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WHERE THERE IS NO VISION, THE PEOPLE PERISH.

Proverbs, 29.18

The end of the human race will be that it will eventually
die of civilization.

Ralph Waldo Emerson.

We say that the painter interrogates the world. It is not
quite true - the painter is interrogated by the world and
it is his job to give an answer.

Renato Guttuso.
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INTRODUCTION

We, i.e. contemporary Western man, live in a society which has in-
creasingly embraced Science and Technology as the ultimum bonum.
The Machine, i.e. Science and Technology, has come to be seen as
an impersonal force, a New God - omniscient, omnipotent: to be
worshipped and, alas, also to be feared. This mythologem has come
to pervade almost every sphere of our 1lives in a paradigmatic way
to the extent where it is hardly ever recognized for what it is

and hence fails to arouse the concern it merits.

While some of the more perceptive minds - such as Erich Fromm,
Rufino Tamayo, Carl Gustav Jung, Konrad Lorenz and Arthur Koestler,
to mention but a few - have started ringing the alarm bells, the
vast majority of our species seem to plunge ahead with their
blinkers firmly in place (more or less contented as long as they
can persude themselves that these blinkers were manufactured ac-
cording to latest technological and scientific specifications).
Man's uniqué]y human powers - his creative intuition, his feelings,
his moral and ethical potential, have become sadly neglected and

mistrusted.

Homo sapiens - "homo maniacus" as Koestler suggests? - is now at
a crossrcads: he has reached a point where the next step could
be the last step and result in the annihilation of man as a species.,
Alternately, avoiding that, there is the outwardly less drastic but
essentially equally alarming possibility of men becoming robots,

while a third alternative has yet to be found.












CHAPTER ONE

PATHOGENESIS : PARTHENOGENESIS

In the beginning there was magic. For primitive man, no split
between artistic and scientific processes existed; both were in-
terwoven and together constituted magic. Of this magic the Shaman
was the custodian and arbiter - he was the link between the world
o% men and the world of those forces, both seen and unseen, not

understood by men.

Magic was essential to primitive man in dealing with his world -

the physical world of nature and animals and fellow humans as well

as the non-physical worild of religious and transcendental experience.
Hence we have the Shaman performing his rites and fulfilling a mul-
tiplicity of roles - being medicine man and healer, as well as poet,

artist, and religious mediator.

As man's cultural evolution progressed, specialization set in in
Western manland a split occurred between reason and imagination,
intellect and feeling functions, until the position crystallized
to the point where we had men of science on the one extreme and
men of art on the other - representing apparently irreconcilable
opposites. These came to be seen not as complementary functions
or poles on the continuum of the human spirit and its activities
but as ways of dealing with the world which fought each other and
where only the one or the other could be "right", to the exclusion

of the other.






In mediaeval times, the emphasis fell on feeling, on faith and be-
lieving, and the spirit of scientific enquiry was decried as heresy
and suppressed and fought with well-nigh fanatic vehemance. With
the advent of the Renaissance, a blossoming of the human faculties
occurred and the "universal man" became the new ideal. Both scien-
tific and artistic activities flourished, much ancient knowledge

was rediscovered and taken further. Man discovered himself as man
-neither of god-Tike magnificence on the one hand nor of insect-like
insignificance on the other, but somewhere inbetween, with a growing
awareness of his human capabilities. It was characteristic of
Renaissance man to be involved in more than one field of interest
and enquiry. In as far as the ideal man was the "universal man",
Leonardo da Vinci was not really an exception in principle but rather

in the degree or magnitude of his genius.

Yet there was another, less positive, facet to the Renaissance
phenomenon, for a rift arose between man's traditional Christianity
and his rational or intellectual mind: "With the dawning of the
Renaissance; a revolutionary change began to occur in man's con-
ception of the world. The 'upward' movement (which reached its
climax in the Middle Ages) went into reverse - man turned back to

the earth."1

He rediscovered the beauties of nature and the body,
made the first circumnavigation of the earth, and proved the world
to be a sphere. The laws of mechanics and causality became the
foundations of science. "The world of religious feeling, of the

irrational, and of mysticism, which had played so great a part in

medieval times, was more and more submerged by the triumphs of

1. Jdung, C.G. Man & His Symbols, p.244.






logical thought.”1

Similarly and simultaneously, art became more realistic and sensuous.
It broke away from the religious subjects of the Middle Ages and em-
braced the whole visible world, taking interest and delight in nature,
"It was overwhelmed by the manifoldness of the earth, by its splen-
dour and horrors, and became what Gothic art had been before it -~ a

true symbol of the spirit of the age.”2

Aniela Jaffé points out that in spite of the far-reaching changes

in art, philosophy, and science brought about by the Renaissance,
the central symbol of Christianity remained unchanged. Christ was
stif] represented on the Latin cross, as he is today. "That meant
that the centre of religious man remained anchored on a higher, more
spiritual plane than that of earthly man, who had turned back to
nature. Thus a rift arose between man's traditional Christianity
and his rational or intellectual mind. Since that time, these two
sides of modern man have never been brought together. In the course
of the centuries, with man's growing insight into nature and its
laws, this division has gradually grown wider; and it still splits

the psyche of the Western Christian in the 20th Century."3

Fromm offers an interesting observation when he points out that in
the East "paradoxical thought led to tolerance and an effort towards

self-transformation whereas in the West the Aristotelian standpo{nt

1. Jdung, op. c¢it., p.244,
2. Jaffé in Jung, op. cit., p.244.
3. Jdung, op. eit., p.245.
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led to dogma and science, to the Catholic Church, and to the dis-

covery of atomic energy.”1

As Jaffé points out above, matters did not improve as the centuries
rolled on; they went from bad to worse, passing through the so-
called Age of Reason or Enlightenment, and with that to the Indus-
trial Revolution. The Age of Enlightenment and the Scientific
Revolution seemed to signal a new departure for man. "They did, in
so far as the conquest, and subsequent rape, of Nature are concerned;

but they did not solve, on the contrary they deepened, his predicament.”2

With the advent of the Industrﬁa] Revolution, we soon enter into

our own epoch of fully-fledged mechanization and a growing scien-
tific materialism with a conbomitant commercialization of practic-
ally all spheres of 1ife. The Industrial Revolution brought about
changes in our world which were both technological and socio-economic-
cultural. Together with the change in our physical environment -
which became more and more man-made - came changes in the way we

see and relate to ourselves, leading to a sometimes severe degree

of alienation, not only from nature and other men, but also from
ourselves. In the words of Robert Hughes, we live,"Unlike our grand-
parents ... in a world that we ourselves made., Until about fifty
years ago,“3 he continues,"images of Nature were the keys to feeling
in art. Nature - its cycles of growth and decay, its responses to
wind, weather, light, and the passage of the seasons, its ceaseless

renewal, its infinite complexity of form and behaviour on every level,

1. Fromm, The Art of Loving, p.69.
2. Koestler, A, The Ghost in the Machine, p.238.

3. Hughes, R. The Shock of the New, p.324






from the molecule to the galaxy - provided the governing metaphors
within which almost every relationship of the Self to the Other
could be described and examined. The sense of a natural order al-
ways in some way correcting the pretensions of the self gave mode
and measure to pre-modern art.”1 If this sense has become dimmed,
it is partly because for most people, Nature has been replaced by
the culture of congestion - of cities and mass media. "We are
crammed Tike battery hens with stimuli, and what seems significant
is not the quality or meaning of the messages, but their excess.”2
We have what has been termed a "fantastic overload” and it has
changed our art. Particularly over the last thirty years, the
combination of capitalism in its twentieth-century form and elec-
tronics nas given us a new habitat, our "forest of media“.3 The
extent to which culture has replaced nature can be gauged, too,
from colloquial expressions - where people once spoke of jumping
off the nearest cliff, they now more often talk of doing the same

from the nearest high-rise.

Enormous as the changes were that technology and the Industrial
Revolution brought about in man's social and political 1ife, they
were, although frequently tackled in literature, largely bypassed.
in art. It was as if art went into a kind of state of shock for
some time, and artists either continued to paint from a more or
less pastoral premise or else painted merely the superficial aspects
of what had happened to and in their world, producing pictures that

were either illustrative or anecdotal,

1. Hughes, op. c7z., p.324.
2. Loc. cit.

3. Loe. cit.












When political economy abandoned the humanist standpoint for a
sophistical defence of property, the link between science and art

was broken.”1

Not that there wasn't at least one exception to this rule: William
Morris, who had studied both architecture and painting for some time
(the latter under the influence of Rossetti) was emphatically anti-
industrialist in his poems and other writings and actively supported
a socialist theory for the regeneration of man by handicraft. In
1861 he founded the firm of Morris & Co., to produce wallpapers,
furniture, tapestries, and stained-glass windows (many of which were
designed by Burne-Jones ), carpets and furnishing materials in a style
entirely different from that of contemporary Victorian decoration.
With his Kelmscott Press, founded in 1890, he did much to raise the
standards of book design and printing, favouring‘a revival of
mediaeval blackletter where Lucien Pissarro's Eragny Press (1896)

concentrated on modern type faces.

Critics of Morris's mediaevalism should yet give him credit for his
protest against commercialism and his assertion of the necessity
for natural decoration and pure colour, produced by hand work and
inspired by a passion for beauty irrespective of cheapness or quick-
ness of manufacture - even if it may be said that in a sense he

evaded the problem of machine production.

There were two reasons why art could not or would not probe the

changed dimension of 1ife straightaway - one being the tremendous

1. Hultén, K.G. Pontus. The Machine as seen at the End of the
Mechanical Age, p.10.
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optimism that accompanied the early stages of the technological
revolution - so that there seemed to be no problem - the other,

and this applies more poignantly to the later stages, being a

lack of metaphors to give expression to a changed Weltbild - a
Weltbild, furthermore, in which the work of art faced unprecedented
competition from its surroundings. In the twentieth century's cul-
ture of mass media art could not easily be experienced the way in
which it could be before. There were too many distracting elements
around competing for attention. The background to the organized
sound of Gregorian Chant in a mediaeval monastic community, for
instance, was not haphazard noise. "Silence - the silence of nature
itself, in which the random noises of culture were swallowed up -
was one of the dominant facts of medieval 1ife outside the cloister
as well as inside 1t.”1 And Hughes comments that "In an ill-artic-
ulated world, a place not yet crammed with signs, images, and
designed objects, the impact of a choir heard in the vast petrified
forest of a Gothic cathedral might well have exceeded anything we
take for 'normal' cultural experience today. Now we see the same
cathedral through a vast filter that includes oureclectic knowledge
of all other cathedrals (visited or seen in photographs), all other
styles of building from primitive nmuragh? to the World Trade Centre,
the ads in the streets outside it, the desanctification of the buil-
ding, its conversion into one more museum-to-itself, the secular
essence of our culture, the memory of 'mediaeval’' sideshows at Dis-

112

ney World, and so on and so forth .. Another factor in all this

1. Hughes, op. cZt., p.324.
2. Ibid, p.324-5.
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is that nothing could be retrieved or reproduced, and therefore the
"pre-technological ear listened to - as the pre-technological eye
was obliged to scrutinize - one thing at a time. Objects and images
could not, except at the cost of great labour, be reproduced or mul-
tiplied. There was no print, no film, no cathode-ray tube. The

idea that we would live immersed in a haze of almost undifferentiated
images, that the social function of this image-haze would be to erode
distinction rather than multiply the possible discriminations about
reality, would have been unthinkable fo our great-grandparents - let

alone to our remote ancestors.”1

Thus, a situation developed where art had to compete with a "torrent
of signs that were more vivid than its own 1'matges”2 and where the
only way for it to defend itself against the incursion of a mass
environment seemed to lie in assimilating the signs and other

elements of the new environment.

So one has, in the early twentieth century, artists 1like Joseph
Stella painting Battle of lights, Coney Island (1914) or New York
Interpreted V : The Bridge (1922), or Stuart Davis painting a bot-
tle of 0dol (1924) on which both the name and the slogan ("It puri-
fies") are clearly legible - in contrast to the label on a bottle

of absinthe in a Degas or the book titles in a Van Gogh or a Cézanne
portrait. (The Pop artists of the 1960's, about whom I shall speak
more fully later, were to take this dialectical interplay between

the language of the sign and that of the painting further, without

1. Hughes, op. cit., p.325.

2. Loe., cit.
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Cubism grappled with at least the first of these questions and was

the first painting style to reflect a radical change in man's way

of seeing the world in almost five hundred years. In this, I be-
lieve, it runs parallel to and reflects the change in the scientific
world view which, before Einstein and quantum physics, was influenced,
if not shaped, by the work of Newton, Descartes, Bacon, and others

in the seventeenth century and which was very much a mechanistic

view "that sees the world as a machine made of separate objects

working together.“1

In the Cartesian system, all material things - human beings, animals,
p]anﬁs and inorganic nature - are seen as machinés, ruled by the
same inexorable laws derived from mathematics and so susceptible of
analysis by the quantitative methods of mathematics. And although
mathematical methods could only deal with quantitative, not qualit-
ative, phenomena, they were, in the seventeenth century, neverthe-
less applied to all human experience. Only those properties of
matter that could be objectively measured - its dimensions, mass,

and motion ; were regarded as real, "Those that depended on the
subjective senses - colo_r, taste, and odor - were considered to

possess no external rea]ity.”z

This view changed dramatically during the first three decades of
this century. For the first time, physicists studied atoms, their
structure, and then the structure of sub-atomic particles. And they

found that most of the classical concepts could no longer be

1. Dr Fritjof Capra as quoted by Jocelyn Ryder-Smith in "Einstein
and the Buddha", The Listener, 11th March, 1982, p.12.

2. Hultén, The Machine ..., p.8.
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maintained to describe this new atomic and sub-atomic reality. The
new view that emerged no longer sees the world as a machine consis-
ting of separate objects, but rather as an organic whole or network,
a web of relationships which includes the observer in a very essen-
tial way. "One overriding and crucial result is that these sub-

atomic particles cannot be understood as isolated physical entities.
Instead, they are interconnections or correlations between various

processes of observation and measurement.”1

Part of Dubuffet's philosophy, as expressed in his Anticultural
Positions speech in 1951, was the same distrust of analysis, which
makes him prefer to observe an object or phenomenon in its surroun-
dings rather than divorced from them. "If there is a tree in the
country, I don't bring it into my laboratory to look at it under
my microscope. Because I think the wind which blows through its
leaves is necessary for knowledge of the tree and cannot be separ-

ated from it ,..”2

One can, then, legitimately say that an object consists of molecules,
which in turn consist of atoms, and the atoms consist of particles

- "but these particles are no longer independent entities - they

are interconnections in one dynamic network of relationships. And
then ... by implication, if the particles are not independent, then
the atoms are not independent, and then the solids, liquids and gases
formed by atoms are not independent, so everything is interconnected

and everything is one single who]e.“3

1. Capra, op. cit., p.12.
2. Dubuffet as quoted in Jean Dubuffet: A Retrospective, p.18.

3. Capra, op. ctt., p.l12.
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doubt can be heroic, if it's Tocked into a structure as grand as
that of the paintings of Cézannes old age, is one of the keys to
our century, a touchstone of modernity itself. Cubism would take

it to an extreme.”1

The Cubist painter Fernand Léger displayed few of these doubts and
very consciously embraced the Machine and its possibilities in "a

2 He beljeved that he

sustained confession of modernist hope."
"could make images that would cut across the barriers of class and
education - a didactic art for the man in the street, not highly
refined but clear, definite, pragmatic, and rooted in everydéy

experience,"3

In The Cardolayers (1917), he painted his fellow soldiers as though
they were automota, constructed from tubes, barrels, and Tinkages.
Léger confessed that his great visual epiphany in the trenches had
been "the breech of a 75-millimetre gun in the sunlight, the magic
of Tight on white meta1”4, and he applies the forms of mechanized
warfare to the human body. Even the insignia and medals on these
robot-Tike human beings might be factory brands. But, as Hughes
says, all this may look more austere than it was meant to. And,
once more, it is worth quoting Hughes: "What interested Léger
about the machine was not its inhumanity - he was not a Kafka or

a Fritz Lang - but its adaptability to systems, and this is the

—
.

Hughes, op. ezt., p.18.
2. Ibid., p.34.
3. Loe. cit.

4. Ibid., p.36.
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underlying theme of his grandest social image, The Three Women

(1921)."]

Bodies and furniture are geometrically simplified, "as
deliberate as an Alexandrine", according to Hughes, who calls this
"one of the supreme didactic paintings of French classicism, em-
bodying an idea of society-as-machine, bringing harmony and an end
to loneliness. This philosophical harem, though dealing with a
subject not unlike that of Picasso's Demoiselles, is far from it in
spirit. Instead of Picasso’'s fragmented vision of les belles dames
sans merci, we are offered a metaphor of human relationships working
as smoothly as a clock, all passion sublimated, with the binding

energy of desire transformed into rhythms of shape.”2

Robért Delaunay, too, was thoroughly imbued with an optimistic sense
of modernity, and for him, as for many of his contemporaries, the
master-image of modern man's achievements and potential was thé
Eiffel Tower ~ built for the Paris World Fair in 1889 - which he
painted at least thirty times and which he viewed "with real ecstasy

3 In

as an ecumenical object, the social condenser of a new age."”
his painting The Red Tower (1911-12) he depicts it astride the city,
its vast grid rising over Paris with the sky reeling through it - a

potent image of modernist aspirations with 1ight seen through structure,

Futurism, which was primarily an Italian phenomenon and more or less
coincided timewise with Cubism, manifested as the most vociferously
optimistic painting movement of the early twentieth century. It

produced a dynamic war-glorifying, machine-worshipping art that

1. Hughes, op. cZt., p.36
2. Loc. cit.

3. ILoc. cit.
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Then there was Dada. The Dadaists were shocked, outraged, and dis-
gusted that a culture that professed to be rational, enlightened,
and which prided itself on being highly civilized - embracing high
ideals and seemingly entering an epoch in which human evolution
would achieve an unprecedented flowering - could irrupt into the

wholesale barbarism just witnessed in World War One,

Hans Arp, the most gifted of the Zurich Dada, wrote: "Repelled by
the slaughter-houses of the world war, we turned to art. We searched
for an elementary art that would, we thought, save mankind from the

furious madness of these times.”1

As the Dadaists saw it, machinery
had raped Europe from end to end, killing millions: the only hope
seemed to lie in a fresh start, a cultural infancy. If the Futurist's

version of Zarathrustra was the Machine, Dada's was the Child.

Thus, the art or "anti-art"” manifestations of Dada were mostly
characterized by an over-emphasis on spontaneity and protest against
established conventional norms and structures. The Dadaists were
intensely critical of the traditions, premises, rules, logical bases,
even the concepts of order, coherence, and beauty that had guided the
creation of art throughout history: After World War One, all ration-
ality, all structure and manifestations of the culture that had

produced these, were suspect.

Much of the Dada sensibility found its expression in the Cabaret
Voltaire in performances of shocked outrage accompanied by a wildly
imaginative humour. There were Duchamp’s ready-mades, "signed” by

him, Picabia's drawings of bits of machinery with incongruous titles,

1. Hughes, op. ett., p.61.
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The Dadaists' reaction is often condemned as "nihilistic” and des-
tructive and criticized as not having put anything positive in the
place of that which they pulled down from its pedestals. However,
their emotion was genuine, and characteristic of the first stages

of pain and shock and agonized disbelief that follow catastrophe.
Only sensitive, feeling human beings could have been capable of

such an intense reaction. So, though Dada itself never evolved in-
to an art style - as Cubism and Futurism did - it did and does stand
for a particular sensibility that was anti-sham, anti-dehumanization;
and if Dada itself never provided much of an alternative proposition
to that which it pulled down, at least in pulling things down it
cleared a space in which others could then build up again. As
Picasso once said, "Destruction is an inevitable part of creation“‘

- and so, in the bigger scheme of things, the Dadaists have a place.
Underlying even their wildest antics, there was a seriousness of
purpose and a search for new vision and content that went beyond any
merely frivolous desire to outrage the bourgecisie. Despite their
avowed negativism, their outlook was at least in part a return to

1

Kandinsky's' inner necessity and a protest against rationalized and

mechanized death: hence an affirmation of Iife forces,

1. Kandinsky, Concerning the Spiritual in Art.
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CHAPTER TWO

MAINSTREAM AND OTHER MOVEMENTS AFTER 1945

The Watershed and after

1945 represents more than just a convenient point of demarcation
for the historian or art historian. If World War One did a lot
to shake mankind's faith in its own rationality and the millenial
possibilities of the Machine, World War Two might be thought to
have exploded it altogether. And indeed, 1945 can be regarded as
a watershed in human history and, as art is inextricably entwined

with human fate, a watershed in artistic endeavour,

It is the year in which the second world war ended - a war in
which machines played an overwhelmingly important part - and also

the year in which the thermonuclear bomb was dropped on Hiroshima.

By 1945 nobody alive could still entertain any illusions that
the possibilities inherent in the machine were only positive.
Seven years of mechanized warfare and the bomb dropped on Hiro-
shima had severely rocked man's belief in the mechanical mil-
lenium. As Arthur Koestler suggested, we might start a new
calender - at least in our minds - dating from that event. This

would posit us now in the year 40 p.H. - post Hiroshima.

Doubts about the Machine (technology) arose which should rather
be doubts about man's use of technology. The one-time optimism
turned into profound pessimism, anxiety, and terror; and tech-
nology got a bad name, which really amounts to misplacing the

blame by apportioning responsibility to an entirely man-made
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phenomenon; and it is man really, not "Technology", that should

shoulder it. We shall return to this concept presently.

Painting over these last forty years has reflected just how

much our world and our conception of ourselves in it has changed.

This change was not immediately apparent as a wave of immeasurable
relief swept through Europe and the rest of the Western world
with the liberation from the terrors and oppression of the war in
1945, But artists, 1ike the rest of afflicted humanity, needed
time and effort to reorientate themselves. It was not immediate-
1y recognized that this war had disrupted creative activity at
least as radically as the 1914-18 war had, and for a while it
seemed possible to continue creating from the same premises and
concepts,even stylistic forms, that had constituted the basis for
much pre-war art, and which had been battled for at such Tength,
"For many artists, the war had been a continuation by other

means of the defence of the same ideals against the same enemy.”1

However, it became apparent that man had to reassess not only
his world but also his position in it and, with that, his own

nature.

Soon after the war, an exhibition of works by Picasso and Matisse
(both of whom had kept working right through the war years) was
held in Paris - a gesture of attempted re-assurance, one surmises,
not so much to the artists concerned as to a public whose world

had been disrupted and disfigured by seven years of mechanized

émi]e Langui, "Expressionism since 1945 and the Cobra Movement",
Figurative Art since 1945, p.59.
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warfare, "Life blossoms on the ruins“1, A. Hammacher prophesied
immeidately after the liberation of the occupied territories -
which in the face of so much destruction can be read either as
wishful thinking or as a supreme statement of faith, But, in-
deed, though not exactly springing into immediate blossom, 1ife

forces did begin to stir again.

In terms of art movements, Abstract Expressionism was the first
reaction to the horrors that a too one-sided utilization of the
mind can visit on us. Man had seen his Mechanical Paradise turn
into a Mechanical Chamber of Horrors in which he became dehuman-
ized and estranged. In such a situation the most urgent task

was for him to re-find and re-define himself - only after that
could he go abdut adjusting the outer world once more to inner
reality: a more truly human reality. This is where Abstract
Expressionism came in, and in this context it is worth quoting
Alfred Manessier at some length: '"What we have to reconquer is
the weight of lost reality. We must make for ourselves a new
heart, a new spirit, a new soul, 1in the measure of man. The
painter's true reality lies neither in Abstraction nor in realism,
but in the reconquest of his weight as a human being. At present,
non-figurative art seems to me to offer the one opportunity for

the painter to approach the inward reality of himself and to
grasp the consciousness of his essential self, or even of his
being”, and he goes on to say that via this process he can event-

ually even "reach the outward reality of the wor]d,"2 Manessier

Figurative Art since 1945, p.59.

Quoted in Jung, ... Symbols, p.268.
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"Cold the Sense and Lost the Motive of Action“1 - PQP

The Pop artists set out to embrace the Machine and its products
as evidenced in the urban environment, wholesale. Pop art has
often been praised for being optimistic and taking a positive
stance vis-a-vis urban industrial machine culture, but it evaded
any of the profounder issues inherent in its subject matter and
the alleged optimism was thus a mindless one. Pop is slick,
superficial, and shallow - albeit accomplished superficiality.
Unlike the work of George Grosz and the Social realists of the
1930's who were attacking the ugliness and inequities of urban
civilization, Pop's attitude to Machine culture is not satirical

or antagonistic.

Yet, however, shallow one deems Pop Art to be, one-cannot ignore

it in the context of the present enquiry, because of

a) 1its involvement with technology and its products as subject
matter and the machine-derived preoccupation with repetition

and mass production (cf. Warhol) and

b) because its very shallowness and depersonalized attitude
reflects that of modern man in a technological society

generally.

The image of man does not often figure on a Pop canvas. Instead,

to use Emerson's words, "things are in the saddle and ride man-

2

kind"™ - and not the things of Nature but the things that are the

products of the Machine, When man does appear in a Pop work, he

Eliot, T.S. "East Coker", Collected Poems 1909-62, p.200.

Lippard, Lucie R. Pop 4rt, p.7.
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In 1956, an exhibition called "This is Tomorrow" was held at the
London ICA, taking a look at the mass imagery of the early elec-
tronic age. Here, Hamilton exhibited a small but telling, semi-
ironic collage entitled Just What Is It That Makes Today's Homes
So Different, So Appealing? (1956). It reads like an inventory

of technological novelties complete with moon ceiling, brand-new
vacuum cleaner, magnetic tape, packaged ham, a large Ford emblem
on the lampshade, a telephoning lady on the television screen,

the muscle man and the strip-show dame displaying their physique

as Product (not forgetting the giant-sized phallic sucker he is

- holding, with the word "POP" printed on it), and, visible through

the window, the movie theatre's billboard advertizing The Jazz
Singer - a technological innovation in that sphere (wide screen

and magnetic sound).

This collage contained as in a nucleus all the elements that
later Pop artists were to draw on for their images: Lichtenstein
was to use the comic as source material (in Just What Is It .
there 1§ a framed Young Romance comic on the wall), Rosenguist
would use the equivalents of the packaged ham on the table, and

SO On.

In 1957, Hamilton produced in his Hommage d Chrysler Corp. an
amalgam of pieces taken from Chrysler's Plymouth and Imperial
"ads” with some General Motors and a bit of Pontiac material. The
end result combines an effect of Bug-Eyed Monster with traces of

1

"the Equisite Form bra diagram and Voluptua's lips"  as Lucie

1.

Lippard, op. ett., p.41.
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tomato sauce). The overall impression this composition gives,
is that the world of cars subjugates everything else into dead-
ly stillness. The presentation, nonetheless, remains cool and

detached,

His The F-III may be even larger but is skimmed over even faster

in its brash superficiality.

In contrast to Rosenquist's Ford stands Edward Kienholz's tableau
of a Back Seat Dodge - '38 (1964). Utilizing practically the
same "ingredients" of car, lovers, and mutilation, it shows in-
volvement, and comments: certainly not a Pop work. In the words
of K.G. Pontus Hultén, "In a city [ Los Angeles] where death is
not accepted as real, real life, too, becomes impossible., With
his tableau, Kienholz has forced people to recognize time and has

given them a history whether they want one or not,”1

The model of the car, as well as details such as the brand names
on the bger bottles, the raccoon tail, etc., all relate to the
war years. Not only are we forced into a confrontation with
past and present, we are also told of a machine that has Tost
its innocence. Mirrors in the car give back our own reflection,
making us participants rather than merely spectators., It is not
a specimen in a nightmare museum of the recent past that we are
looking at but rather a poignant challenge to reassess the pre-

sent by having the past forced at us.

Hultén, The Machine ..., p.183.
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The work of Peter Phillips is typically Pop in its readiness

to accept the material uncritically, and he has written that
his awareness of machines, advertizing, and mass communications
probably differs from that of an older generation that's been
without these factors: "I've lived with them ever since I can
ul

remember and so it's natural to use them without thinking.

Says he.

The plastic, prefabricated aspect of Pop is particularly evi-
dent in works such as Tom Wesselman's Great dmerican Nude No 57
(1964) (and the rest of his production-line plastic nudes) where
the faceless human is turned into a commodity no different from

those you can pick off the supermarket shelves.

One wonders what has happened to Tom Wesselman. Has he gone

the way of all plastic?

Not plastic, and not Pop - though initially proceeding from a
basis of ideas that were to become the springboard for Pop -

is the work of Eduardo Paclozzi. Paolozzi, after 1954, became
obsessed with the relations of technology to art and created

in his drawings and sculptures a human image suffused with tech-
nology. The most striking and typical are his 1955 drawings

of a man with a camera or other machinery embedded in his

face as if it were part of the head. This and his junk sculp-
ture Saint Sebastian No 2 (1957) call to mind the words of

Erich Fromm, sociologist and psychologist, when he points out

the danger of men turning into robots: "In the 19th century the

Lippard, op. cit., p.60.
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plant which, "according to an eye-witness lab worker, 'worked
its arm into an unnatural position' and began smashing itself
to pieces"1 - which, the author wryly comments, "represents the
world's first electronic suicide attempt“z. And he speculates
that there is perhaps some slight consolation in the thought
that even machines can't cope with the stress of modern living.

"They're getting more like us every day,”3

Technophobia and related stress reactions and manifestations

are ubiquitous.

The popularity of a TV programme such as "Knight Rider” - in
which "Kit" the car, the Machine, is humanized, can think, feel,
and talk, be enthusiastic or sad - seems to indicate a longing
for a more humanly proportioned world (though this longing is

probably far from being conscious in the majority of cases).

The surfaces of Paclozzi's sculptures often carry the imprint
of war memories, with traces of manufactured objects, from
bombsights to polyethylene toys. He has given this sort of
thing expression in words, too, as for instance in his lines

which evoke the memory of a crashed Nazi plane in World War Two:

Twisted and pulled still recognizable crashed JUNKER
part of the anatomy fusclage exposed like a wounded beast
zinc-allov picce filled with Scottish clay

Fragment of an autobiography 4

Black, op. cit., p.50

Loe. cit.

Loc. cit,

Lippard, op. ett., p.35; originally in Eduardo Paolozzi, "Notes

from a lecture at the ICA 1958", Uppercase, London, n.d.
(probably 1958).
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Robert Rauschenbérg, who consciously set out to explore the

"gap between art and 11fe“1, often uses technical devices in

his "combine-paintings”" to involve the surrounding space. So,
some incorporate radios whose sound fills the space of the room,
thus belonging both to the piece and to "1ife", In other in-
stances electric lights are made to serve the same purpose.

In his Pantomime of 1961 two fans are employed, and Hultén says
of this that the two currents of air moving over the painting
behind them keep it fresh and in constant relation to the atmos-
phere of the room: "The display of electronic cords connects

2

the work of art to the current of 1ife."~ This maybe so, but

it does sound a bit pseudo-profound.

Pop had strong links with themes of technology and was, what- |
ever its other aesthetic derivations, very much a product of

man in a technological society.

Seers Without Vision

While te%hno]ogy is evidently the concern of many artists of

our time, and while they can see man as assaulted by the Machine,
their response has often been to try and meet it on its own terms

and compete with it.

In this, they have fallen prey to the same paradigm as the man
in the street: the Machine and "scientific" procedure have be-

come the yardstick against which any endeavour, including human

Lippard, op.\cit., p.6. He is often quoted as saying that
"Painting relates to both art and 1ife. Neither can be made.
(I try to act in that gap between the two)."

Hultén, The Machine ..., p.188.
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Kinetic Art is based on the idea that light and movement can
create a work of art. Objects usually made of moving pieces
of metal, glass, or similar materials are made to gyrate and
in combination with changing effects of coloured lights, create
shadows and reflections - whirring and flickering "1like egg-

beaters onamphetamine”1

, to borrow Robert Hughes' fitting phrase.
The addition of a fourth dimension, time, to the existing three
of the traditional art work was expected to forge a link between
technology and art and to involve the viewer in the work's matrix,

... The result: Keeping up with the Einsteins can be as pseudo-

productive as keeping up with the Joneses,

As in the example of Kinetic Art, the machine (i.e. technology)
is often seen as having outstripped art in its development and
artists fear that in the process the work of art has become
redundant and obsolete. Dazzled by the undoubted achievements
and unprecedented new materials of technology, these artists

tend to confuse medium and essence (or message) and seek the
answer {n abandoning old techniques in favour of experimenting
with Taser beams, computer systems and sound synthesizers, some-
times in collaboration with engineers. A1l this usually amounts
to is that the medium becomes the message (or a kind of "cerebral
masturbation" as Dr Tsion Avital of Tel-Aviv and Ben-Gurion Uni-
versities put it)z, and technique or material - instead of giving

outward form to a content, a vision - replaces vision.

Hughes, op. e¢it., p.385.

As stated in a personal interview by Dr T. Avital in Grahams-
town at Rhodes University in April 1983.
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This was sadly evident in the results of a competition arranged
by the international organization Experiments in Art and Tech-
nology (E.A.T.) which invited the "effective coﬂaboration”1
between engineer and artist and was held as an extension to a
major exhibition entitled THE MACHINE at the Museum of Modern
Art in 1968. (Significantly, the jury of the competition was
announced to consist of "scientists and engineers from the tech-

nical community who are not necessarily familiar with contemp-

orary art“z- or any other art, one may safely assume.)

The works that won awards in this competition, judging from their
reproductions and descriptions in the catalogue, are variations
on a non-theme and include pieces like a sculpture called Heart
beats Dust (1968), made by the artist (so designated in the

catalogue) Jean Dupuy and the engineer Ralph Martel.

I must here apologize for the poor quality of this and a number
of other reproductions I am using: unfortunately it proved im-
possible for me to obtain a copy of Hultén's catalogue when I
wanted to photograph some of the examples referred to in my text.
The two universities in South Africa which have it on record,
reported their copies as missing. [ therefore had to make photo-
static or photographic copies of those photostats I made when I

did have the catalogue on loan previously.

The speculation that SOMEBODY must have the missing catalogue
copies with their spectacular embossed-aluminium covers does not

seem far-fetched and seems to be yet another indication that

Hultén, The Machine ..., p.198.

Loec. cit.
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whether people are "pro" or "con" technology (and for that mat-
ter, art), it intrigues them endlessly. Whether the Machine

edifies, mystifies, or terrifies us, we seem inescapably drawn

into a confrontation with it.

Heart beats Dust consists of dust enclosed in a glass-faced cube
and made visible by a Tight beam of high intensity. The dust is
"activated by acoustic vibrations produced by the rhythm of heart

ul Pontus Hultén (the director of the Moderna iMuseet in

beats.
Stockholm and compiler-coordinator [director] of this exhibition)
proceeds to call this sculpture the achievement of "A sensitive
collaboration between natural forces withiﬁ and outside the human
body."2 As so often with more recent developments in art, one

is hard put to say what is more pretentious: the work in ques-

tion or the interpretation assigned it by the cogniscenti.

Another case in point from the above exhibition - lest it appear
that the work just described is an exception in its pretentious
emptiness - is the fruit of the combined labours of one Wen-Ying
Tsai (artist and engineer) and one Frank T. Turner (engineer).
Entitled simply Cybernetic Sculpture (1968), it consists of
multiple stainless steel units, each 9'4" high x 20" diameter

at base; oscillator, stroboscopic lights, and electronic equip-
ment. Again, it amounts to no more than a playing, on the most

superficial level, with technical possibilities. ,

The same verdict can be passed about ZLLI by John W. Anthes

and Tracy S. Kinsel. What ZELLI does here, we did with torches

Hultén, The Machine ..., p.200

Loe. cit.
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or "sparklers" when we were very young - [ fail to see how
achieving the same effect with Laser turns the end result into

a profound work of art. According to Hultén, we have in ELLT
(short for Electronic Laser Light Image) "the completely dema-
terialized sculpture that Gabo predicted as a further step beyond

1

his Standing Wave in 1920." Let any further comment demater-

jalize, too.

The underlying rationale in these works is really the same as
that underlying Op and what may be called stage-one Kinetic Art
- "rationale" being the operative word rather than true creativ-

ity which always proceeds from a basis of experience and encounter.2

The nature of the work of art uséd to consist - and to my mind
still does - of bodying forth in perceptible form (visual or
tactile or aural) the process and outcome of an encounter between
the artist and his or her world., It thus entailed two fundamen-
tal and absolutely essential prerequisites: content or meaning
on the one hand and form on the other. If form is lacking, con-
tent is shot in that it remains an incommunicable part of chaos;
alternatively, if content is lacking, form is merely an empty

shell - much ado about nothing.,

Hultén, The Machine ..., p.206.

For an elucidating discussion of the creative act, I recommend
reading Rollo May's chapter "Creativity and Encounter®™ in his
The Courage to Create, and also Carl G. Jung's "The Transcendent
Function - a Paper on Active Imagination"”, contained in his
Collected Works, Vol. 8, The Structure and Dynamics of the
Psyche.
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entire canvas. What one sees is mostly chrome, glass, and steel;
and the reflections from all this technology blot out almost
completely the image of man. This bus has an anonymous quality
about it which gives one the uneasy feeling that it moves not at
the discretion and direction of people (who are hardly discern-
ible through the painted reflections, etc.), but moves as an
inexorable, blind, impersonal force divorced from human will -

Technology with a capital T.

As concerns technology with a capital T, it is absolutely vital
to remember that tools do not design themselves, or make them-
selves, or use or coordinate themselves. As Monte Davis asks
so poignantly, "Why do we turn 'technology', an abstract noun
signifying a range of human activities, into 'Technology', an
external threat as impersonal as a hurricane or a g]acier?“1

On any level - whether we think of the chipped flint, the Bell
System or the latest electronic complex - tools are uniquely
human productions. So why, to use Davis's words again, "are
we so ready to see ourselves as the apprentice rather than the

sorcerer?”z

In his article "The Sorcerer's Apprehension”, Davis discusses
Witold Rybczynski's book Taming the Ziger3 in which the above
question is not answered but posed in a fresh and provocative

way. Case histories are presented which should debunk the sense

Davis, Monte. "The Sorcerer's Apprehension", Psychology Today,
August 1983, p.72.

Loc. cit.

Rybczynski, Withold. Taming the Tiger, Viking, n.d.
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that new technologies are inevitable. It is pointed out that

even the most "inevitable" technologies are pushed and pulied by
social forces and may even be abandoned. Zeppelins, for instance,
did not disappear from the skies simply because of the Hindenburg's
fiery end, but because the Allies dismantled German industry after
World War One. Subsequently the United States refused to sell
helium to Germany, and all governments saw more promise in air-

planes,

Similarly the technological merits of neither the Chrysler Air-
flow (1934) or the compact, inexpensive Crosley of 1946 could
ensure their survival on American roads, as few were interested

in aerodynamic design or fifty-miles-per-gallon fuel efficiency.

In Western society, the increased pace of change comes from the
cumulative growth of science and the immense rewards that govern-
ment and capitalism direct to innovation, not from the dynamics
of technology itself. Toffler supports exactly the same view
when saying that, "In the West, the basic criterion for filt-
ering out certain technical innovations and applying others re-
mains economic profitabi]ity“l,and he speaks in favour of a
"conscious regulation of technological advance"2 so as to pre-

vent what he terms "Future Shock".

Rybczynski points out that, "Although the technology of train
travel originated in Europe, an Indian train or a Russian train

is used in such a way as to be unmistakeably Indian or Russian ...

Toffler, Alvin. PFuture Shock, p.399.

Tbid., p.389.
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the most important lesson that can be learnt from seeing the
different emphases that different civilizations attach to tech-
nology is.that [they are] determined as much by the nature of

the tool user as by the nature of a too].“1

Taming the Tiger, while being neither exhaustive nor scholarly,
is a calm, clear and heartening book, because it reminds us who
is in charge here. "If we find ourselves with too few software
designers and too many autobody welders, we can point the finger
at Technology, or else change our approach to education and
careers. If we hate to see high-voltage pylons marching across
our farmland, we can either waste less electricity, or pay the

added cost of burying the cables. The choice is ours.“2

What it all boils down to is that technology has to be used res-
ponsibly: even with a tool as simple as the hammer, it is up to
us whether we crack our neighbour's skull with it or hammer a

nail into the wall to hang the Mona Lisa or our raincoat.

A 1esson-1n humility may be contained in the fact that certain
peoples and tribes more primitive than our own, draw a clear
distinction between technological progress on the one hand and
ethical progress on the other. Thus, where societies such as
our own tend to describe social and material progress in iden-
tical terms of growth from lower to higher levels, African
society separates the two, depicting the ethical element and

and the technological aspects as often capable of moving in

Quoted by Davis, op. eZt., p.73.

“Loe. ceit.
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opposing directions. A commonly stated ethical judgement in
Zulu society for example illustrates this point of view:
"Banakokonke kodwa yizinja" (They have everything material, but
they are as contemptible as dogs, that is to say they fall on
the Towest level of being). This remark is not made flippantly
but as a serious comment against the violators of the social
ethic. Thus, a highly ethically advanced society need not
necessarily be technologically advanced; equally a technolog-
ically advanced society does not automatically possess a high
ethical level. Indeed more often than not, technological ad-
vancement tends to barbarize a society, since by its very nature

it implies a high degree of tompetitiveness for resources.

Many of Africa's crucial and fundamental philosophies emphasize
that it is not through "precision” intellect that humans differ
from animals (many animals actually possess a higher degree of
this intellectual quality than man), but through an all-round
social and phi]osoéﬁc intellect. This intellectual quality is
unique té man and through it he is able to reflect not only on
his past but also on new variations of cosmic relations. Thus,
the complexity of human relations, their cosmic significance,
and their continuity become a much greater criterion of human
intellect, or reason, and history than the faculty that is
developed as a result of man's confrontation with his material
environment. From this viewpoint the earliest act of civiliza-
tion was not the creation of a tool but the establishment of a

. . . . 1
cooperative, interactive, human community.

Kunene, Mazisi. The Ancestors and the Sacred Mountain,
Introduction, p.11-12.

ST WV TERS,
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Emphasis on the phenomenal achievements of science and technology
in our epoch has been so pronounced that artists can possibly be
excused for losing confidence in their own voice - but not for
long, for if art gives up its claims to seriousness as a field of
expression of human values and feelings, not only is ¢¢ shot, but
man will have to'go in search of his soul minus a very valuable

ally.

The Nineteen-seventies and -eighties

The 1970's, as also the first half of the 1980's, is at first
sight a period difficult to characterize or categorize (in con-
trast with, for instance, the sixties). If there is one under-
lying trend of sensibility, it may best be described as consis-
ting of marked uncertainty in artistic (as in other) quarters
leading to a flailing about for new directions and scme kind of

"benchmark", and a loi cf vacillation.

Thus, in many instances, artists still succumbed to the delusion-
ary obsession of having to compete with the Machine. "THE FUTURE"
was seen as lying in science and technology and the artist had to

“be "with it".

Kinetic Art having come to be regarded as technologically rudimen-
tary, a number of artists turned their attention and energies to
that most awe-inspiring and sophisticated machin:s, the computer,
and proceeded to produce computer-generated images. Others ex-
perimented with holograms. Edward Lucie-Smith sees holography as

recently emerging from its artistic 1'nfancy,1

Lucie-Smith, E. Art in the Seventies, p.116.

He speaks of the workof
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Harriet Casdin-Silver asverging on the Surrealist and of Rudie

Berkhoudt's as a "manipulation of abstract geometrical shapes“,1

To my mind, 3-D-photography was only sustained by its novelty,
and as for computer-generated images, their best and probably
only place lies in science-fiction motion pictures. A survey
of the art of the seventies reveals that in this vastly over-
documented period works which have actually made creative use
of new technological possibilities have been extremely scarce
if not actually non-existent. One can understand the initial
excitement over these possibilities - nonetheless the results
were superficial and banal at best. The rﬁetoric surrounding

much of this work was - once again - just that: rhetoric.

What is noticeable is just how much emphasis is placed on and what
frequent reference is made to the importance of "inter-play” and
"interaction” between the work of art and the viewer. Viewers

are invited to press buttons or levers etc. to make things hap-
pen. The work of art then becomes a kind of pin-ball machine -

as if technical "interaction” could replace the experiential
interaction that occurs between the viewer and the work of art
traditionally, It seems as if the art experience is getting
further and further removed not only from the artist, but from

the viewer as well (and how could it be otherwise? For if the
artist has no encounter or experience to convey in his work, how
should the viewer find it there?) - The above would appear to in-
dicate a sub-conscious awareness on the artist’s part that genuine

possibilities for experiential interaction, or in other words,

Lucie-Smith, op. e<t., p.116.
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communication,are lacking in the work; but interaction there
must be, so: put a lever somewhere that can be physically pushed

or pulled and, hey presto! We have "interaction”!

Emshwiller, an abstract artist turned filmmaker, maintains that
"Leonardo da Vinci would have been fascinated by the computer”1
as "he always wanted the esthetic and scientific worlds to co-
exist”.2 Emshwiller calls his own computer-produced images
"21-st century prints" and sells them for "under $1,OOO“.3
Mechanization and commercialization still go hand in hand in a
relationship that seems to become ever more inseparable (not,
let it be stressed, through some inherent inevitability, but by
virtue of the value system of the society that spawns them) and

together they are overriding practically completely any artis-

tic concerns.

As to Da Vinci's alleged complicity in the above-mentioned phen-
omenon: unfortunately, Da Vinci cannot be reached for comment
at this stage, but it is the author's considered speculation
that, however excited Da Vinci would have been about the com-
puter's potential, his vision of the coexistence of the scient-
ific and artistic worlds would have differed markedly from that

of Mr Emshwiller,

Gardner, P. "The Electronic Palette", Art News, February 1985,
Vol. 85, No. 2, p.71.

Loc. cit.

Loc eit.
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metaphor of Existentialist Man."”

In The Artist’s Mother (1950), the figure is almost completely
assimilated into the network of linear details of the bourgeois
1iving room. Although these details are nowhere spelt out,

they still obstrude in an atmosphere that becomes oppressive,
while the old woman sits in their midst. In a later portrait,

of the critic David Sylvester (1960), the elimination of environ-
mental detail is carried to the point where the figure remains

alone in a void, surrounded by the aura of a destroyed world.

It is in the threedimensional The Captured Hand, executed in
1932 already, that Giacometti produced his clearest statement
about man's predicament in a technological word. It is also one
of his most pessimistic works. "The image o? the hand about to
be caught in the machine, and the idea of one's own hand turning
the crank,»seem to sum op the tragic predicament of our modern
wor]d”z, says Pontus Hultén, to continue that "a crank is made
to be turned, and before we are aware of it, without thinking of
the consequences, we respond to the invitation. The evolution
of technology [in this view] cannot stop, though its dangers be-
come increasingly obvious. We feel trapped in an inevitable
process of escalation, which accelerates at a more and more rapid
3

pace."”, The anxiety andsense of crisis that Giacometti has here

rendered in terms of sculpture is the same as that manifested by

Hughes, op. eit., p.265.
Hultén, The Machine ..., p.159.

Loc. cit.
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Chaplin in Modern Times, or by Friedrich Georg Juenger in his
strongly polemic book, The Fatlure of Technology.1 Few works
of art so directly enlist the spectator's participafion as does
The Captured Hand, which in a fraction of a second converts his

natural response to the crank into a shudder down his spine.

Another artist - and one of the most significant ones - to
emerge after World War Two and take a strong stand vis-a-vis

the condition of modern man, was the Frenchman Dubuffet. No
more enchanted with the contemporary scene than Giacommeti, he
embodies his reaction to the encountered dehumanization of West-
ern man that has occurred via technology and the peculiarities
of the accompanying civilization in images that draw on the man-
made and urban as much as on phenomena of nature. Where he
depicts man-made (often banal) objects, these are usually
anthropomorphized, as for example in his Illustration of a
Faucet {1965) where the shape of the tap is "organicised" and

performs a rhythmic, almost-human dance.

In his View of Paris, the Life of Pleasure (1944) he depicts an
urban street with puppets of people conducting their "1ife of
pleasure" in a joyless, mechanized way in front of a staffage

which suggests the uniformity and anonymity of city blocks.

In the face of what a supposedly sane and sophisticated society
has achieved, Dubuffet denounces the categorization and classi-
fication that characterize Western thought {(and which are con-

structs of the logical, rational mind) in favour of a continuous,

1.

Die Perfektion der Technik, Frankfurt a.M., 1946; English trans-
lation with an introduction by Frederick D. Wilhelmsen (Gateway
Editions, Inc.), Chicago, Henry Regnery Company, 1956.
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terrors they have provoked. He grants validity to art made of
machine parts, or utilizing mechanized movement, or fabricated
from machine-made materials. But his own concern is overwhel-
mingly with man: "We are in a dangerous situation, and the
danger is that man may be absorbed and destroyed by what he has

created.”1

This echoes the misgivings and warnings of people Tike the
sociologist and psychologist Erich Fromm, who has pointed out
that "our dangers are war and robotism”.2 The ethologist
Konrad Lorenz also voiced some serious warnings about.the pre-
dicament of modern man - as have a number of other scholars

and observers of comtemporary life. But of these I shall treat

in a later chapter.

As the main body of Tamayo's mature work falls into the time
after 1945, and as it is then that he becomes noticeably con-
cerned with the problems of man in a technological world, he
can legitimately be regarded as one of the main spokesmen for
our age and our situation. Not uncharitably, but with great

concern and perception, he exposes the raw nerve of our dis-ease.

In the early 1940's, there is still a certain stillness in
Tamayo's works and expecially his figures, which differentiates
them stfong]y from Picasso's pictures of the same period. But
by about 1946 his figures have lost their look of rootedness

and their air of being immobilized in a rdle assigned them for

Genauer, Emily. Rufino Tamayo, p.21.

Fromm, Erich. The Sane Soctety, p.360.
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eternity, "to break out, trembling and quaking, eventually
hurling themselves through a terrifyingly hostile mi]ieu,“1

without any obvious direction or purpose.

"I am painting”, he says, "the vibrations being produced by
electronics in man and his environment right now. [ am think-
ing specifically about - but painting in metaphors - how man
has permitted technological advances to poliute his natural
resources; how they have required and made possible the con-
struction of buildings of such scale that they block out our
1ight and air and fence in our streets, and how they produce
lethal weaponry. I'm haunted by the fear that technology will
reduce men and women to robots and calculating machines, if it

even lets them live at a]1.”2

Tamayo sees technology in big, mythic terms, as an implacable,
devastating force looming over men much the way the gods loomed
over ancient Mexico, where they were the source of light, ener-
gy, rain, fire - all the gifts men required to live, but which
also regularly demanded cruel blood sacrifices. This does not
mean that Tamayo sees technology as an impersonal force divorced
from human volition. To him it is the root of present-day man's
great dilemma, at the root of his frailty and fear, but at the
same time the instrument by which he can rise above himself and

his present needs.

In many of his most striking pictures since the mid-forties,

Genauer, op. cit., p.b6l,

Ibid. , p.21.
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A passage from Aeschylus's "Prometheus Bound" rings as if writ-
ten for one such of Tamayo's paintings:

"Savage winds convulse the sky

Hurricanes shake the earth from its foundations

The waves of the sea rise up and drown the stars o
But whereas in pre-technological society man's existence was
mainly threatened by forces of nature outside himself, these
have now largely been harnessed. The forces that threaten him
now, are of his own making and/or lie within himself. "To his
detriment", says Konrad Lorenz, "man has learnt to govern all
the forces of his extraspecific environment, but he knows so
little about himself that he is helplessly at the mercy of intra-
specific se]ection.”2 The next task for man is to learn to un-
derstand and harness his own nature as well as take charge of
his technology in a responsible way. Never has the Delphic

oracle's injunction "Know thyself" been more urgent.

Tamayo's figures of the last forty years are ever haunted and
move in a milieu in which they no longer feel at home. They
are "seemingly skinned alive by a world they made themse]ves,”3
Vulnerable and trembling, they stand in a space charged with
hostility. When they laugh, it is more a hysterical bellow that
does not seem to stand a chance against the endless night in
which it occurs. In this perpetual darkness, the skies are

"alive with menacing labyrinths of nebulae about to exp1ode.“4

As quoted in Genauer, op. cit., p.25.
Lorenz, K. (Civilized Man's Eight Deadly Sins, p.18.
Genauer, op. cit., p.25.

Loe. cit,
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He has to realize that the technology which has guided man to
the moon could also be pushing him "over the edge of our value
system into a situation where reason, sensibility, and feeling
are all sacrificed, and man becomes a kind of apparatus directed

by electronics.“1

At the same time, Tamayo makes clear his conviction that dehuman-
ization is not the inevitable consequence of such an eventuality,
Far from it being a doom decreed by angry gods, man has created
it and man can control it. He does not have to become enslaved
by his own creation. "The vibrations being produced by elec-
tronics are not reducing man to a machine, which has its own
brute power, but to a helpless, quivering instrument powerless

to move, to think, to fee].”2 And as those vibrations pervade
every aspect of our environment, it is this image of modern man
assaulted which Tamayo sees as the tragedy of our time and which
he feels driven to paint again and again. But he empﬁasizes

that "Science and technology need not be dehumanizing at all.

3

The fact is that man is creating all this."” And along with

Tamayo, I'm "praying that a new kind of humanism may emerge, in
which man, harnessing the technology he has invented, lives more

fully as a man.”4

Genauer, op. cit., p.21.
Loe. cit.
Ibid., p.22.

Loe. cit.
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The Artist and his Time: b) Picasso

What genuine painters do is to reveal the underlying psychological
and spiritual climate of their time and their world; "thus, in
the works of a great painter we have a reflection of the emotional
and spiritual condition of human beings in that period of his-

tory.”1

As Rollo May further points out, "If you wish to under-
stand the psychological and spiritual temper of any historical
period, you can do no better than to look long and searchingly
at its art. For in art the underlying spiritual meaning of the

period is expressed directly in symbo]s.”2

By this is not meant that the artist is didactic or sets out to
teach or to make propaganda - if he does, his powers of expres-
sion are strangulated and broken, and the direct relation to the
inarticulate or "unconscious” levels of the culture is destroyed,
Artists have the power to reveal the under]ying meaning of any
period precisely because the essence of art is the powerful and

alive encounter between the artist and his or her world.

Nowhere, according to Rollo May,3 was this encounter demonstrated
more vividly than in the famous seventy-fifth anniversary exhib-

ition of Picasso's works, shown in New York in 1957,

May takes us on a conducted tour through this exhibition, pointing
out how the work of each decade reflects the spiritual temper of

the times,

May, R. The Courage ..., p.52,
Loc. cit.

Loe. eit.
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Thus, in the early 1920's, for instance, Picasso paints clas-
sical Greek figures, often bathers by the sea. About these
paintings there hovers an aura of escapism reflecting the es-

capist mood of the decade following the First World War.

"Toward the end of the twenties and in the early thirties", May
observes, "these bathers by the sea become pieces of metal,
mechanical, gray-blue curving steel. Beautiful indeed, but
impersonal, unhuman.”1 He describes how at this point in the
exhibition one was gripped with an ominous foreboding - the

_ prediction of the beginning of the time whgn people were to
become impersonal, objectivized, numbers. "It was the ominous

prediction of the beginnings of 'man, the robot’.”2

Art thus does not only reflect the spiritual climate of the
times, it is often also prophetic in its vision of things to
come. It is not only in Picasso’'s work that this can be seen
to apply. In Tamayo's work, for example, such instances occur,
too. On restudying many paintings by Tamayo whose shapes did
not clearly identify themselves when they were first done, it
is impossible to avoid recognizing and reading them years later
as "uncannily clairvoyant projections of events that were not

3

actually to happen for a long time."~ One example is his pain-

ting, The Astronomer, done in 1956,

May, The Courage ..., p.53.
Loc, cit.

Genauer, op. c¢tt., p.2b.
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This painting was Picasso’'s pained outrage against the inhumanity
of the bombing of the helpless Spanish town of Guernica by fas-
cist planes during the Spanish Revolution {(when on a Gestapo
visit to Picasso's studio in Paris, some years later, a Nazi
officer noticed a reproduction of Guerniteca lying on a table and
asked, "Did you do this?", the artist answered, "No, you did")

- but it is much more than that. It is the most vivid portrayal
imaginable of the atomistic, split-up, fragmentized state of
contemporary human beings, and implies the conformism, empti-

ness, and despair that were to go along with this.

In the late thirties and the forties, Picasso's portraits become
more and more machinelike - people turned literally into metal.
Faces and figures become increasingly distorted. It is as though
persons no longer exist as individuals, and their places are
taken by hidecus wftches or distorted and grotesque mannikins.

Pictures are no longer named, but numbered.

The bright colours in which the artist delighted in his earlier
periods, are now largely gone. "In those rooms at the exhibit
one feels as though darkness has settled upon the earth at noon”1
says Rollo May and adds that, "As in the novels of Kafka, one
gets a stark and gripping feeling of the modern individual's

loss of humam’ty.”2 May tells how the first time he saw this
exhibit, he was so overcome with the foreboding picture of

"human beings losing their faces, their individuality, their

May, The Courage ..., p.53.

Loe. ett.
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that of the Chrysler Airflow of the mid-thirties - the first
commercial streamlined automobile., He says of it further that
"The Airflow is imagined as a place with many different sized
objects inside it, like a gallery, a butcher shop, like the
store - and could be just as inexaustible a subject. Science/

fiction. Auto-eroticism. I am a technological h‘ar.“1

Among the sources of inspiration for the Airflow is a text by
D.H. Lawrence on Walt Whitman, which Oldenburg inscribed on one
of his many preparatory drawings., In this text, Lawrence at-
tacks Whitman for his unclear, all-embracing and all-consuming
ways (which qualities Lawrence sees as typically American) and
has a vision of Whitman as a man in a car:

"He was everything

and everything was in him., He drove an automobile with
a very fierce headlight, along the tfack.of a fixed idea through
the darkness of this world. And he saw Everything that way.
Just as a motorist does in the night.... I, seeing Walt go by
in his great fierce poetic machine, think to myself: What a
funny world that fellow sees! ... God save me, I feel like
creeping down a rabbit-hole, to get away from all these auto-
mobiles rushing down the ONE IDENTITY track to the goal of
ALLNESS "2

Oldenburg also made a series of proposals for monuments, few

of which were actually built. Of these, a Giant Soft Fan,ten

2.

Hultén, The dachine ..., p.186.

Ibid., p.187.
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and meta-physics) is mechanical disorder, in which the laws of
chance are given reign. He pits the emancipated machine against
the functional one and thus allows his creations to attain a
"glorious 1ife of improvisation, happy inefficiency, and shab-

biness, expressing an enviable freedom.”1

The most joyful of his machines - and this is not to call it
frivolous - is probably Eureka, placed in a Zlrich park in 1964,
The Swiss industrialist Walter Bechtler, who confessed to it
giving him a scare at first, "one morning [came to realize] that
it was a protest against the tendency in our times to deify

2

machines."”~ He says, "I grasped then that, while his approach

was humorous on the surface, Tinguely was being deadly serious

underneath.”3

The same interplay of humour and seriousness, with layers of
multiple meanings, can be seen in Tinguely's self-destroying
Homage to New York of 1960. Built over a period of three weeks,
it was created from numerous diverse objects Tlovingly collec-
ted on New York's Newark and Summit city dumps (which are, as

Billy K1Uver4 points out, very "much a reflection of the general

Hultén, The Machine ..., p.165.
Foldes, op. cit., p.111,
Loe. eit.

For a lively account and analysis of the creation and self-
destruction of this work, I suggest reading Billy Kilver's
essay, 'The Garden Party". Kliver, a Swedish-born research
scientist at the Bell Telephone Laboratories in New Jersey,
was closely involved in the work and wrote his essay on it two
days after the event. It appeared as "Tinguely's Contraption”
in The Nation (New York)., Vol. CXC, March 26, 1960, p.267, and
is also reproduced in The Machine as Seen at the End of the
Mechanical Age, Museum of Modern Art, N.Y., 1968, p.16S-71,
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itself in twenty-eight minutes, delivering all the while a

spectacle full of "beautiful humour, poetry, and confusion.“1

Despite some critics' opinion to the contrary, the self-destruc-
tion of Tinguely's machine is not an act of protest against the
machine or an act of nihilism and despair, but represents the
"ideal of good machine behaviour. For anyone concerned with
the relations between machines and human beings this is an ob-
vious truth.“2 (This idea had already been expressed in Claude
Shannon's "Little Black Box", in which, when you pull a switch,
a 1id opens and a hand emerges that throws the switch in the
off position, whereupon the 1id closes again over the hand.)

As the first and probably most important of Tinguely's self-
destroying machines, Homage to New York - despite its humour -
sheds a harsh light on our present situation and the complexity

of its structure,

He also made some auto-creative machines, of which Meta-matie
No. 8 (1958) is an entertaining and thought-provoking example.
Consisting of sheet metal, wood, wire, and a motor, it produces
art, churning out drawings not unlike those of the Abstract
Expressionists (probably constituting to some extent a some-
what devastating critique of art informel - though that is not
its only meaning). In the joining of the machine, which is used
for mass production on a basis of standardization, and art,
which in our century has come to represent faith in the indiv-

idual, the ultimate Tiberty, the art-making machines also

Hultén, The Machine ..., p.169.

Ibid., p.171.
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Pop, Hop, and Op. & Co. (1965) is a gleefully satirical comment
on the mechanization of art history as witnessed in the sixties.
In the rapidly accelerating commercialization of the art scene
in New York and elsewhere art became viewed as a consumer pro-
duct and had to conform to the dialectic of the New ("Neophilia"
was the name of the game) which demanded a new styling package
every year and had dynamic obsolescence built into it just as

the auto industry of Detroit in its heyday had.1

This was the climate surrounding Pop, Hop, and Op. & Co., which
was created as the Kinetic Art package came on the market.
Tinguely, as a convinced individualist, observed this phenomenon,
and his feelings about the rise of "Hop" art, "mec" art, or as
Hans Richter called it, the "movement movement", in the above

context can be deduced from the title of this work.

In connection with Rotozaza, No. 1 (1967) Pontus Hultén reports
that Tinguely tried for many years to find a department store
that would Tet him fill its display windows with a series of
machines that would systematically destroy the articles it of-

fers for sale,

The production of articles that nobody really needs, but which
occupy the ground floors of all big stores, is one of the many

outward symptoms of something essentially wrong in a world of

As Pontus Hultén has pointed out in the work quoted (p.173),
"ultimately, these standards will lead to the destruction of
art as the independent expression of an individual, for a
society based on standardized values will not long tolerate the
existence of an individualistic kind of art."

Neophilia and the seeds of robotism seem to go hand-in-hand.
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overproduction and undernourishment. "In order to control over-
production, without going through the intricacies of selling the
product, it becomes necessary for a wilfully destructive war to

be going on permanently scmewhere”1

, elucidates Hultén and points
out that over 150 billion dollar ﬁer year were being spent on

the actual or potential destruction of lives and property, com-
pared to the capital transfer from rich to poor countries of

about ten billion dollar per annum - this including a Targe

share for military aid.

The Rotozaza, then, is a producing machine with the process re-
versed. Instead of taking away with you what the machine has
produced, you have to throw it back in. This is what the machine

demands.

"The cynical cycle of production for conspicuous consumption,
built-in obsolescence, and expendability could hardly be better
told than by the Rotozaza - the machine that immediately eats
up its output. It is, Pontus Hultén says, "an instead-of-war

machine.”2

It is obvious that Tinguely loves the machine, but does not en-
dorse the mechanistic sensibility so often derived from it.
Instead, he seeks to restore some dignity to our relationship

with machines, and proposes that "We must be the creative mas-

ters of changing reality - which we are, by the definition of Man.

Hultén, The Machine ..., p.174
Loc. cit.

Ibid., p.171,

3



. By LESLIE NAKASHIMA
JROSHIMA, Japan — Returning to Hiro-
ima today, it is hard to remember the
ty I saw 40 years ago as a correspondent
w United Press a fortnight alter the
iomic bombing.

My report, transmitted from a United
ates warship in Yokohama harbour to
ew York, read in part:

“Alighting from the train, I found that
iroshima station, one of the largest in
‘estern Japan, had gone out of existence.
etting out into the open 1 was dumb-
;unded with the destruction before me.

“The centre of the cily had been razed
1d there was a sweeping view to the foot

the mountains to the south-east and
orth of the city. In other words, what had

'en a city of 300 000 had vanished.”

1 had also gone to see if my mother had
irvived.

A little more than three kilometres from
se city centre, I found my mother’s house
ud been heavily damaged by the bomb’s
r pressure but she was alive. She said she
as weeding grass in a relative’s vegetable
eld when she saw the flash, threw herself
ce down on the ground and was saved.
Today there is only one visible relic of
¢ atomic destruction of August 6, 1945 —
e preserved “Atomic Dome” of the Indus-
y Promotion Hall in Hiroshima’s beauti-
} Peace Memorial Park.

For the 190 000 killed in the bombings,
e suffering is long over. For the 370 000
ctims who live on, it continues. Worse is
e likelihood that a legacy of suffering and
firmity will be passed on to their children
wd, perhaps, to their children’s children.
They are the "Hibakusha” or “Explosion-
fected persons” — the direct and indirect
ctims of the bombings and radiation that
Howed. To doctors and scientists, they
¢ a living laboratory of the effccts of
«diation on the human body.

To the Japanese, they are objects of pity
3d sometimes discrimination. They re-
‘ive free medical treatment for an alarm-
g array of ailments but their sons and
sghters complain of discrimination in
arriage due to lingering fears about the
:netic flaws they could pass on.

An uninformed visitor to Hiroshima
day would, huwever, have no inkling of
e destruction then. Modern Hiroshima is
Jity of tree-lined streets and river banks,
sh trees and benches where people sit

joying summer’s evening cool.

Large department stores and office

ildings, covered shoppipg. centres and
odern hotels are bustling. Fast food
wins do a brisk business.

There is a new railway station where I
;ce found nothing. It is a seven-storey
:1lding with a beer garden and steam bath
: ithe roof, a 155-room hotel, restaurants,
ores and even a medical clinic.

Nevertheless, its million citizens have
it forgotten the horror of the hombing.

CETTn AN PR LTI e AP S P S A
N A RO R R

Their appeal is simple and sincere: abol-
ish nuclear weapons. Their slogan reflects
that sentiment: "No more Hiroshimas.”

This year, on August 6, at 8.15am, Hiro-
shima citizens will solemnly observe the
40th anniversary of the bombing. In the
stone chest of the Memorial Cenotaph, the
names of more atom bomb victims will be
added to the 113 271 already there.

Nagasaki, which suffered the conse-
quences of the second bomb three days
after Hiroshima, will host with Hiroshima
the First World Conference of Mayors for
Peace through Inter-city Solidarity. Sixty-
two mayors from 23 countries plan to at-
tend. They will find many things but not
hatred for the United Statles.

“] still am against use of the atomic
bomb,” said Keiso Yoneda, a spokesman
for the conference. “‘But we now feel that it
could not be helped because it was a part of
war.”

Hiroshima continues to be a tourist at-
traction, drawing more than seven million
visitors last year alone. Americans topped |
the list at 35,9 per cent, followed by tourists
from China, Hong Kong and Taiwan.

“There has been a marked upswing of
younger people this year, indicating their
interest in the abolition of nuclear weapons
and a desire that the atom bombing of
Hiroshima and Nagasaki will not be ’
repeated,” Yoneda said.

“I don’t blame the United States for
using the A-bomb because it was a part of
war,” said patient Chol Yong Ka, a Korean
resident of Hiroshima when the bomb fell.
“It helped to shorten the war but I strongly
feel that the A-bomb should never be used
again.” — UPI
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CHAPTER FOUR

WHAT SOME SCIENTISTS SAY

What the painting scene over the last four decades reflects about
the state of modern man and his world, is amply corroborated by
statements and observations of a number of psychologists and socio-
logists, as well as some other scholars and observers with a scien-
tific background. Amid the general cacophony pervading our sipk
society, these voices urging measures towards sanity have tried

to get a hearing.

Thus Erich Fromm,1 psychologist "and sociologist, has put a keen
diagnostic finger on the feverish pulse of a sick society, reported

his observations, and points out some potential roads to sanity.

Fromm underlines quite correctly that there is a remarkable simil-
arity in the criticisms and diagnosis of the mental i11 health of
contemporary society - remarkable especially in view of the fact
that it comés from people with different philosophical and political
views. And he cites people such as the British socialist, R.H.

Tawney, E. Mayo, Frank Tannenbaum, and L. Mumford.2

There has been much research into the pathology of civilized com-

munities, and to the above list one can add the doctor and ethologist

1. Among his books relating to modern man's predicament are The
Sane Soctiety, Routledge and Kegan Paul, London, 1956, and The
Art of Loving. Both these books were first published in the
fifties and have been reprinted an astonishing and perhaps
heartening number of times. Other related books by him are
Man for Himself : An Enquiry into the Psychology of Ethics
(1942) and The Fear of Freedom (1949), all by Routledge and
Kegan Paul.

2. Fromm, The Sane Society, p.217.
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Konrad Lorenz, Arthur Koestler with his multi-disciplinary background
in the sciences, Alvin Toffler who created quite a stir and flutter

with his book Future Shock1

in the early seventies, H.R. Rookmaaker
(late professor in History of Art at the Free University of Amster-
dam) who, while writing with a specifically Christian bias, still

arrives at exactly the same diagnosis as the others mentioned. Carl

2 cannot be omitted from this 1ist as he was one of the

Gustav Jung
first to see the writing on the wall and address his not inconsid-
erable powers of perception and analysis to the problem confronting
modern men and women. James Harvey Robinson as early as 1921 voiced
his concern in a small but poignant volume called The Mind in the
Making.3 The historian, H.G. Wells, a contemporary of Robinson's,
proposed that history is coming mbre and more to be "a race between

education and catastrophe.”4

The term "schizophrenic society" has been much bandied about, and
not without reason. Bleuler, a Swiss psychiatrist, introduced a
definition of Schizophrenia which described the disorder as being
characterized primarily "by disorganization of thought processes,

a lack of coherence between thought and emotion.”5 The "splitting”

refers to a "splitting within the intellect and between intellect

1. Toffler, A, Future Shock (see Bibliography of this essay).

2. Jung's Modern Man in Search of his Soul, The Undiscovered Self,
and Man and His Symbols are just some of his books which have
bearing on our theme,

3. Robinson, J.H. The Mind in the Making.

4. Quoted in Robinson, op. c¢Zt., p.147

5. Coleman, James C., et al. 4bnormal Psychology and Modern Life,
p.396.
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As to scientist_s proper: "Even the great ones are bloody fakes!"
- to quote from their own ranks the disillusioned outcry of Dr H.F.
K.0. Hennig of the National Research Institute for Oceanology in
Cape Town. With this he refers to the fact that it is not uncommon
for scientists to cook the books or the statistics (viewed as so
vital nowadays) if it suits their purpose. The most frequent and
ubiquitous deception appears to be the manipulation of statistical
data, though other forms of scientific fraud are not uncommon either,
One of the more spectacular cases was that concerning I1lmensee's
mice. Charges of fraud were laid against the Swiss biologist Karl
I11mensee after he produced photos of a mouse that he claimed had
been born from one into whose embryo he professed to have implanted
a tumour cell and which yet resulted in a healthy mouse being born
- the tumour cells allegedly having been integrated into normal
tissue. This would have signified an important breakthrough in
cancer genetics - had it been the genuine article, which, however,

it turned out not to be.

Where we are not dealing with instances of fraudulent scientific
methods, these methods still warrant some discussion, and I will
broach the subject presently. First, let us return to our discus-

sion of some of the findings by scientific observers.

a) Man the Alienated Robot

In the nineteenth century the problem was that God is dead,
in the twentieth century the problem is that Man <s dead. (To

quote an Orwell phrase: "He's dead, but he won't lie down.”1)

1. From Orwell, G. Coming up for Air.
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dangerous situation of equipping man with the greatest material

power without the wisdom to use it.“1

Alvin Toffler

discusses the problems arising, or likely to
arise, as medical science replaces more and more human organs
with machine components, and asks, "what happens to his aware-
ness of self, his inner experience?“3. I maintain that we need
not move that far into robotology to ask that question. A
majority of people today have already lost that sense of self

without having had any of their natural organs replaced by

mechanical ones.

And, as Rollo May points out, "along with the loss of the sense
of self has gone a Toss of our Tanguage for communicating deep-

ly personal meanings to each other.”4

This, as he says, is

one important facet of the loneliness now experienced by people
in the Western world., While we have an excellent vocabulary

for technical subjects (as both Fromm and May point out and as
our own everyday observations bear out) - almost any man can
name the parts of an automobile engine clearly and precisely

- we stumble and get lost when it comes to communicating authen-
tically in interpersonal relations and are "practically as
isolated as deaf and dumb people who can only communicate in

sign }anguage.“5

Fromm, The Sane Society, p.359-60.

Toffler, A. PFuture Shock, p.193-94.

Ibid., p.193.

May, Rollo. Man’s Search for Himself, p.64.

Loe, cit.
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I follow Rollo May in the supposition that the "loss of the ef-
fectiveness of language ... is a symptom of a disrupted histor-

ical pem‘od.”1

This applies to language in the strict (specific) sense and also
to language in the broader sense of communication in other forms

such as music, poetry, and painting.

May further maintains that when a culture is in its historical
phase-of growing toward unity, "its language reflects the unity
and power; whereas when a culture is in the process of change,
dispersal and disintegration, the language likewise loses its

power."2

As to the study of semantics, which gets so much attention in
our day, valuable as it is, there remains the disturbing ques-
tion why we have to talk so much about what words (or paintings)
mean that, "once we ha?e learned each other's language, we have

little time or energy left for communicating.“3

As regards art and music, they "are the voices of the sensitive
spokesmen in the society communicating deeply personal meanings
to others in the society, as well as to other societies and
other historical periods.”4 And May concludes that in modern

art and music, we find a language which does not communicate.

May, Man's search ..., p.65.
Loc. cit.
Ibid. , p.65-66,

Ibid. , p.66.
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Erich Fromm postulates
that man is "life aware

of itse]f“1

, and that,
having emerged from the

animal kingdom, from in-

stinctive adaptation, he

has transcended nature-

Dark Blue with Dark Border
although he never leaves Peter Joseph 1978

it. "He is a part of it
- and yet, once torn away
- from nature he cannot re-

turn to it.”z

Fromm maintains further that man can only go for-
ward by developing his reason (not to be confused with ration-
alism or mere’I.QJU and by finding a new harmony, a human one,
instead of the prehuman harmony which is irretrievably lost.
“Once thrown out of paradise - a state of original oneness with
nature - cherubim with flaming swords block his way, if he

should try and return.">

One wonders whether this was ever effectively pointed out to

Rousseau and his followers. Under no circumstances can we "go
back to nature" and back into the trees. We simply cannot af-
ford to throw out the child with the bathwater and then still
chuck the tub after it as well. (Personally, I think there is

a place for penicillin, and I'd also prefer not to fly in a

Fromm, The Art of ..., p.14.
Loc. cit.

Loc. eit.
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hand-crocheted airoplane, no matter how fetching the needlework

that's gone into it.)

In his book, The Sane Society, Fromm diagnoses and discusses
the plight of modern man. Posing the question whether a whole

society can be sick, he answers this in an emphatic affirmative.

He defines the mentally healthy, i.e. sane person as "the pro-
ductive and unalienated person; the person who relates himself
to the world lovingly, and who uses his reason to grasp reality
objectively; who experiences himself as a unique individual
entity, and at the same time feels one with his fellow man;

who is not subject to irrational authority, and accepts wil-
T1ingly the rational authority of conscience and reason; who

is in the process of being born as long as he is alive, and

considers the gift of life the most precious chance he has,"1

Fromm also emphasizes that mental health cannot be defined in
terms of the individual's "adjustment” to his society, but, on
the contrary, that it must be defined in terms of the adjust-
ment of society to the needs of man, and thus stresses its

role in furthering or hindering the development of mental health.

The author proceeds to outline some of the roots of our predica-
ment, substantiating his argument with telling illustrative
examples and crossreferences. His prognosis is that "we are

in danger of the destruction of all civilization, or of robot-

ization.”2

Fromm, The Sane ..., p.275.
Ibid. , p.363.
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An old Jewish proverb has it that "If there are two alternatives,

take the third!"

So what other alternative is there? There is the option of get-
ting out of the rut we are moving in, "and to take the next

step in the birth and self-realization of humam’ty.”1

Like the doctor and ethologist Konrad Lorenz, Fromm urges us to
leave behind what both regard as a merely "humanoid" phase of
hﬁman history and, taking full responsibility for ourselves,
develop to a stage where we can call ourselves truly human.
Should we manage to attain such a stage, this would not be a
Utopian world without problems and conflicts. It is man's fate
that he is beset by contradictions which he has to solve with-
out ever solving them. But: "When he has overcome the primi-
tive state of human sacrifice, be it in the ritualistic form of
the Aztecs or in the secular form of war, when he has been able
to regulate his relationship with nature reasonably instead of
blindly, when things have truly become his servants rather than
his idols, he will be confronted with the truly human conflicts

and prob]ems.“2

This means that man will have to be adventuresome, courageous,
imaginative, capable of suffering and of joy, but his "powers
will be in the service of life, and not in the service of death.
The new phase of human history", Fromm proposes, if it comes

to pass, "will be a new beginning, not an end."3

Fromm, The Sdne ..., Pp.360.
Ibid. , p.362.

Loc. cit.
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In the meantime, here is modern man with no convictions of his

own, almost no individuality, almost no sense of self,

Some figures quoted in the context of technological change are
interesting: "While in 1850 men supplied 15 per cent of the
energy for work, animals 79 per cent and machines 6 per cent,
the ratio in 1960 will be 3 per cent, 1 per cent and 96 per

ol One shudders to think what the ratio has

cent respectively.
become by 1985. It is, however, not the changing ratio per se
of‘these percentages that makes one shudder - after all, such
a shift could free man for his more truly human pursuifs. The
chill down one's spine comes from the observation that man
doesn't seem to know what to do with his newly-won freedom:
having gained a lot more free time, he does not know what to

do with it except kill it somehow, anyhow, or fill it by going

on destructive rampages.

The phenomenon of alienation Fromm sees as being closely linked
to one of the fundamental economic features of Capitalism: the
process of quantification and abstractification, which entails
a transformation of the concrete into the abstract and has
stretched tentacles far beyond the balance sheet and the quan-
tification of economic occurrences in the sphere of production

into the human domain.

Today's businessman deals not only with millions of dollars,
but also "with millions of customers, thousands of stockholders,

and thousands of workers and employees; all these people become

Fromm, The Sane ..., p.104.
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so many pieces in a gigantic machine which must be controlled,
whose effects must be calculated; each man eventually can be
expressed as an abstract entity, as a figure, and on this basis
economic occurrences are calculated, trends are predicted,

.. 1
decisions are made."

Even in those spheres of human experience that do not involve
commodities, this abstractification takes place; and a news-
paper about to report a flood disaster will headline a flood

by speaking of a "million-dollar catastrophe”2

, emphasizing the
abstract quantitative element rather than the concrete aspects

of human suffering.

Worse than that, people experience themselves and other people
as commodities with a certain market value, seeking for instance

on the "marriage market" a personality package they can "afford"

in terms of the personality package they can offer in return.3

A man may be spoken of as being "worth one million do]Wars”4

- which ‘again is an abstraction that can be expressed in a
figure. The concrete human being is being lost sight of. The
same attitude is expressed when a newspaper headlines on obituary
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with the words "Shoe Manufacturer Dies As Fromm points out,

"actually a man has died, a man with certain human qualities,

Fromm, The Sane ..., p.111-12.

Ibid., p.116.

I recommend Erich Fromm's The Art of Loving for a revealing dis-
cussion of the problem of the disintegration of love in contem-
porary Western society,

Fromm, The Sane ..., p.116.

Loc. cit.
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with hopes and frustrations, with a wife and children. "It is
true", he continues, "that he manufactured shoes, or rather,
that he owned and managed a factory in which workers served
machines manufacturing shoes; but if it is said that a 'Shoe
Manufacturer Dies', the richness and concreteness of a human

1ife is expressed in the abstract formula of economic function.“1

Yet another example of how commodity-thinking has entered all

spheres of life, even religious thinking, can be seen when the

evangelist Billy Graham says: "I am selling the greatest product
in the world; why shouldn't it be promoted as well as soap?“2

| Popcorn, religion, soap, and human beings é]? get levelled in

this kind of thinking, until the only perceived difference be-

tween these "commodities" would appear to be the price tag.

Before leaving Fromm, it is important to trace the connection

he makes between what we now call "alienation" and what the 0ld
Testament prophets referred to as "idolatry"”. The basic reason
why idolatry was considered sinful was that it represented self-

alienation.

Man spends his energy, his artistic capacities on building an
idol; then he worships this idol, which is nothing but the re-
sult of his own human effort. "His 1ife forces have flown in-
to a 'thing', and this thing, having become an idol, is not

experienced as a result of his own productive effort, but as

Fromm, The Sane ..., p.116,

Billy Graham, as quoted in Time Magazine, October 25, 1954 and
again quoted in The Sane Society, p.118.
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something apart from himself, over and against him, which he

worships and to which he s,mbmi‘cs;.”1

There we have it: "idolatrous man bows down to the work of his

own hands. The idol represents his own life forces in an alien-

ated form.”2 In our case, the idol is called "Technology".

(Need this calf be painted quite so golden?) In one sense, our
culture is as religious as any: "our gods are the machine and

the idea of efficiency.”3

Other aspects of the contemporary dilemma that have caused con-
cern in the scientific community are issues such as the wrecking
of our environment, the entropy of feeling, the abuse of inven-

tive powers and the increasing indoctrinability of man.

Konrad Lorenz, who was awarded the Nobel Prize for Physiology
and Medicine in 1973, and whose 1ife's work revolved around the
comparative study of the ethology of man and animal, after de-
voting much study to the instinctive bases of human ]earning4
and other aspects of human behaviour, published a book5 called

Civilized Man's Eight Deadly Sins. In this volume he draws our

Lorenz, Konrad. "Die instinktiven Grundlagen Menschlicher
Kultur": [Innate Basis of Human Culture], in Die Naturwissen-

b) Other Problems
1. Fromm, The Sane ..., p.121-22.
2. Loec. cit.
3. Ibid., p.175.
4,

schaften 54, 1967, p.377-88.
5.

Lorenz, Konrad. CZvilized Man's Eight Deadly Sins (see bib-
1iography).
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3. Man's race against himself, which pushes the development of
technology to an ever faster pace, blinding man to all real
values and depriving him of the time for the genuinely (and

important!) human activity of reflection,

In this context, Lorenz cites his teacher Oskar Heinroth, who
used to say that "After the wings of the Argus cock, the working
pace of modern man is the stupidest product of intraspecific

selection,”1

With the Argus cock pheasant, when in courtship, the secondary
feathers are spread and then presented to the hen in a way
analogous to that of the peacock's tail, which is formed by the
upper tail coverts. As in the peacock, so in the Argus too,
the choice of partner rests with the hen, and the mating chances
of the cock are in fairly direct relation to the degree of at-
traction exerted on the hen by the male courtship organ. In
flight, however, the peacock's tail is folded into a more or
less streamlined stern and is scarcely a hindrance, whereas the
elongated secondaries of the male Argus render him almost in-
capable of flight. "That he does not become entirely so is ..
due to the fact that ground predators exert a selection pres-
sure in the opposite direction, thereby bringing about the

necessary regulating effect.”2

Lorenz proposes that in the Argus, as in many other animals

with similar structures, "environmental influences prevent the

Lorenz, Civilized Man's ..., p.18.

Loe. ctt.
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species from moving, by intraspecific selection, along monstrous
evolutionary paths leading to catastrophe“1 and points out that
no such salubrious regulating forces are at work in the cul-
tural evolution of mankind. "To his detriment, man has learnt
to govern all the forces of his extraspecific environment, but
he knows so 1ittle about himself that he is helplessly at the

mercy of the satanic workings of intraspecific se1ection.“2

Homo homini lupus - "Man is the predator of man", and, says
Lorenz, "As no biological factor has ever done before, the
competition between man and man works in direct opposition to
all the forces of nature, destroying nearly all the values these
have created, with a cold calculation dictated exclusively by

value-blind commercial considerations.“3

In this race of man against himself, anxious haste and hasty
Angst take their toll on his physical health, causing high

blood pressure, renal atrophy, heart disease and other maladies.
They also rob him of his most essential properties in other res-
pects. One of these is reflection. Without reflection and the
ensuing self-awareness, man could never have become man. "A
being unaware of the existence of its own self cannot possibly
develop conceptual thought, word language, conscience, and res-
ponsible morality. A being that ceases to reflect is in danger

of losing all these specifically human attm’butes.“4

Lorenz, Civilized Man'’s ..., p.18,
Loc. cit,
Loc, cit.

Ibid., p.20.
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As regards our present conception of time, it is perhaps salu-
tary to remind ourselves that this mechanistic way of measuring
and conceiving time is of comparatively recent origin, It was
only as towns increased in size and number that the 1ife of the
community began to be regulated by mechanical clocks, which ap-
peared in the latter part of the thirteenth century and were
perfected in the fourteenth. "Set high in public places, they
replaced the variable liturgical hours with a secular division

n This, too, I main-

of the day into twenty-four equal hours.
tain, was a factor in removing ourselves further from being in
touch with natural cycles, such as the rising and setting of
the sun, i.e. day-night cycles and the seasons with their
varying photoperiodicity, and was bound to confuse at least to
some extent man's organism. I am not advocating that we neces-
sarily return to the pre-mechanical way of measuring time, but
I do suggest that the above gives pause for thought and that we

must establish a new balance between the human body and cosmic

forces.’

To return to Lorenz, the next point he makes concerns:

4, The waning of all strong feelings and emotion, caused by
self-indulgence. "The progress of technology and pharmacology
furthers an increasing intolerance of everything inducing the
least displeasure. Thus human beings lose the ability to ex-
perience a joy that is only attainable through surmounting

serious obstacles, The natural waves of joy and sorrow ebb

Hultén, The Machine ..., p.7.
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chance of living another
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“A Swedish patient, Leif
Stenberg, is living an ac-
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mal lifg after receiving a
mechanical heart (also a
Jarvik-7) in Stockholm
last April,” Jarvik added.
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Dear Lditor,
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Psychiatrist warns on computer R

BERALD CORRESPONDENT
LONDON — Some teenagers can become se-
verely disturbed after allowing home com-
puters to tuke over their lives, a leading psy-
chiatrist has warned.

Dr Prem Misra, an Indian-born consultant
psychiatrist in Glasgow, disclosed that he had
ireated four teenage boys for computer ad-
diction.

Aged belween 16 and 19, three of them have
Leei. suceessfully weaned off the computer,
but the older boy who underwent treatment in
hospital has still not been entirely cured.

Dr Misra found the boys suffered night-
mares, illusions, excessive daydreaming and
exhaustion as a result of their obsession.

“"One boy became so ill that he had to be
admitted to hogpital for treatment and to
keep him away from his computer,” said Dr
Misra yesterday. “He became psychotic.”

In this case the treatment consisted of
tranquillisers, but in the other three a redue-
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addiction danger
tion in the amount of time operating their
compuiers was enough to effect a cure.

The patients became unbalanced after
spending up to 12 hours a day playing com-
puter games and programming their ma-
chines. The computers were the most impor-
tant thing In their lives and they imagined the
machines had a mind of their own.

The psychialrist is now suggesting that par-
ents should seek medical adviee from their
family docior if children with computers
show cxcessive daydreaming or dizziness.

Mr Ronald Coates, editor of Computer
News magazine, confirms that computers are

© addictive.

“I have heard of couples getting divoreed
beeause hushands are spending too much time
on their computers. Instead of going to bed at
night with the wife, they spend hours pro-
gramming their computer.”

-
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late April.

“If the mechanical
heart nrogramme resile

Death sentence:
Killed mother
for drink money

MOSCOW — A young worker, who drank “a
quarter of a hucket of wine” and then killed
his mother for more drinking money, has
been sentenced to death, a Moscow news-
paper reported yesterday.

Sergel Gerasimov strangled his mother, .

Praskovia, because she refused to give him .

money to continue a recent day-long drink-

ing binge that began at 8am, Moskovskaya .

Pravda (Moscow Truth) said.
The story was the latest in a medla

campaign warning against the evils of
alcohol. Television, radio and newspapers .

have all joined in the anti-alcohol cam-
paign since it was announced by the Soviet
leader, Mr Mikhail Gorbachev, in May.

After graduating from high school and
settling down to a good job and happy.
marriage, Gerasimov began drinking. “He
cannot remember how he began drinking,”
the newspaper said.

“He was often absent from his (factory)
job, or was drunk on the job site, and began
making defective parts,” the newspaper
reporied. Eventoally he was fired and had
to take a low-paying job at a vegetable
stand. Then, his wife left him.

“His mother felt sorry for him and all
her money was spent on her son, who de-,
manded more and more to satisfy his!
drinking habit,” the newspaper said. f

“That day, he had a bottle of wine at
8amn, right in the wine shop. He then forced
his mother to give him a rouble (R2,40) for :
another drink: He had more drinks and
forced her to give him 10 roubles (R24)i
more to buy a bottle of port,” the report;
said. |

After they returned home, he demanded
more cash, but she refused. Gerasimov, in
an alcoholic rage, then strangled her, the
newspaper said. — UPI

"e861 ‘6 ISPV ‘AVAINT ‘GIVHRH AONIAONd NUHLSVEH




118

away into an imperceptible oscillation of unutterable bore-

dom.”1

To paraphrase T.S. Eliot, the desert is not only in the
heart of our brothers or in the tube train squeezed next to us,

it is in us.,.

5. Genetic decay. Lorenz postulates that in our modern civil-
azation there are no factors, apart from a few transmitted tra-
ditions of right and wrong and a so-called "innate sense of
justice”, that exert a selection pressure which would tend to
preserve instinctive norms of social behaviour, although, as

he says, with the growth of society, these are becoming more
and more necessary. He points out the alarming number of in-
fantilisms which could make a "certain type of hippie into

. . 2
social parasites.”

6. The break in tradition. This revolves around the critical
point that is reached when the younger generation can no longer
communicate with the older one and still Tess identify with it.
This leads to the younger treating the older Tike an alien eth-
nic group, confronting it with the equivalent of national hatred.
Naturally, this threatens the continuance of tradition and the
possibility of transmitting proven values to future generations.
As Siegfried Giedion puts it, "Equipoise is lacking between ..
the past - tradition - and the future - exploration of the un-

known; between the temporal and the eterna].“3

Lorenz, Civilized Man'’s ..., p.76. 1 recommend reading his
entire chapter on the subject, as in the present context I
can only give the merest abstract,

Ibid., p.77.

Giedion, S. Mechanization takes Command, p.721.
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of the iron curtain, and the functionaries on the other side

to attain what amounts to a similar power over the masses.

Nor is it only the masses that are influenced and swayed by
fashions and tendencies of the times. Scientists, like artists,
are children (as much as fathers) of their time and as such
quite as susceptible to the whisperings of the Zeitgeist. Thus,
the symptoms of dehumanization and alienation that we have ob-
served affecting the artist as much as the man in the street,
manifest in the scientist too. And how could it be otherwise

in view of the fact that we share a common humanity?

To quote Lorenz again at some length: "Research into highly
integrated living systems is recognized as 'scientific' only
if, due to purposive measures (Donald Griffin aptly calls them,
simplicity filters), the structure-bound systemic properties
give the deceptive impression of 'exact', that is physics-like,
simplicity; or if the statistical evaluation of numerically
impressive data material makes us forget that the 'elementary
particles' under examination are human beings and not neutrons
[abstractification and quantification again!]; 1in other words
only if all that is interesting in highly integrated organic
systems, including that of man, is left out of consideration.
This", he continues, "applies particularly to subjective ex-
perience, which, like scmething highly indecent, is repressed

in the Freudian sense.”1

Lorenz, Civilized Man’s ..., p.73.
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This is the sort of "science" that Teads to psychology without
psyche, and it is forgotten that even in the most "objective"
research, knowledge of the examined object or process is only
acquired by way of somebody's own subjective experience. For
an elucidating discussion of "psychology without psyche", I
suggest reading Arthur Koestler's chapter "The Poverty of
Psychology" (he refers to Behaviorism) in The Ghosz <n the
Machine , where the "ratomorpnic” view of man comes in for a

scathing analysis.

To follow Lorenz once more, these obsessions which are basical-
ly unscientific, "can be explained only as the results of the
tdeological pressure exerted by the consensus of larger [irmly
indoctrinated lwman masses, a pressure which, in other areas

of human life, too, is often capable of producing the most in-

credible follies of passing fashion.“1

He stresses that, "the
speical danger in the field of science lies in the fact that

it leads too many, though fortunately not all, modern scientists
in a direction exactly opposite to that of the real aim of all
human striving for truth - the aim for better self-knowledge,

In science, the trend prescribed by present-day fashion is in-

human in the worst sense of the word.”2

Let us stress again that this process did and does not neces-
sarily orginate in the high citadels of science (or art for

that matter). The "common sense" consensus has seldom been

Lorenz, Civilized Man'’s ..., p.73.

Ibid., p.74.
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more than just that: common. Not all scientists and not all

artists have managed to acquire sufficient immunity to it.

Lorenz concludes in his summary and discussion of man's eighth
deadly sin that "(8) the arming of mankind with nuclear weapons
constitutes a threat easier to avert than the seven other devel-
opments described,“1 He proposes that the chief problem caused
2

by the threat of nuclear weapons is the "Armageddon atmosphere”

it creates.

I have quoted and discussed the ideas of both Erich Fromm and
"~ Konrad Lorenz at some length, as both, though having somewhat
different scientific backgrounds, arrive at much the same diag-

nosis and regard it with the serious concern it merits,

I have refrained from quoting much from, for instance, Arthur
Koestler and a number of others whose insights travel along the
same lines as the above, but would like to conclude this section

with a summary and a few words from J.H. Robinson.

Over the last few centuries, and with increasing speed over the
tast few decades, man has Tearnt a tremendous amount about his
natural environment and as a result of his growing insight into

natural processes, has learnt to largely harness these.

He is now in a position, "for the first time in history, to
have some really clear and accurate notion of the world in which

he dwells and of the 1iving creatures which surround him and

Lorenz, Civilized Man's ..., p.77.

Ibid., p.75.
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with which he must come to terms” - not to mention his conquest

of inorganic matter,right up to the splitting of the atom.

Robinson "pre-echoes" Lorenz in saying that "it would seem ob-
vious that this fresh knowledge should enable him to direct his
affairs more intelligently than his ancestors were able to do

in their ignorance. He should be in a position to accommodate
himself more and more successfully to the exigencies of an exis-
tence which he can understand more fully than any preceding
generation, and he should aspire to deal more sagaciously with

himself and his feﬂowmen.“2

Arthur Koestler, seeing the same imperfections in the species
homo sapiens/ maniacus, suspects other root causes and hence ad-
vocates somewhat different measures; but one conviction these
writers all convey is that the task at hand is of great urgency.
As Fromm asks, "Will the majority be converted to sanity - or
will it use the greatest discoveries of human reason for its

own purposes of unreason and 1nsan1ty?“3

"The human race had the wisdom to create science and art; why
should it not be capable to [sic! create a world of justice,
brotherliness and peace? [It] has produced Plato, Homer, Shake-
speare and Hugo, Michelangelo and Beethoven, Pascal and Newton,
all these human heroes whose genius is only the contact with

the fundamental truths, with the innermost essence of the

Robinson, J.H. The Mind in the Making, p.109.
Loec. cit.

Fromm, The Sane ..., 357.
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CHAPTER FIVE

ART AND SCIENCE =~ ESTRANGED SIAMESE TWINS?

Undercurrents of the Fantastic and the Irrational

Toffler, \in Future Shock, warns of the "rise of a potentially

deadly mass irrationalism.”

After some centuries of what I'd call "super-raticonalism", this

is a formidable danger indeed.

Experience in analytical psychology has amply shown thét the
conscious and the unconscious seldom agree as to their contents
and their tendencies. "This is due to the fact that the un-
conscious behaves in a compensatory or complementary manner
towards the conscious.”2 Jung says further that "the definite-
ness and directedness of the conscious mind are extremely impor-
tant acquisitions which humanity has bought at a very heavy
sacrificg, and which in turn have rendered humanity the highest
service., MWithout them science, technology, and civilization
would be impossible for they all presuppose the reliable con-

tinuity and directedness of the conscious process,”3

Civilized Tife today demands "concentrated, directed conscious
functioning, and this entails the risk of a considerable dis-

sociation from the unconscious. The further we are able to

Toffler, Future Shock, p.439.
Jdung, Structure and Dynamics of the Psyche, p.69-70.

Loec. cit.
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remove ourselves from the uncsonscious through directed funct-
ioning, the more readily a powerful counter-position can build
up in the unconscious, and when this breaks out it may have dis-

agreeable consequences.”1

No contemplation of creativity and the unconscious in our
society can afford to ignore the relation of the unconscious to

techniques and machines.

The world we live in has become mechanized to an extraordinary
degree, and irrational unconscious phenomena "are always a threat

to this mechanization”2

, Says Rollo May, to continue that "Poets
may be delightful creatures in the meadow or in the garret, but
they are menaces on the assembly line. Mechanization requires
uniformity, predictability, and orderliness; and the very fact
that unconscious phenomena are original and irrational is al-
ready an inevitable threat to bourgeois order and uniformity,3
In this he echoes Jung who proposes that for the statesman, doc-
tor, and engineer as well as for the simplest labourer, the
qualities of directed conscious functioning are absolutely in-
dispensable. "We may say in general that social worthlessness
increases to the degree that these qualities are impaired by

the unconscious,“4 but, he stresses, "Great artists and others

distinguished by creative gifts are, of course, exceptions to

Jung, Structure and Dynamics of the Psyche, p.71.
May, R., The Courage ..., p.69.
Loc. cit.

Jung, op. eit., p.70.
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this rule. The very advantage that such individuals enjoy con-
sists precisely in the permeability of the partition separating
the conscious and the unconscious. But, for those professions
and social activities which require just this continuity and
reliability, these exceptional human beings are as a rule of

of Tittle va]ue.”1

While not decrying the value of technology and directed thinking

as such, May points out that there is the danger that our tech-

nology will serve as a buffer between us and nature, a block
between us and the deeper dimensions of our own experience.

He stresses that tools and techniques ought to be an axtensicon

of consciousness, but that they can just as easily be a protec-

tion from consciousness. "Then tools become defense mechanisms

- specifically against the wider and more complex dimensions of

consciousness that we call the unconscious. Our mechanisms and

techniques then make us 'uncertain in the impulses of the Spirit’z

as the physicist Heisenberg puts it.”3

That a dangerously explosive counterposition has built up in
the unconscious of modern man seems beyond question, and a num-
ber of important exhibitions over the last couple of decades

bear this out.

Thus, for example, there was an exhibition called "New Images

Jung, Structure and Dynamics of the Psyche, p.70.

Heisenberg as quoted by May in the above work; from Werner
Heisenberg, "The Representation of Nature in Contemporary
Physics", in Symbolism in Religion and Literature, ed. Rollo
May, New York, 1960, p.225.

May, The Courage ..., p.70.
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horrors or of collecting together creatures from the world of
fantasy. It was actually an attempt to make an objective sur-

vey of contemporary representations of man in art.

An exhibition organized in Vienna four years later by Werner
Hofmann was no different, There in the Vienna Museum of the
Twentieth Century hung the same kind of images, though in this
instance under the collective title "Idole und Damonen" _idols
and demons], and thus reserved a priori for the world of myth

and magic.

In tihe New York exhibition it was the extent of distortion and
deformity in representations of man that was so staggering,
while in Vienna it was the sheer number of artists whose work
included material apbropriate to the theme of the exhibition.
Both these exhibitions, however, demonstrated the vast extent
to which contemporary art is influenced by an undercurrent of
fantasy which is always cropping up "just when one thinks one

is on safe ground and is least prepared for 1t.”1

The 1list of such works and such exhibitions could be continued
indefinitely. One could mention exhibitions like "Zeugnisse
der Angst” (Darmstadt, 1963), "Labyrinthe" (Berlin, 1966), "Le
Muse Inguietanti" (Turin, 1967), "Reiche des Phantischen”
(Recklinghausen, 1968), and a host of others whose themes were

looser and slightly more widely conceived,

Works like these often act as a warning and a sign that, in

Schmied, op. cit., p.124,
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Hamlet's classic words, "there is something rotten in the state
Denmark" or, in Schmied's words, "indicating things beyond the
normal range of recognition - things that are unknown, or taboo
and hushed up - but it [the fantastic] always shatters the un-
questioning thoughtlessness of the world and shocks aesthetic

sensibility.”]

Such works and such exhibitions give expression
to the latent state of c¢crisis that threatens mankind; 'and by
expressing it, it gives man a chance to profit through these

crises, to grow through them, and to use creativity to face up

to them active]y,”2

A Word on Scientific Creativity - more commonly known as
Scientific Method

When thinking about the interrelationships between art and science,
one thing must be remembered: that, whatever their differences,
they both originate in much the same way. Although we have
travelled a long way from Altamira and Lascaux, both the artist's
inspirations and the scientist’s intuitions are still fed by the

same unitary source.

According to popular misconception, if not superstition, scien-
tists arrive at their discoveries by reasoning in strictly
rational, precise, verbal terms. This belief is to some extent
supported by what may be termed the middle-class - including the
upper middle-class - of scientists. The evidence, however, in-

dicates that they do nothing of the sort, and most of the great

Schmied, op. eZt., p.124.

Loe. ceit.
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scientists and original thinkers have never denied that spon-
taneous intuitions, visions, and hunches of unconscious origin,
which they are at a loss to explain, play a crucial part in
scientific discoveries. What is so often thought of as consti-
tuting the scientific approach, is in fact more aptly called

the bureaucratic approach.

In 1945, for example, Jacques Hadamard organized a nation-wide
enquiry among -eminent mathematicians in America to Find out
their working methods. The result showed that, with only two
exceptions, all of them thought neither in verbal terms, nor

in algebraic symbols, but relied on visual imagery of a vague,
hazy kind. Einstein, who was among those who answered the ques-
tionnaire, wrote: "The words of the language as they are writ-
ten or spoken do not seem to play any role in my mechanism of
thought, which relies on more or less clear images of a visual
and some of a muscular type. It seems to me that what you call
full consciousness is a Timit [sic] case which can never be

fully accomplished because consciousness is a narrow thing.”1

Einstein's statement is typical, and it is corroborated by other
original thinkers that not only verbal thinking but conscious
thinking in general plays only a subordinate part in the brief,
decisive phase of the creative act itself. Their virtually un-
animous emphasis on intuitive and imaginative processes whose
source remains a mystery to them, suggests that the role of

strictly rational and verbal processes in scientific discovery

Quoted in Koestler, op. ett., p.180, as quoted by Hadamard (1949).
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has been vastly overestimated since the age of enlightenment.
"There are Tlarge chunks of irrationality embedded in the creative
process, not only in art (where we are ready to accept it) but

in the exact sciences as we]].”1

This brings us to the question, do art and science "fight" each
other? Is it a problem of either/ or, or are they not comple-
mentary functions of the human spirit, both of which have im-
portant contributions to make to human development and the im-
provement of the human condition? While the majority of people
today believe in the superior value of science in benefitting
humanity and have little if any faith in the value and benefit
of art, the present essay is based on the premise that art as
well as science are necessary parts of human endeavour, educa-

tion, and development.

It should not be a case of art versus science, but art and science,
as both have important parts to play in maintaining - or re-
attaining - a reasonable and dynamic equilibrium in man’s evol-
ution and in the fullest development of his faculties, which

need to embrace the rational as much as the irrational, thinking
values as much as feeling values. As regards the terms "feeling”
and "irrational”, I'd like to point out that "Feeling" as Jung
means it and as I use the word in this context, is a ratZonal,
i.e. ordering, function, Tike thought, whereas "Intuition" is

an Zrrational, i.e. perceiving, function. Neither term, there-
fore, has anything to do with the merely non-sensical - a con-

notation so often wrongly ascribed them.

Koestler, op. cit., p.180
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iy

"Case history: 'E.T. In an age where feeling values and in-
tuition have become suspect, credibility and respectability are
sought by aping science and technology, and if one can't compete
with or outdistance it, one can at least borrow some of its cos-
tumes., Why else make the protagonist in the (kitsch-) film
"E.T." an extra-terrestrial sci-fi creature? The theme of the
film is basically the time-honoured one of "lLassie, come home"

- the costume has changed, the sentiment behind it is still the

same.

Having said that, I wouldn't mind if Lassie did come home now -

the doghouse has been air-conditioned.
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CHAPTER SIX

CONCLUSION: TOWARDS A NEW MAGIC

Towards a new Magic where both art and scte
poles on a continuum can play their part in the creation
of a society that is adjusted to human needs and

human dimensions.

With tradition all but destroyed and the image of man mutilated,
severed from his roots, the question "Quo Vadis, Homo?" becomes in-
creasingly more urgent, and in order to answer it and act on it
effectively, we need to revalue and rethink a lot of our attitudes,
for, as Laurens van der Post put it, "Man has become the most en-

1

dangered species on earth” - both physically and spiritually.

We need to strive for a dynamic equilibrium in more ways than one.
For one thing we need to restore the lost equilibrium between inner
and outer reality, between the rational and the irrational: "We
need a type. of man who can control his own existence by the process
of balancing forces often regarded as 1rrecoﬁ§1ab1e: man in equi-

poise.“2

This is not a new problem, but every generation has to
find a different solution to the same problem: to bridge the abyss
between inner and outer reality by re-establishing the dynamic

equilibrium that governs their relationships.

We need to establish a new ba]ante between the individual and col-
lective spheres as well as between the psychic spheres within the

individual.

1. Laurens van der Post on the English Service of the SABC, Sunday
8th January, 1984.

2. Giedion, op. eZt., p.720,
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It is also necessary to integrate the specialized approach with a
universal outlook and to discriminate between those spheres that

are suitable for mechanization and those that are not.

We must bear in mind that the human organism requires equipoise
between its organic environment and its artifical surroundings, and

that there needs to be a balance between it and cosmic forces.

A century ago Thomas Carlyle stated that the "fine arts” had got
into "an insane condition and walk abroad without keepers, nobody

1 Art no

suspecting their bad state, and do phantastic tricks."
Tonger plays "phantastic tricks". It tells the truth, and very
often the whole truth. But in nearly every other sphere the means

have outgrown man and "walk abroad without keepers”.

What we have to do is no less than clean the Augeian stables, and '
1ike Hercules of yore, we don't have a lot of time to do it in.

Nor will the prevailing inner insecurity make our task any easier,
because, "for the first time in history, men lack the sure lode-
stars of reiigion, mythology, and dynastic hierarchies, and stand
naked face to face with rea]ity.”z And, as if that wasn't enough,

the nature of reality itself is questioned.

Be all this as it may, one thing is certain: modern man is not
Tikely to find his soul and thus his salvation via a satellite in

puter space.

1. Giedion, op. cZt., p.171.

2. Jaffé, Hans L.C. ZTwenty Thousand Years of World Painting,
p.286.
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He has to re-discover his humanity and decide where his values and
his priorities lie, "Where there is no vision, the people perish“1,
the wise old prophets of the 01d Testament pointed out, and though
the cathode-ray tube may have replaced the Laterna Magica, the es-
sence of this proverb holds as true today as when it was first

hewn in stone or perpetuated on parchment. In science and tech-
nology yesterday's truth may be today's obsoletism, but progress

in both art and life proceeds along different lines, and while
certain adages may be superceded or modified by new insights, other

fundamental truths about the nature of man still stand the test of

time - the above being one of them.

Koestler draws two exponential curves - one showing the explosive
increase in people, knowledge, power, and communications; the

other indicating the progress of social morality, ethical beljefs,
spiritual awareness and related values. The contrast between these
curves "gives certainly an oversimplified, but not an overdramatized
view of our history. They represent the consequences of man's split
mind,“2 And Koestler quotes Von Bartalanffy: “What is called human
progress is a purely intellectual affair, made possible by the enor-
mous development of the forebrain ... Not much progress, however,

is seen on the moral side.”3

I agree with Von Bertalanffy that it
it is doubtful whether the methods of modern warfare are preferable
or morally superior to the big stones used for cracking the skull

of the fellow-Neanderthaler. It is rather obvious that the moral

1. Holy Bible, Proverbs 29:18.
2. Koestler, op. cit., p.319.
3. Ibid., p.320.
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standards of Laotse and Buddha were not inferior to our own. The
discrepancy between our intellectual and our moral-ethical develop-
ment is enormous and dangerous. It is time that we caught up with

ourselves,

It is only when man has a vision of the good sane 1ife - and I'm
not referring to lollipops and bubblegum - to aspire to that he

can refashion his world to more truly human standards and needs.

To help in his attempt "has been one of the functions of art and
of religion, even though religion itself has eventually become a

new form of routine.“1

Art discovers its true social uée "not on an ideological plane but
by opening the passage from feeling to meaning - not for everyone,
since that would be impossible, but for those who want to try.”2
As Gérald Gassiot-Talabot affirms, too: "The work of art remains
what it has always been: an object of dialogue and confrontation,
a mirror and a vessel, the token of a sensibility and an intelli-
gence that ére irreducible to the anonymity of a mere anecdote,
hence one of our chances to recognize ourselves in the non-self

and feel that we are the masters of an elusive rea]ity."3

While it would be immodest to say that art per se can save us from
robotism and/or self-annihilation, the art work nonetheless, exe-
cuted or contemplated with a real willingness to Tet Being speak

to us, can do much to get us in touch with our innermost selves,

1. Fromm, The Sane Society, p.144,
2. Hughes, op. cit., p.409.

3. Filgurative Art Since 1945, p.275.
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