining chair for a 
theatre production (1929) .

FIG. 12: V. Stenberg.
Construction in Space (c. 1921). 
Iron. 7 4.7 x 27.5 x 153.4 cm. 
Whereabouts unknown.
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FIG. 13: V. T a t l i n .
Momument to The Third 
I n te rn a t io n a l  (1920).

FIG. 14: Kotizma Petrov-Vodkine .
The Death of a Comrade 
(1926).



FIG. 15: F. I n fa n t e .  Beads
(1972) .

FIG. 16: A. Van Wouv.
Wo m e n ' s  M o n u m e n t  ( I V U ) .  

' i i l o e m f o n t e i n  .
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r I C - 171
G 'f r t^ "  Posel Gallery, 
J o h a n n e s b u r g •

F I G .  18:
G. Sekoto. YeHow Houses
g n n h i a t o w i j  ( 1 9 4 0 ) .  Cu 1 .
J o h a n n e s b u r g  Art Caller' r •



m i  i

FI G' l 9 !
s . A.  Nat ional G al lery ,

FIG. 20: S. D a n i e l l .
Bnshn.an Armed for an 
Expedit ion (1831)-  
Aquat intTFehr C o l l e c t i o n .  
Cape Totm.



FIG. 21: s. D a l i .  The P e r s i s t e n c e
of  Memory (1931).
Oil  on canvas.  23. 2 x 3 i . )  cm. 
Museum of Modern Art,  New York.

fey x v .t

FIG. 22: FA L i s s i t s k y .
Propa^tnda poster in a street
o f  V i t e b s k  ( 1 9 2 0 ) ,
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S O I S
JEVNE
TAIS
T O !

FIG. 23: French Student Pro t o s t  ?ost:er

(1968) .
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