
' P.1 . .

'.,.:{'.?~

'1 0 ' " -
' L3 '.".~"1

. 1 .

‘ ' o

I \ V III‘

' I 6 -- ' -c
z _ ._ I Q . I!" _

D

j111n\.4L'._.\!|-.1.-111 ._“g
-"'J0.._,~ - ,

"'% r
. G

i

1f

I

' _ 11=-- -- -1 .
' 1".)--"1"" ‘QM.-5'--‘. '~~f%;?f*5}1e*?'1" “ .1 -

--.~'..1' fin.>4-

_T1‘:a'{*3 1-’!- i.<’.*i.*.-'r*T'
rj1‘‘ -11§Tf‘~a-‘f‘¥-2211* -1

1

‘I

2111!, F .
l'.‘:_>'.. '- 1--, . . . . .-4-fl .

. ~'I‘n1 ' Y .

‘ 1.; fig‘/1

. -_1

n 1:. .‘:_'t-1 ' Y
1

1 fly
1.'- Q1 .-

_ Ir
_ _'-‘_'“Max-

..
“,1;‘"—1.\ .=;,-IL]... ‘an. ~,.- ‘- 11'..."1,. _.

.. ‘. " ' ‘ o~\ Q 1'
-’»'|r5}'*'--- ",2" I-‘ ‘-4?h‘|,“f '-1 > .~ 1 .1 ».m1.; .

n

J_ i.#1 F

1 , . ..; _ _ -A‘ .

11 ‘..‘_;&. 1,‘ _.. ‘ _;_LF_“ P '1. .1, $53’ '51“, 4_§,_i| _l)}1“‘_ gj

c fi.1"i"_ 151' 2; 1 ‘ '_ "r J» 11' -‘,-1‘ .S. t r P _ 1 ‘*4 I -\ .’;_ I» ,,
1v ? 1?

41L '1 “
0- »- L,..-‘.3. 1-I-:5 ‘T .1‘-

I1
HQ

r ~.

1- .f,f 1* ,

'1-.?' LT"§:?lw-_'“ __

U.
'4. -,_

I . "#\ 4% " “-sir“.
“ 11¢ ."§~." ,." -.

. _-_.“€}.-)--ax“,1
Y

v

0 _ - ‘

’ A -'1--

- 4"? *'"'é.*’ ‘¥
P‘. I9;

1- 0

I(1

1

-.

‘I
k.

& tn

‘J

.

_

‘1*..?-.~,...;';*.:*#1"';' 1.
' ‘-'-.--1191‘ 71" T7 _> ..’ . 4, IQ‘ ¥‘_‘._‘¢":, .;‘I:~_ _ 1'.

_ 7 . . -. :_ 1- ___.- pl

Q1-
1

.1

.- ‘

.|.,.‘_|_‘_.
‘=f"-1.1:-1'¢|1_‘_-‘I1.-.

it. F:‘V--~ 1'1‘.1
5':I__.'__4

33-

1
LG‘

-

I _.| J
I ,_. -._.h. I11-”. - -1, 1I.

'\. .' .1 '

P"..\';

" e

»

L.-

r!_\!_
F1’

1-I1 5-sq

,-1?‘f'* .-"3.

11'-.F.\

*1
f‘*"i

.'.1.' "-
M.

~50 '1 ' Er A1, 1 *'~fl‘ _,7 r
' I ‘V-1?’ .

'\

'?

1 -'.|_ _ 1;, Q __'7

1; * i" rfi ’
“ 4

_n ‘ 15-up

- I

ii‘
31,; .

n ‘ .1 _"' ;
U -I A J ' ‘I ' E-‘¥'{"'.1‘ ‘ >1 lt\ -_1-- ¢'- ?‘1'v‘-.'"‘~‘.‘- I.‘ -1-‘ ;».\ -,._

5"’'5'". L-/____Z11;
E" a

Ias
F-.,~_1

at1
Q‘. -*1-1 1

A
-

I
.1 _ .

u

' v

___. @- ‘:.'.~§. '.-'..-
1"
k

r ‘U

_ - ‘ g‘J‘3\-.F‘I;'.I!‘-1‘1 I - iv {

r-~‘I'f""'
I

P ‘T. .1-
:-1’ ''

*5'*"‘.*?;1'¢ier »I'-
1.I

1

." .21 . .
' -'.' ‘I.-'I"';.-1 -_.=J-- 1

'1 ' ..,_\I'. -F

__

F¥L

.15-f1;.'*”-'-"1'-"b‘-
=Fr1;:Z*'1_it:'1-J

"‘!'.<#-‘~’§:"
1‘4?A,

h'.§v_‘.'~_‘!‘f‘,-<.“7‘_f1'-=1§h'-

-.|§‘="'-'. “T51
 _*‘?

E.

A

4_._*)z P 1‘. .
r .a 1,‘

1-’*,.

w

'- 11' 1 ._ _

. 3."; .. LN

‘ III

'5c

w':\._ ..l,'|'‘,1:.

:'.-‘
-._:i"__

i.

'.4:1.";11?*-
. '$44

' \
0

1:3. 4-'11‘;:\"‘ .. '11’-.."1-
3».-.-.

ad)‘

i
I I

1' .1.._:
Pi 1.

P‘? §4"" rib-1,
1. 9

D

.r___-,-cl

‘£$;;‘__&' 1-z‘u_'*'ll'‘E_

‘$1~

P

. 1v~§_'£
- \-'11‘?:'-1:?‘ ""i"-:= we-F

'Q
an

‘vi

‘\

\ ll .\
" is‘ 1

1,30‘ r‘-1'4"‘-I“;
‘41

-11.1"fl' Q-*1

1-3"

'1 1*» - _. .
" 1}‘, ._r_..; _:_.. ‘_

‘H-v w -r 11¢‘
lv~»>

. ‘t. |. 1 1 -\¢_,’3'1.__ ‘ti jfi -~».~:»~-’F..~1"*.*~&*1 =..~-:-1». 
. ' £"r&‘4 .1-

_r I V _ .
1.-1 , . 1"-7 _ _ ‘£31 _: ._ _ _ 4 ‘I . ;_ ._~ i

1. 1 ‘ii .5 .1 _

' .' £1-'*'Y-'1;

‘L A I 1 ‘J I
‘. . ¥J1‘-‘I

‘J

.. .1

'1
Q-

I
1-

L
1 - \ I

I-1\. ‘0 0". .‘l
‘.

-'4

I -
.

~05...

no

u
>

L111‘, IF‘

1-

> 1
I

9.1.
J. Ji-
J .*‘,\_

\-

I

1
‘ 1 1

1
I

I

. n

0
a

3 I
I

L

qr! i,’ I ‘._ ._|'_ - ..,__l'_
, N _ - j- - _ ‘T 15--m M 3€§:;__.. 4- .-_';_,*£- .-

~ _= _ _ .

K

~=§

,

1.

1:5‘-‘#4{ii-*f",d"-3‘

..-,-"-5.1-Y‘ ,1»xg-*.~1;.'*-11 -32}1'u."-.m3_‘}'-Il"i__Q1."’j;_1‘-‘*3!‘£1'4'"1" :?_“l;'-Ivy’.-2' -;'. 14'

3'A 41¢‘LafflH11- iii.'11 '~4!’ L‘5 1,:~:'{"I"-.1
“Q

I-‘-I .11"‘:

MB.

".11.. .

\->

I-4 '>1*?*r.,

I‘

P'¢,;1.' _-1;-.,a-.Fl ..._=r~..._._ .

"1:
I I-4-‘$1

"'1

'

- Pi‘ .
| .5;‘-Q . -

IE4

1.’

bl

'%"§,_.,_‘~;-2»:

-,.a r

"1

\-

A
\

1

-4

1|
0

J

F I

r ‘Ir '

n

0

‘ 1
‘ 0

0

0

' ~.
1 -' ,

.

11

1

-F .

1

. ___

. n

I
1 4

I

1

. I I

~ 4

4

I

.
0 ,.

I

' ' ‘. 1
I

1
0

L = a .. I I,

~'.\ ‘Y|:..;.‘.‘: 'a_1 i
< . ~‘=,» 11:‘ 1:,»-

. u 1 ' 1 “:" r_“4"
“‘ . I 1 It r-‘i‘+J'1‘,_L1'{*v‘ | u

i _ ' ' Q

(. ‘ *1: 0-‘-1"‘!-,"“’ F '- .-* -2 -1- .* .-... _ - . - .
:\ _ .

I - '
-. ‘

O
\ I

C

1

0
1

, 4

1'“,
I

i

1
\ I

. Q I

1
I

-0

0
I . I

l

L
I

1u . I.

u

I

I

F
I

1|»

-'11“ +1‘ .1: .=.*~ -41;.--. . _- .1 F4.’-1. _, 'I_:.‘1!_t‘¢.:-1‘ _ Phi"

- -t_'.\.,,°-_'-..1i.1J~1§ -if‘,.-A _ J'|..$'-Q.‘

i .11* 1'... .51.”
*1 ‘H K F‘l

1»

. -. . *1 '* . .31'-1-r1#i.1é " $1.1 . - -
lfig, r... ._ I" _ ‘ 2- i,'<,_' ' 1 ' H _ ,.

K1 ‘J1. ;_.. :1 6 “Q pr rt ' I

1 u

‘-1

In

I . 1a I
O

F

1

. I I.

'." 1- 1 1 '.0 15- ' _ . '
O - ' I

‘ ' |

Q ' ‘ I \ ' - _ I

I

11

\

11 . ‘
I .1 _ 1

D

I , -

1-...o

1.

1 ' . ‘;- '13-
' -' 1.1

".2-

.0!‘-q

v

I

In

Q

1:

'..rv‘|

I I ‘

I

0

¢

¢
'1

\

I
1.

I’

')' .1 1,1; .. 1.-" f ..'
‘J ?w.-‘T1,’ . D’ ‘\.' 9* 5 ' an ‘. '~ _ ' Tr‘ ’

, " *4.»-..‘ {ff'1
r I

1



.¢l

#

ARTISM — AN OBITUARY
 

Q’ .
1

1. The medieval artist was anonymous in the face of the unnameable creator.
2. Thousands of years of art went by before signitures appeared and names

became known. y
3. A name gives identity to the artist and his work.

4. Identification makes j5@€'nJ~3if‘5.y-C9135--on possible,

5. Identification makes authentication necessary.

6. Authentication makes originality the measure of artistic work.

7. You pay for a name when you pay for art-

8. The name of the artist,hence his identity,hence his life,becomes an art form.
8a. Only when the artist becomes recognizable through his work is he a

recognized artist.
r

9. Depth involvement with an artists life and ‘creative processes‘ force the
artist to treat his public image as a product.

9a.‘ The life of Beethoven is a best-seller.
9b. The lives of Marcel Duchamp and Salvador Dali are as ‘important’ as

vehicles of their ideas as any work they have produced.
9c. What do the Rolling Stohes have for breakfast?
9d. Dylan Thomas was so oyertaken by the image of the artist that he became

alcoholic and died 6? consumption.Do you appreciate his life's work?
9e. Same with Hendrix, Joplin etc.

10. q , _tp_ _ _ _ _Pseudonyms have at times protec.od toe artist from the effects bf his own name;_

10a. George Eliot, baoause he was a woman.
10b. Eric Blair/George Orwell, for obvious reasons.
100. Marilyn Monroe; and it didn't do her much good.

11. Since_photography and the mass—production of images,pseudonyms are no longer
an effective insulation againsi"exposure‘ unless you hide your face as well.

12. Collectivity has been used to dampen the shook-wave of the artists—image.

12a. Renaissance workshops provided an apprentice situation,where the identity of
many artists was subsumed under the name of the master. It also protected
the master from criticism. -

12b. Orchestras and choirs are collective entities whose members are anonymous
until the TV camera zooms in for a close-up and individual ‘identities’ emerge.

12c. The Bauhaus gave the advantage of the group image to the artists involved.
It alsi represented some attempt at creative autonomy within a collective.

12d.
12d. The BBC Radiophonic Workshop ( and its Freonflr equivalent ??) gave the

artist complete anonymity other hhan inside the BBC - just a collective
description, until people noticed the signiture(!) tune of Dr.Who....
and individual composers emerged.
Of couffi the t;chnicians who do most of the worfifin production (of film,
radio,television etc.) rarely get recognizance: similarly it is the
‘artist’ - pop ac3i#1"n. scul;tor,,filmmaker -who profits from work - workers
-in-pro‘1;tiin firs toi£'¢ pi+*o?‘? for ereating ‘landmarks’ &"masterpieces‘.

12e. 'The Bolshoi Ballet did not name choreographers or put special in§iS5@n¢e-
on ‘lead‘ dancers until they came to the ‘West’ and were required to do so.

The artists thus named found they no longer could fit into the calleotivity
and had to leave the company, and often defect to the West.

(There is a whole history of the role and status of the artist in
socialist conditions (Russia,China,Cuba etc.).

Comtinued 0V€r1€af..........
 

* of course it is rather simplstic to characterise these ‘collectives' — in
institution,orchestras etc.~in this way unless we look at the power relations
which determine< their structure....and which we want to change..................
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@g§gA§atea§eg.et tee adaer.ieieg eorafi.eao theme the names of individuals who create
1r”t§aapaigpe.The‘Ad Lgencyie an anonymoue col1ective.comPletel7 at the service oft
  ‘the various company imagee they portray. p "i f y ~= 1 '
12g. Addy Warhol has parodied.thie eituation.Any number of people in the Factory
1 could brig; out etuftiin hie name Qtheoreticelly at leaet).The anomaly than

created.ie that hie neme,though ‘writ in.neon',ie devalued.He completes the
Picture by appearing boring and superficial compared to the people around him.

13. At timee there ie much copying of styles and origiaelityie no longer‘e,yardetick
_ U ' - y I _ 3 I

‘When later it becomes necessary to authenticate B Pork or v..a...,..y,¢o shew it;
originality and hence its worthgthe position of the art export becoees vital to

. ,. I ' . _

0

the whole art industry.Autheaticaticnwie(mot.confined,however,to the identificetil
_ 0

of of masterpieoeegit also takes on the role o£,deeidigg whether new works can be
called art.at all. This is called aat criticism. 1 ".  .’ 1 i

14. By choosing maae4produced imagery ea hie source,the pop artiet moves the emphasis
- away from the creative proceee to the finished product.Thne by becoming at

technicianacen some integrity be_ma1ntained and an. commodity that ourwart and
4

.. ‘F . '

imegination.hae become be ehown more clearly. 111 ~~‘y " ‘ O "
I rl ‘ .

i

15. when the critic eaid ‘But anyone could_have done it‘.the artist should have~
e . ~ ' -

. ‘ "5 '

said ‘Yea. ". 1 " ‘ ' -' V, , I
, I

1 I -

16. Jest as the human image ie an object for artiete,the artist'e~own image‘becomee
z an art form. '  ' = n "i T '-_ u

. -'4

16a.The artist must manage his public image as must a;film.etar.e politician or a
property apeculator. ' O B T '  O  -. ‘ , 1

17. In the world of pop mueic,the group's name is the basis of its immge.When a “¢“
group wishes to avoid an iaage,it:chooaee e neutral word_eooh as who1them:i£. 53_
Sometimes e corporate image is choeen,eaah as ¢hicmgo TransitAuthority,Pacific:r

'\

Gas and Electric,Qaickeilver Messenger $ervice,to identify with the anonymous'l.l
functions of a bureaucracy. . .' ' ~ . _ fc,. 1

b G

18. By avoiding poesie,these names do not avoid an image,they become new images.
1 18a.The visual artist who found a temporary a1ternative,wae the pop artist Billy A

. .

Apple,who painted app1ee.Identi£ying his image with the image he created?
,. V

Wishing to be ea ordinary ae an apple? - v u *1 T
18b.Aeawith pop groopa.when ordinarineas ie named,it becomes self-conscious and‘

_ av ..
- . O r

hence original.  O" ' '~ ‘ O ' '* *
|

.

19. Collectivity alone is no insulation against the artist becoming a fetish. '
19a.Neither is paeudoaymity (see 13). . ~ .  '
20. Anonymity within a collective is the only way to remove the self-consciousness

from the artistic procese. ' 1 '1
20a.Art as a specialism is ridicu1oue,and the ooncommitant Profeeeionel Identity

of the artiet equally ridiculous. O - .  ‘~ p O ‘
20h~The artist's se1t~coneoioueneee and the_imege that the artist projects alienate

the artist from the aadience.ipert from ignoring.art,the only way an audience
_ If ‘ 1 '

I ' Q

can reply to the insult its name has become,ia to be.a critic and alienate the
. '. -

. 1

artist in return. ~ , . ‘ 1 '
I . ‘ ‘

' | _ _ 1 .-i

4‘
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-ONE~ .

ARTISM - AN OBITUARY  £;“£E§
n.b,eThesenotes are additional to the first section of ‘IF YOU READ
THIS‘. They were written from collective discussion during a
particular historical period.It would be dishonest to have simply
revised them etc.:what would be preferred is that they are seen as
they originally appeared and be criticised on that basis.Many errors
(of analysis,expression,proposal etc,)have been left as they are

h t'  " ' d' ' d ' 1 t.a(“€£8"»§’gh °$°r?e 5‘?tsl'?<§"*§h1?‘Ja:LS:E-l].ngeS?C555afifaa£55ufiiéé’ “b€é‘n é€‘$’€gé’§i“.e"
The personality of the artist-worker as defined under artism
reserves for him a special category of experience. The portrayal of
the creative process (itself a distortion) as something intrinsic

to that personality means that the life of the artist becomes in-
distinguishable from the product of his labour (‘It's 8 PiCaSSO!').
Of couse this aspect of oppression is common to many other groups
workers, but perhaps we find in 'art' that the cantradictions
of this ' appearance of things‘ are much more ‘out in the open‘-
indeed they contribute to the discussion and development of the
art ideologies. 5
There are similarities between this (artist as genius/individual)
and other characterisations (women as feminine,blacks as soulful)
and we find that all oppressed groups tend to utilize these opp-
ressive generalisations as a form of self-defence.‘"  ” ~'
The self-determination and control over ones work which are part of
these appearances for artists are of cqurse illusionary...artists
are as much operating at the dictate of the market as any other
workersbut what we can recognise is that they are appearances which
many workers aspire towards.
In order to achieve and maintain an y profes?ional status,we must
adopt the appropriate lifestyle. Just as the (moral) conduct of,say,
a doctor is seen as the reflection of (his) professional integrity,
then the entire lifestyle of the artist iF the perpetual mirror of
his artistic statussmutually contingent with the work in hand and in
censtant need of repair and regenaration.
This-brand of alienation (of labour as well as»ra¢ia1 or Social
identity) is regarded as almost biologically-determined: the natural
genius of the nineteenth centruy conquers the dragons of technology
and remains imprisoned in the mfldiaeval fantasy.

New information rarely emerges on the construction or production of a
well-kmpwn (2) piece of music: new information is instead added in
the farm of new ‘facts’ about the life of the composers/producers.
People who have never heard much of Beeth ven music are mesmerised by
accounts of his iifestyle,just as the love lives of Paris or Bloomsbuy
gain dominance over the social implications of the work produced there
The workalso becomes somehow revitalised and ‘relevant’ despite its
otherwise lack of current 'viability*%EThere is much more to the
commercial propagation of nostalgia ( ‘it the past or the future) than
simply questions of style or profit. "
The work of the avante-garde is in the service of capitalism
specifically due to its ‘re-volutionary' nature.. Not only do they
provide re—packaged commodities: often their appearent ‘spontaneity’
and so on disguises and attmepts to deny the contradicitons and ___
dialectics of their relation with the status quo they appear to be
working awqy from, A better form of ritual problem-solving (resolution
of contradiciton) would be difficult to find in contemporary culture
As such, the art-worker whdqfails to recognise and anticipate the
determinant relations between wo;j,identity,capital etc. and their
subsequent contradictions and consequences and,more,fai1s to endeavour
to gain control over these relations etc,=then that art-workers is
committed to nothing but the isolation and alienation that divides him
and his activity from bheumn$StQf the_Q@0Pl€»

_ _ 1
n. ._. .1 - . .
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12c Some degree of autoT*“*?is permissable when"artisfTseeks new forms .
V through which to maintain control. The Bauhaus, in seeking to re—

' "T estsblish former afitistic ideals,produced the appearance of
j autonomy in order to develop and sell its reepackaged ideology.

~" Despite the appearance of changes in their relationships to the
l "production process,the Bauhfihs couldr¥““37coetruct any other than

. .

T reformulations of traditional relations between.producer/produce/
iconsumer/consumed.Nor,could it develop any historical perspective '
"outside of ’its own’ problems and considerations; This has been the

TM~5fate¢of~allWcellective-productdon"that has developed under the
repressive appreciation of the aFt—hierarchy.....w. ;<q ’-: .

. .

Li There has been-no coherent theoretical;@F?Ctlc9’ related to the
 practice of cultural activity in terms of the interests of the

Y mtworking class (unless we identify a call for compulsory ‘socialist
¢.,realism»*(the depiction of the working class as all male,a1l white,
, ,all"manual etc invplved in events which,according to trotsky,rarely

took place)* as co”Erent simply because it is persistent,“ ”
And the changes in recent years (’fringe’,theatre and ‘social’
television) only testify that the appropr?§“lonp of struggle in
and through bourgepib: representations has strengthened, ratfier

g than its negation.w*a Mb _ ' "; ’ ‘ ' V
I_ The failure t%F%7Y]  1;’ i 1*’ between theory and other practice=

leaves theory Q9 ?rO?@1tY solely of the revolutionary cognoscenti,
and practice the empty and discouraging isolation of our daily lives.

. 1 ‘ I

Art is revolting! We must initiate discussion and action which will
.-.serve the interests and poltical impulses of the revolutionary

class. We must define our work and our lives in relationfto that
class (raifier than imposing our ideas of ‘correct’ practice and so:
on upon them, or remaining simply #:;sc;cgpwrka service for isolated
struggles.),and in that process determine a function for ourselves 

*"which"will defend and strengthen us against the confusions of the
‘ " current crisis,, To fail to commit ourselves to the struggles of
~ oppressed peoples — in our work,our lives, our objectives.0ur

- . ' . . ' I -lunderstanding ofi our historicity —ris to.remain committed to the
interests of our oppressors (We should also recognise an€ struggle

-*‘ against the way we oppress each other) Rutonomy,individualism, the
 ” very honestiea of change and experience are,under the ideologies of

' . . - ~ -
\ :-~ sexism,capitalism,artism,2 a “ihirrca. w   pi s

. . . . ~- --~,-_ ' ' l ' V.‘ "V" ‘W I ‘H. . v l I . , . ,..............,...._,__'_ _..

12g) The struggle against individualism (and eventually towards_it!) ._.
-.is a difficult and contradictorail problematic.’ ‘  '5

>

We find often that the restricted areas of cultural activity (the _
.,theatres.artschools,etc.)and’our entire cultural framework is

_ geared around prcfiit,explOltation,eompetition and professionalismss
qq.yet these are often the only areas where we can get together to -

a share experience es” skills.  T "
m What is also important is to reconsider the way we learn to_

recognise ‘culture’ and 'creatiY1§I- we tend to have theories
related to the art~historieal (and therefore art-market) consensUS
on ’artistic questions'...how do we find a position on mass popular
cultural activity.Can we simply apply abstract philosophical con-

t cepts and so.on to what are untheorised cultural practices?
How do we determine the difference between what is currently ‘pop- 

y ularf (the object of mass consumption,mass specactle) and what our ‘
i project implies.as this (i.e, in the interests of the working class,

» women,whatever group eventually identifies itqelf;...)  
‘ ' . ' ¢ I . ' .

i . _ . . I ,
. - _ . ‘ .

‘ _ . .

. . _ . _
1 . ' - :

. _ _ _ \. - .

fcant recollect the exact passage right now.if you really want to t
. know contact the address below. . n n- T  >_ _ . - .

. . I _ - .
_ _ . - . A _
. ~ _I .

. I ' _, -



—THREE—
13 when ‘culture’ was, in pre-capitalist or revolutionary epochs,

a non—specialised activity, an integral part of mass social
relations: then it is clear that criticism/development of that
work would come from the mass base which had ‘stimulated’ it:
Iharelation to the mode of production,technology etc, would be

{not one of mystification and distortion as it often is today (the
-atfiitude of-most revolutionaries towards the use of media
' is a good example of this): criticism would be a social activity
rather than the ossified and hierarchical specialism it has
become,,,
Although one person may have been largely responsible for one
’task’,one ‘commodity’ (and this is unlikely) — that work was
nevertheless an expression of current social struggle and
contradiction...not the reified professionalism typical of
b0uf9e0iS reality (- ii‘ : and of some revolutionary ’projects').
As this (unmediated by property or power relations:or by the
interests of one class or group over another) it would be a
manifestation of conscious social activity - social struggle
itself ) rather than the distorted and ‘meaningful’ expression
of alienated and isolated ‘individuals’. And of course, it would
not be confined to what our so"i¢ty (in which everything is a
commodity) would define as ’fun clonal‘ objects: a conception
only possible under capitalism where life itself is a commodity
controllcdpedistributed,reorganised by the interests of the
ruling class.

The development of capitalism revolutionised all social relations
...and these were expressed in terms of property.. Matriarchy (the
confiprstone of collective egalitarian society for thousands of
years was brutalised into submission and extinction by the
discovery of paternity and its use in the control of social
resources..women were the first 'colonised’,the first whose
(re)productive activity was determined by the interests of the
ascendent class (male power)... and were thus defined in this
role.:The sexual division of labour,(the sexual division itself)
CharaCteriSe$:male hegemony and its development through capitalisnh
Women became the ‘other’ along with other ’minoritised’ groupings
identified (correctly) as against the interests of the ruling
class (gays against the nuclear family and the construction of
bourgeois sexwsIity:non—whites against the imperialism of
developing capital; children - against the property relations
defined and justified by patriarchy,against ’socialisation’)

Capitalism could not survive in any other than the patriarchal
society: and the enslavement of the working-class takes place
emotionally,sexually,psychically as well as economically (such
categories themselves are,of course, constructions of class society)
: a revolution of ‘social relation’ would not be aimed at making '
people happy (2) sexually or economically just as it wuuld not be
aimed at making people necessarily ‘happy’ about ‘work’ or
‘politics’ or ’culture’,@(Critical analysipfactivity arbund the
nuclear family,its relation to repressive psycholgy,fascism etc,
has only emerged with the self~activity of women and other
‘minorities’ against the interests Qf capital,male domination, )

-I7‘

*To combat one of these aspects of oppression is no longer
sufficient or realistic: it simply underlies (validates?) the
divisions instituted from the determination of capital:,any
revolutionary project identified in this way creates further
divisions and confusions : the trade unionist who beats his wife
(and it is usually he and his and wife) is counter-revolutionary:
so is the feminist artist who cashes in on the current art—market,
(Though we cant simply look at this problem in a moralistic
fashion: it has a political base and a political solution)
 

) 
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At this point in the music industry, the image bank was temporarily
exhausted (the rulimg class often finds itself in deep contradiction
tooi) It is then that we glimpse the true ‘nature’ of that industry
as service industry dealing with its image (‘form and content‘) in the
same way that any progressive international company might (inter-
natiomal socialism is rather behind on this question however):
Like much of the service industry,its function is not simply a
matter of productivity or profit: it has an ideological role,too.
In this, it amplifies,reproduce5 and justifies dominant social
relationssit reinforces and develops the fundamental characteristics
which underlie the exploitation and (self-) oppression of the
employed class: sexism,racism,ageism,chauvinism and so on.
Lack of control over the means of production is the basis of our
powerlessness: much of the time we lack. ;nractical_ perspective
on which to base strategies,methods, But this isnt just a question
ps3 ‘getting the correct line’ or ‘improving the image of revolution‘:-
‘;*it is a question of pursuing a practice which relates to theory
in an ongoing and revolutionary way: that responds to the confusuons
and insecurities which we experience under capitalism and poses
socialist methods to change them:/ change our lives.-"“
The bourgeois model of social relations (its ‘rationale‘)canno§ be
replaced and superceded by a prioritative series of ‘strategies’
revolving around a string of demands which are to be realised in
some programmatic way (the nationalisation of the banks; the
‘ownership’ of the means of production which leave their essential
role unchanged).Lack of control and self-determination for the mass od
people corresponds to our lack of control over our bodies,resourses,
lives that we are subject to under capitalism.::::.::.:,:,.

A revolution in one part of our lives is empty without revolution
in ‘other’ parts. Not only would such an advance define our
struggle in terms of the fragmentation of everyday life under
capitalism (home/work: personal/political: etc.): but what this
perspective fails to recognise is the possibility that gapigalisg
can appear to (resolve contradipgjgpszmeet ‘demands’ etc,(with _
the co-operation of sections of the class),whilst its interests still
dominate our lives, This isn‘t to say,discouragingi3; y, that we are
doomed to failure or that workers self-organisation around specific
demands is futile and collaborative (agy increase in our self-
activity is crucial):- but we should never cease to develop self-
criticism and learn to anticipate the shape of class struggle‘ The
endless sloganising of the left reduces questions of everyday life
to a procedure which fits in neatly with the demands of capital.
It is in abandoning this ’concretisation‘ of struggle (no accidental
description!) that many of the ‘vanguard‘perspectiwes towards workers‘
autonomy (the womens liberation movement, the struggle of peoples
against imperialism and racism etc, have been developed,
It has been no accident that capital has been able to co-opt many
revolutionary trends and developments for its own purposes. Whilst
this has created new conditions of struggle (its incorporation of
the labour movement: its control of ‘pressure’ groups and many areas
of social struggle) which we must seek to understand and supercede,
we must also recognise what this implies for our conception of
revolutionary change, The mechanisms that prevent individuals from
engaging themselves against capital are material forces perhaps more
deeply-entrenched that specific circumstance: leaving these
mechanisms unchallenged and misunderstood (sexism,the work ethic
insecurity etc.) is exactly what capitalism does not d0.Dominant
ideology prescribes social interaction beyond the negotiating tables
of trades unions-management:and the definition of 'workers‘(and so on)
which is beloved of the left contains struggle, controls people more
effectively perhaps than any of capitals representations.

 



—FIVE— -

Political autonomy should not be represented as another brand
' of the commodity permutations available on the ideological

‘free market‘. No should the revolutionary perspective exclude
examination of the oppositional forms (of organisational structure,
representation,right through to ‘literacy’/‘film’ etc.) that are
thrown up, beyond expediency,as methodologically urgent by
revolutionary struggle.....
(the debate aout revolutionary film is perhaps the most advanced
right now, perhaps becaese the dominant ideological '
‘vehicles’ - for want of a better description - are bth
clearly institutionalised and more evidently in crisis :--
Hollywood and so ona)
It should be obvious that bourgeois cultural modes don't oppress
(or conceal and diffuse antagonisms) simply because they  
invariably involve happy endings and so on.It is not a question of
appropriating cinematic facilities for and by socialists.
Beyond topicality,urgency and so on, we ought never simply re-
employ dominant cultural modes in'this way Pop music (like
cinema etc.) creates a certain space whrh the ‘consumer’ fits into
(and validates).We must look beyond the question of ‘content’
(about eliminating ‘sexism“eedism‘ ) and its ‘replacement
(socialist ‘message’/‘feminist ‘rock’ and so on)=to a total
restructuring of this ‘space’.

Duchamp had already demonstrated that any object became ‘art’ by
being placed in the ‘art situation‘ (and people become objects
in the same way). Conceptual artists threw away much of the image

22 and the object,revealing (inadvertently) that art, in its
marginality under capitalism, had superceded the necessity of
producing commodities: its main thrust is,in an ideological sense,
beyond ‘task’. Unfortunately, most of these artists,being hardly
scientific, and certainly not revolutionaries, didn't follow
through the implicatioms of their realisation. Instead of tackling
the contradictions which had been exposed somewhat, many became
(surprise surprise)‘theoreticians’ or spend their time ‘producing
nothing’ and being interviewed for their trouble.Some even market
their lack of identity (Gilbert and George),behaving ‘anonymously’,
performing in ‘alienation’ pieces ,THEATRICALISED STRUGGLE.
Having revealed the surface of the commodity spectacle, such
artists simply scrape away at it for a living (other artists,
admittedly,make their money being ‘political’)implying ‘deeper’
meanings and so on...(yawn,yawn),

THIS DOCUMENT IS A PROBE TO ANYDNE wHo FEELS THAT,NOT ONLY HAvE
QUESTIONS OF CULTURE BEEN LEFT UNTOUCHED FROM A REVOLUTIONARY POINT
OF VIEW FOR Too LONG,BUT ALSO THAT,WHEN THEY HAVE BEEN,IT HAs BEEN
IN A R3UOV33:.ABSTRACTEAsHIoN BY PROFESSIONAL ’ARTISTS'. .
NE NEED To INTIATE JOINT DISCUSSION JOINT AcTI0N wHIcH WILL
REINTEGRATE OUR ENERGY INTo THE REVQLUTIQNAEY STRgGGLE.REDEFINE OUR
AcTIyITY (THEORETICAL on NoT) wITH THIs sTRUeeLE,_§p§§§g§LjEggsppg
ggggssylz NEED T0coNsTRUcT A CONSCIOUS PROJECT T0 OVERCOME THE
SPECIALISATIONS AND DIVISIONS FOSTERED BY CAPITAL (’POLITICAL’/
‘CULTURAL’/‘PERSONAL’ etc,)T0 STEAL BACK CONTROL OF EVERYDAY LIFE:
Please send comments,contributions etc. to mouthtechnology (a
provisional ‘name’)58 burford road nottingham. tel 0602 76410.

*The use of ‘HIM’/‘HIS’/‘HE’ throughout most of this piece has been
intentional. ‘Art’ is the capitalist appropriation of creative
production (justfying non-creative productivity):and the determining
of all relations to meet the ideologicAL,Economic and cultural needs
of the ruling class. Artist,artobject,critic,audience are the
consequent social relations and their manifestations.
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WOMEN have been systematically excluded from all productive pro-
cesses under the period of the patriarchal family (and its many
reconstitutions). This with the exception of tasks etc. which are
part and parcel of their oppression (mother,wife,heterosexual) and
which structurally justify their exclusion. Even at times of dire
economic crisis (when there were I million ‘jobs‘ vacant in pre-
war Germany for example) the ideological necessity of keeping
women in their place often dictates state policy (not without its
contradictions!) Under capitalism,this serves the 1
ruling class and guarantees their survival. Art is no exception.
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Other ideological constraints have developed to intensify and
justify this oppression: permeating the consciousness of even ‘the
most committed revolutionary‘(the competitiveness involved in
‘fighting the bourgeoisie is legendary).
One of the roles of this 'art' under late capitalism has to under-
line and legitamise ‘personal'/‘spititual‘/'private‘ (and ‘erotic‘)
experieflCe, Especially since the introduction of economy-size
psychoanalysis to ‘calm the troubles brow‘ of the uneasy prole-
tarian.
The aesthetic has been constructed in this way to preclude
collective production/perception/criticism, Mass cultual activity
(football matches,festiVals) take place in prescribed areas at
arranged times...a sort of mass psychotherapy with superstars.
All this augements the socialigation of the proto—bourgeois
individual.
Although there appears to have been,historically, some ‘democrat-
isation‘ of artistic practice (they appear to cross class lines)
they operate like other growth industries (suicide,madness,) in
resolving quite maked contradictions in an individual way.
The process operates solely at the level of representation, of
appearences.Democratisation represents control over our life just
as ‘improved industrial relations‘ represents self-management and
collective resposibility,(Compare ‘audience perticipation‘ to
‘worker participation‘if you're feeling optimistic).Political and
artistic professionalism are cog and screw in the same oppressive
ideologgy. Women have been excluded from the rfiles of critic,art—
ist just as they have been role? away from the ’ oppurtunity to
become doctors,lawyers,chefs etc.(and although they perform these
functions unpaid and uneecognised in the home).The answer is not,
of course,that women should simply take on these functions in an
uncritical way (where men left off,so to speak).What womens liber-
ation implies is the superceding of these functions,and not their
proliferation. The entry of women into the workforce should not
be seen in some rigid programmatic waysnor should other strategies
(Wages for Housework,a ridiculous formula) be welcomed (they
simply re remploy capitals rationale —-MONEY = POWER —- and thus
crupple womens revolutionary energy).
An understanding of feminism is a cru¢ial element in our ‘W0rk‘
against capitalism,artism,race— class and male- domination. This
i§_gg§ to say that we should accept as conclusive any positions
reached by feminists (the return to matriarchy for instance) but
we should recognise their implications (the critique of our O
conception of class and struggle posed by radical feminism for
example).

 

We shouldn‘t make the fatal mistake of ‘appropriating' feminism
into the structures of traditional revolutionary perspectives.
This has already occurred (ranging from increasing female
membership of left groups to shortcutting our way to a critique of
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psychoanalysis (without working out its rel€vance)).

Wages for Housework have drawn on incredible support from the
womens,gay and ‘unaligned‘ revolutionary movements largely
because they represent a response to everyday scarcity (of money,
of power,of direction and so on). Capitalism is quite content to
‘have’ women agitiating around impossible demands which reduce
vital perspectives (the struggle agalnst work) to slogans...and
which even if realised would consolidate and reinforce the
central core of womens‘ oppression.  

Of course the reasons why such a struggle has literally taken off
don‘t just lie in incredible media-coverage...there are many
characteristics.of revolutioary organisations which themselves are
not beyond critEism....in the first draft of this paper we begun)
a critique of sectarianism,but to develop that would take pages
and pages of debate which possibly would interest no—one (we began
to lose interest ourselves). L  

I

Perhaps we should leave it here and hope that,thrown within a
broader context, this discussion will tmoaden and be seen to be
the concern of all revolutionary groups/people.

Most of our present activity is around film practice: another
paper sketches the beginnings of the development of ‘revolutionary
film practice‘ along revolutionary lines (for a change)......We
don‘t see any of these activities in opposition to each other
theoretically (though resources,times of meetings,energy etc.
invariably does dictate a bit of seperation) nor do we see that
our work should be seen as ‘our work'(then why do we call it that?)

Lastly, in writing this paper, amending it through experience of
struggle, we hope that we don't fall into the trap of presecribing
debate, of setting out ‘what should be the concern of every
young revolutionary today‘.

Perhaps your cont?ibutions will alter the whole perspective?

CULTURE IS THE ACCUMULATION OF DESIRE
REPRESSED BY THE DESIRE FOR ACCUMULHTION.

EVERY MOMENT A LIVING MOMENT
EVERY TIME A WANTED TIME.

(it would perhaps help if criticisms specific to the text should '
be set out like the text; i.s. corresponding to the numbers
of the starting article (ARTISM AN OBITUARY))........

 

SPACE TO THINK

continued overleaf,

MDUTHTECHNOLOGY TOP FLAT 58 BURBORD ROAD-NOTTINGHRM NG7 BAZ.


