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Poesin maste goras av alla! Transform the world!
Forandra varlden! Poetry must be made by all!




Poesin maste goras av alla!
Poetry must be made by all!

Forandra varlden!
Transform the world!
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Utstéllningen &r sammanstalld av Ronald Hunt, Depart-
ment of Fine Arl, Universily of Newcasile, England,

Foljande privatpersoner och institutioner har stalll konst-
verk och ldremdl till ulstiliningens férfogande:

Dr. G, H. S. Bushnell, University Museum of Archaeclogy
and Ethnology, Cambridge

Mr. Charles Ratton, Paris

Musaum of Modarn Art, New York

HRoger Fulcher och Chris McConway har gjort rekon-
struktionen av Tatlins luftcykel

Derwent Wise har uttort modelien av Malevicha “planit”.
David Wise rekonstruerade Malevichs sarkofag

Stuart Wise har gjort fotomontagen pd grundval av de
surrealistiska forslagen till Paris férskoning.

Eskil Mandor! rekonstruerade Tallins stol.

Ulf Linde gjorde rekonstruktionen av Dalis "Afrodisiasisk
smoking’.

Erik Cornelius framkallade och férstorade folografierna
Istvan Foth textade introduktloner, bildtexter och mot-
ton till skarmarna; Jane Berg klistrade bilder och Marta
Sahlberg har deltagit | katalogarbetel

Presskommissarie: Sonja Martinson

Utstdliningen pagar 15 november — 21 december 1869
och ar dppen alla dagar ki, 12=22,

Anmélan om skol- och gruppbesdk gdres per telefon
24 42 D0/61, helst en dag i 1orvag,

Aktiviteter:

Med utstiliningen som fond kommer ett rum alt byggas
upp | Moderna Museet, avsett alt anvandas som mdoles-
plats och dar en méngd aktiviteter under hela utstall-
ningstiden skall ta form. Avsiklen &r att |13gga upp ett an-
tal seminarier pa &mnen som ansiuter till utstdliningens
fem avdelningar och med inledare som har erfarenhater
pa respeklive omraden, Dessutom Kommer dagsaktuella
amnen att behandlas, som 1. ex. allaktivitet, konsten utan-
for ramarna idag, konstens sociala stallning.

Mellan seminariesamtalen som kommer att aga rum i ut-
stallningslokalen, avser vi atl ordna en serie fGrestall-
ningar och debatter med teater, film, musik, framtradan-
den etc. som kan betraktas som en lorlangning av sjalva
utstallningen,

Detaljprogrammet ar inte fasistdllt och meningen ar att
det till en del skall improviseras, varfor alla uppslag och
idéer under utstaliningens gang &r mycket viktiga.

Med forslag och fér information: kontakta Moderna Mu-
seet, Par Stolpe, tel. 20 40 43.

Utstaliningskommissarier: K. G. P. Hultén, Kalja Waldén
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The exhibition was conceived by Ronald Hunt, Depart-
ment of Fine Art, University of Newcastle, England

The following persons and institutions have loaned works
of art and ethnology:

Dr. G. H. 5 Bushnell, University Museum of Archaco
logy and Ethnology, Cambridge

Mr. Charles Ratton, Pans

Museum of Modern Art, New York

Roger Fulcher and Chris McConway reconstrocted That-
lin's ornithopter,

Derwent Wise reconstructed Malevich's “plamit’

David Wise reconstructed Malevich's coffin,

Stuart Wise made the photomontuges based on surrealist
propositions for the trunsformation of Paris,

Eskil Nandorf reconstructed Tatlin’s chair

UIf Linde reconstructed "Aphrodisiac jucket™ by Dali
Erik Cornelius developped and enlarged the photographs
Istvitn  Foth wrote the introductions amnd mottos of the
panels in texthand; Jane Berg pasted the photos and
Miirta Sahlberg nssisted in the work with the catalogue

Press relations: Sonja Martinson

The exhibiton will be on show from MNovember 15 to
December 21, 1969, every day 12—22,
School and group visits should be announced. if possible
one doy in advance, on tel. 24 42 00/61

Activities:

With the exhibition us background a room will be con-
structed in the Moderna Museet, (o be used as o meeting
place and a scene for various activities during the ex-
hibition, Seminars will be held on topics related 1o the
five sections of the exhibition and introduced by per-
sons interested in these different fields. Actual topics will
be treated, such as ‘allaktivitet’, art outside the frame
to-day, the social position of art.

In between these seminars 1o be held in the exhibition,
we are poing to arrange a series of representations and
debutes connected with thedtre, film, music etc, These
can be seen as a prolongation of the exhibition.

The programme is not planned in detail and it is our
intention that it should in part be improvised. We shall
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during the exhibition. Contact Moderna Museet, Pir
Stolpe, tel. 204043
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Foretal
Myckel | 1800-talets kulturhistoria kommer att omviirde-

ras. Medan vl ihérdigt tittar &1 det hall vi ar vana att
titta At, sker de handelser som visar sig vara de avgd-
rande pa elt annal hill eller pa et annal plan

Konsthistorlen har traditionelit betraktat skulpiuren
och maleriet som bildkonstens viktigaste uttrycksmedel
(Konsthandelns representanter har ivrigl stotl detta syn-
sitt.) Sedan ndgon tid star detl kilart, att vi upplever en
signifikativ “avmaterialisering” av konsten. Ett konstverk
kan f&das och fGrsvinna inom nagra veckor aller for-
stéra sig sjdlvt pAd nagon timma. De tidigare noggrant
fitskilda tekniska arterna blandas, konstformerna lanar
ogenerat av wvarandra, kategorierna suddas ut. Konst-
verkels skapare kan vara en Individ men lika val en
grupp.

Viktigare An detta dr att sjdlva konstbegreppet haller
ph ait omvandlas. Hur det omvandlas ar mycket svar aft
beskriva, men denna utstdlining dr elt viktigt element att
sludara for den som vill forsoka forstA vad som sker

Man har sagt att konsten kommer atl fdrsvinna. Andra
har sagt, att, om man sa vill, allt maénniskorna gor ar
konst. Om man tar fasta pa den nyss namnda “avmate-
rinliseringen”, koncentrationan pé Idén som det viktiga
| konstverkel, kan man tAnka sig eft tredje allernativ,
némligen att séga att konsten fiyttar {lll manskans inre,
att den blir ett séit att férhalla sig. De krav pa upprik-
tighet, ansvarstagande, upplinningsrikedom o©. 5. v. som
géller inom konsten skulle da komma att galla hela
samhillel. Det forutsdtter givetvis att samhdllet halt 1or-
dndras

Deita &r andra delen | Moderna Musaets serie: "Fran
kubismen ill samhallet som konst.” Forsia delen var
den presentation av Viadimir Tatlins verk som v visade
under sommaren 1968,

Ronald Hunt har sammanstdilit denna utstdlining. Vi
&r honom mycket tacksamma 16r att han latit oss bli de
forsta som far visa detta material och pad Modarna Mu-
seets vagnar tackar jag honom hjartligt darfor.

Var tacksamhel gar ocksa till foljande personer som
hjaipt till med forberedelserna till denna utstdlining:
Troels Andersen som bidragit med mycket av del ryska
materialet och &verséttningar fréin ryskan; Hal Sutcliffe
och Chris McConway som oversatl till engelska; Gre-
gory Bateson som |Alit oss anvinda material ur hans
bok “"Maven” och Herbert Marcuse som tillatit oss citera
ur “An essay on liberation'; Mme Nina Gourfinkel som
l&nat ut material om "Bld Blusen”. Derwenl Wise har
rekonstruarat Malevich “planit” och David Wise har
byggt modellen till Malevichs sarkofag efter en teckning
av Malevich; Stuart Wise har gjort fotomontagen pa
grundval av de surrealistiska forslagen till forskoning av
Paris och Rogar Fuilcher har gjort den storartade re-
konstruktionen av Tatline ornithopter. Chris McConway
har hjélpt honom | detta arbete. Féljande parsoner och
institutioner har haft v@nligheten att lana oss belydande
konstnfirliga och etnografiska verk som gér utstalining-
én mer levande: The Department of Painting and Sculp-
ture, The Museum of Modarn Art, New York (Gardenians
valnad av Marcel Jean), The Department of Architecture
and Dasign, The Museum of Modemn Art, New York (fal
av Malavich), Dr. Bushnell, Museum of Archaeology and
Ethnology, Cambridge ([Sepik River-mask frdn Nya
Guinea), M. Charles Ratton, Paris (Vatikanens killare av
Mesens). Luis Bufuel har gell oss tillstand att visa del
surrealistiska masterverket filmen “L'Age d'or”.

K. G. P. Hultén

Preface

The cultural history of this century will be reassessed
to u lurge extent. While we persistently look in our usual
way the decisive evenis happen the other way or on
another level.

Art history has traditionally  regarded sculpture and
puinting ns the main means of expression of visunl art
(The representatives of the art market have eagerly
supporied this point of view.) But for some time it has
become clear that # significant "dematerialization” of art
is taking place. A work of art can be born and disappear
within o few weeks or destroy itself in a few hours, The
different technical species that earlier were carefully kept
apart are being mixed, the art forms borrow from each
other without hesitation, the categories blur. The creator
of the work of art can be an individual but it may also
be n group.

More important than this is that the very conceplion
of art is changing. Just how it is changing is hard to
describe, but this exhibition is an important object of
study for those who want to understund what is happe-
ning.

It is said that art will disappear. Others say that, if you
wish, everything man - made is art. Keeping in mind the
iden just mentioned — “dematerialization™ — that is the
conceniration on the idea as the most important part of
the work of art, one can think of a third alternative: ar
is moving to peoples’ interior, it becomes a Kind of be-
haviour. The kind of sincerity. responsibility, invention
eic. that rules in the best of art should then come 1o
rule in society in general. This evidently requires that
society must change completely.

This is the second part of Moderna Museet’s series:
"From cubism 1o society as art”. The first part was the
presentation of Viadimir Tatdin's work which was shown
in the summer of 1968.

Ronald Hunt has put this exhibition together. We are
very gruteful to him for letting us be the first to show
this material and on behalf of Moderna Museet [ want
to thank him most heartily.

We are also deeply indebted to the following people for
help in preparing this exhibition: Troels Andersen for
much assistance with Russian material and translations;
Hal Suteliffe and Chris McConway for translations; Gre-
gory Bateson for permission to use material from his book
"Maven”; Herbert Marcuse for leiling us use guotations
from “An essay on liberation™; and Mme Nina Gour-
finkel for the loan of material on "Blue Blouse™, In
reconstructing various works — Derwent Wise for
reconstruction of Malevich’s “planit’ and David Wise for
the model based on a drawing by Malevich: Stuart Wise
for the photomontages based on surrealist propositions for
the transformation of Paris, and Roper Fulcher for his
greal work in reconstructing Tatlin's omithopter, in this
he was helped by Chris McConway, The following per-
sons and institutions have kindly loaned ws important
works of art and ethnography to vivify the exhibition: The
Department of Painting and Sculpture, The Museum of
Modern Art, New York, (The Spectre of the Gardenin,
by Marcel Jean), The Department of Architecture and
Design, The Museum of Modern Art, New York (Male-
vich's Saucer), Dr. Bushnell of the Museum of Archaeo-
logy and Ethnology, Cambridge (Sepik River Mask from
New Guinea), Mr. Charles Ratton, Paris (The Cellar of
the Vatican, by Mesens), Luis Bufuel gave us the per-
mission to show the surrealist masterpiece "L*Ape d'or™

K. G. P. Hulién




Féremal:

Malingai-mask fran latmul-folket, Nya Guinea.
{(Museum of Archaeology and Ethnology,
Cambridge)

Malevich: Svart kvadrat. Rekonstruktion.

Malevich: Fat.
(Museum of Modern Art. New York)

Malevich: Planit. Rekonstruktion.
(Derwent Wise)

Malevich: Sarkofag. Rekonstruktion.
(David Wise)

Tatlin: Relief. Rekonstruktion.
(Roger Fulcher)

Tatlin: Stol. Rekonstruktion.
{(Eskil Mandorf)

Tatlin: Slagvingflygare. Rekonstruktion.
(Roger Fulcher)

Tatlin: Modell till Monument for Ill. Internatio-
nalen. Rekonstruktion.
(UIf Linde, Per Olof Ultvedt)

Salvador Dali: Afrodisiasisk smoking.
Rekonstruktion.
(UIf Linde)

Marcel Jean: Gardenians valnad.
{(Museum of Modern Art. New York)

E. L. T. Mesens: Vatikanens kallare.
(Coll. M. Charles Ratton, Paris)

Meret Oppenheim: Min guvernant.

(Moderna Museet. Stockholm)

Wolfgang Paalen: Artikulerat moln.
(Moderna Museet. Stockholm)

Filmer:
Luis Bufiuel; L'Age d'or.

Dziga Vertov: Mannen med filmkameran.
Scener ur "Fyra fracka fripassagerare’.

Jag vill passa pa tillfdllet och tacka Katja Waldén fGr
en tdlmodig och omsorgsfull kontroll av materialet och
Pontus Hultén 1&r att han genomfdrt vad som ofta fore-
fall vara ett myckel oklart projekl. Nagon (rhgade en
géng Tolstoj vad "Krig och fred” handlade om. Han
svarade: "Om jag hade kunnat tala om det {6r er hade
jag Inte behovt skriva boken". Det &r inte IBtt att 16r-
klara den hér utstéliningen, men jag hoppas den inne-
haller tillrackligt mycket intressant material far atl st pa
egna fdtter. Trots silt omfang ger katalogen bara en
ofullsténdig férklaring men jag hoppas ait den skall ge
en antydan om att A&mnet behdver fullfdljas och utfors-
kas | detalj for att en mangd viktiga problam, som inte
alls kan avskrivas som historiska, skall kunna |6sas.
Ronald Hunt

Ohbjects:
Malangai-mask from latmul people, New Guinea
(Museum of Archacology and Ethnology, Cam-
bridge)

Malevich: Black Square. Reconstruction.

Malevich: Saucer.,
(Muscum of Modern Art, New York)

Malevich: Planit. Reconstruction,
(Derwent Wise)

Malevich: Coffin. Reconstruction.
(David Wise)

Tatlin: Relief. Reconstruction,
{(Roger Fulcher)

Tatlin: Chair. Reconstruction.
(Eskil Nandorf)

Tatlin: Ornithopter, Reconstruction,
(Roger Fulcher)

Tatlin: Model for Monument to the IHlrd Inter-
national, Reconstruction,

(UIf Linde, Per Olof Ultvedt)

Salvador Dali: Aphrodisiac jacket. Reconstruction.
(UIf Linde)

Marcel Jean: Spectre of the Gardenia,
(Muscum of Modern Art, New York)

E.L.T. Mesens: The cellars of the Vatican.
(Coll. M. Charles Ratton, Paris)

Meret Oppenheim: My governess,
(Moderna Museet, Stockholm)

Wolfgang Paalen: Articulated cloud.
(Moderna Museet, Stockholm)

Movies:
Luis Bunuel: L'Age d'or.

Dziga Vertov: Man with a movie camera.

Scenes from "Monkey Business".

I would like to take this opportunity to thank Katjn Wal-
dén for her patient and careful checking of material; also
Pontus Hultén for carrying through what has often seemed
a very obscure project. Someone once asked Tolstoy what
"Wir and Peace™ was about: he replied “If T could tell
you | would not have needed to write the book”, This
exhibition is not easily explained, but 1 hope there is
enough interesting material for it to stand in it's own
right. Despite its size, the catalogue can only be a partial
explanation, but [ hope it will suggest to some people
that the subject needs following up and exploring in
detail in order 1o resolve a number of problems whose
importance seems to me far from being historical,
Ronald Humt

Introduktion

Namnet pa den hir utstdliningen har h&@mtats fran Lau-
iréamont, respektive Mars. Del anger dess huvudiema
och sammanbinder dan radikala konsten och en ravo-
lutiondr politik, Genom denna hopkoppling tycks det tra-
ditionella konstbegreppet stundom férsvinna medan den
politiska dimensionen far Gkad betydelse. Utlstiliningen
illustrerar temat | bild, katalogen kompletierar, Budska-
pet framgar ibland klarl, ibland ligger det under ytan

En av de inskriptioner som stod ait l&sa pa husvaggar-
na | Paris under majrevollen 1968 I6d: "1936 — derniére
coucha de peinture” (1836 — méleriets sista pensel-
drag" — men ocksd “nedkomst”, “viloplats'). Nar revo-
lutionérerna med alla medel bemaktigade sig kommuni-
kationsmedia — med stor framgang for Gvrigt, ty miljo-
ner mAnniskor |&ste vAggarnas slagord — kiargjorde de
just genom walet av slogans och deras innehall att det
rorde sig om en ny typ av revolutiondr situation. Lenins
definition — “"Revolutionan ar de fortrycktas fesl” — var
nira atl forvarkligas. Poeain hade fdrts ul pa gatorna igen.
Kommunan av ar 1871 hade aleruppstatt, inte | samma
form men | samma anda och med nagol av samma ur-
sprungliga uttryckskraft. | Ryssland, da revolutionen var
ung, hade poesin manifesterat sig dar — pa gatorna. Nar
majrevalten undertryckls kunde man lasa hur journalis-
ter | den borgerliga pressen beklagade att “en poetisk
Iivskvalitet hade gatt farlorad”. Dd kunde man verkligen
kinna sig Overtygad om ait poesin hade Gvergatt fran
farm till innehall

Den hir ulstdliningen tar upp vissa lema som hor
ihop med detta slagord: “1836 . | ménga “primitiva”
samhallen har maleriel, poesin elc. inte denna begransa-
da livstid. Da har hail enkell aldrig existeral som form.
MNaven-folkets fantastiska poesi L ex. ar en del av deras
naturliga miljé, vars och ens omedelbara omgivning. Vid
samma tid som man kunde bavittina Naven-ceremaonierna
kunde man h&ra personer | Ryssland forklara att kons-
ten inte l&ngre fyllde nagon uppgift — “framtidens kol-
lektiva konst Ar del kollektiva livet”. | Frankrike hade
Dada f6rsdkt morda kulluren. | dess kblvatten hade sur-
realismen lagt fram @n ny, icke-repressiv varklighets-
princip, som alla kunde omfatta: "Surrealismen finns in-
om réckhall fér varje undermedvetet”. Dessa IGreteelser
har en likartad, viktig kiima: det icke-hierarkiska, klass-
l&sa samhiillel. Gregory Bateson skriver om latmul-fol-
ket: "'l detta samhélle finns inga stadigvaranda och spe-
ciallt utvalda ledare — i sjélva verket flinns ingen formel|
ledarbefattning alls — | stallet uppmuntras ett standigt
framhivande av del egna jaget”. ("L'anarchie c'esl je”
— — — "anarkin &r mig"” — slagord fran Paris ma] 1868.)
Datta férhallanda har | allmé&nhet inte varit foremal for
konsthistorikernas intresse, av olika skal. Men det har
varit huvudprincipen 16r denna utstillning. Samtidigt ar
det uppenbart hur svart det dr att "utstalla” ett sadant
férhallande. Det vore lattare att gora | bokform. Vad wi
har f&rs&kl, r att | dokument visa konstn@rernas reak-
tion infoér ett sadant revolutionart tilistand. De manga
olika utstdliningsiGremalen och deras inbdrdes molsa-
gelser tjdnar kanske aftt undersiryka att ett saddant sam-
hélle inte nédvandigivis behover vara det monolitiska,
ostrukturerade block som vi har lockats ait tro. Sa har
detl némligen framsldlils | den vasterlandska historie-
gkrivningen och aterspeglats | vissa forfattares verk — i
utopiska romaner elc. S. k. klassidsa samhallen ar na-
turligtvis Inte klassitsa, av en mangd olika skal. PA
grund av sin byrakratiska organisation t. ex. Hogre funk
tionarar &r battre betalda an ldgre. "Manniskor som ar
vana aftt fortrycka fortsatter att fortrycka | det nya sam-
héllet" (Marcuse). Med andra ord: de borgerliga varde-
ringar som fors med in | det nya samhallet tignar bara

Introduction

The title of this exhibition is thken from Lautréamont
und Marx respectively: it indicates the basic themes and
links radical art and revolutionary politics. With  this
union the traditionnl notion of art often seems (o dis-
appear, and the concept of politics take on an added di-
mension. The exhibition itself illustrates the theme visu-
ally, the catalogue texts supplement this. The message is
somelimes obvious, somelimes subliminal.

One of the recorded slogans of the May Revolotion in
France last year read: "1936 — Derniére couche de pein-
ture”, In seizing the means of communication as best as
it could — and this it did most successfully, millions
were aware of the wall slogans — the revolitionaries
made it clear by the very nature of the slogans that this
was a4 new lype of revolulionary situation. Lenin's defi-
nition — "Revolution is the Festival of the Oppressed”
was near (o realization. Poetry had come to the strecis
again, The Commune reborn, nol in the form bul in the
spirit of 1871 when similar creative force had appeared.
In Russia, when the Revolution was voung, poeiry had
minifested itself there — on the streets. When, following
the suppression of the May events, one could read jour-
nalists of the bourgeoise press lamenting the disappear-
ance of *a poetic quality of life’; then one can be doubly
sure that poetry had passed from form to matter.

This exhibition is concerned with certain  themes
related 1o that slogan "1936..." For many ‘primitive’
societies painting, poetry etc. have no such life-span,
as forms they had never in effect existed. The fan-
tastic poetry of the Naven for example is part of a natural
environment, everyone’s environment. Al the time when
one might have witnessed the Naven ceremonies one might
also have heard individoals in Russia declaring that art
hod outlived its vsefulness — “the collective art of the
future is collective life™. In France Dada had attempied to
assassinnte culture. Surrealism following in the wake had
proposed a new non-repressive reality principle, one scces-
sible to all — “Surrealism is within the compass of every
subconscious™. These things have a similar and essential
core — the non-hicrarchical — classless society. On the
lutmul people Gregory Bateson writes: “In this commu-
nity there are no steady and dignified chiefs — indeed
no formulated chieftainship at all — buot instead there
is a continual emphasis on self-assertion”™. ("L'anarchie
c'est je' — slogan, Paris, May 1968). Such a Ffactor is
not one usually explored by art historians for a varety
of reasons. It 15 however a guiding principle of this
exhibition. But the difficulty of "exhibiting” such a factor
i5 obvious. It could be done better in book form. What
hns been attempted is to document the reactions of
artists to such a revolutionary state, The variety of exhi-
bits @nd their contradictions might point to the fact that
it need not be the monolithic featureless block we might
deduce it to be from self-styled "Western' versions, or
their projection by one-man’s imagination — e, Utopian
novels ete, So-called classless societies are obviously not
thiat for a variety of reasons: their bureaucratic organiza-
tion — higher functionaries must receive higher salaries
that lower ones: "Repressive men carry their repression
into the new society” (Marcuse) Le. the introjection of
bourgeoise values into the new stale merely perpetuates
some aspects of the bourgeoise state. The break with such
ideology — with the reality principle itself — can per-
haps only be effected by imagination. Phantasy is that
part of the consciousness which has retained its indepen-
dence from the reality principle. Hence the new rationa-
lity of last May's rallying cry — “L'imagination an pou-
voir®, The political and economic revolutions that have
been accomplished are part-revolutions: they are reforms.




att |ata vissa sidor | den borgerliga stalen overleva. Att
bryta med denna ideclogi — med sjalva verklighetsprin-
cipen — kan kanske bara fantasin lyckas med. Fantasin
ar den del av medvelandal som har bevaral sin sjaly-
standighet | farhallande till verklighetsprincipen. Darav
dat nyrationella | majrevoltens samlingsrop: "Fantasin
till makten”. De politiska och ekonomiska revolutioner
gom har genomférts ar delrevolutioner: de @r ralormer
Beundransvirda reformer, kanske. Reformer som man |
vissa delar av viriden fortlarande kan tro pd och arbeta
f6r — | de verkligt ulsugna arbetardistrikten | vast — i
Tredje Vérlden. Men | vastviriden nér dessa reformer
Inte till roten av de problem som praglar var utarmade
vardagstillvaro (var bristande kontroll dver besiul som
berar oss vitalt, det Gkade kravet pa ett icke-angagemang,
bade pé arbetsplatsen och nu ocksé under [ritiden, det
harl ndr omajliga i alt ens dra sig undan ell samhille
gom man finner mothjudanda).

En av de kritiska asikter som finns inbyggd | utstall-
ningen riktar sig mol bagreppet “den fjéltrade fantasin™.
Jag tror att den konsinérliga fantasin maste befrias frén
dan uppfattning av form som maste begrinsa den —
skulptur, maleri, happening etc. — for att | stéllet gripa
in direkt | var vardagstillvaro. Befriad fran det formalla
tvanget kommer den kanske att visa sig vara allas ge-
mensamma egendom. Denna frihet &r absolut livsviklig
{&r revolutionen och 16r en efterrevolutiondr siluation
(ett nytt samhalle).

Attackarna mot Konsten har pagéatt lange och kommit
fran skilda héll. En ganska grovhuggen, behavioristisk
instdllning®) priglade de texter som skrevs av nagra rys-
sar pd 1860-talet, bland dem Pisarev. "Han stdllde sig
den ritlframma, takildsa med &ndd relevania fragan:
'Den (kulturen) ar forfarligt vacker man &r detl verkligen
méjligt ait den &r sann, d.v.s. passar den manniskans
villkor? " ... Den &r, 1&rklarar han, "en parasitvaxt som
hela liden hi@mtar sin nédring ur méanniskans slit och
svalt”. Enligt Pisarev skulle kulturen forsvinna och faljas
av en "icke-kulturall”, vetenskaplig kultur vars ideal var-
ken var fritt uppfunna eller abstraherade utan upptackta
cch lamnade pd det enda stdlle dar de skulle kunna
uppstd — | aktualla livssituationer™*). Delta ligger verk-
ligen mycket néra de konstruktivistiska teserna pa 1920-
talet. Det var ocksd en central idé inom den tidiga
surrealismen: "Medge att litteratur och maleri ar de tris-
taste vAgar som leder nagonstans” (Breton). Marcuse |a-
ter sig ledas av ljusat fran Freud men delar Inte hans
pessimism pa en viktig punkt, ndmligen att verkligheats-
principen Inte kan andras. Han belyser &mnel pa ett nyit
sétt: "Den estetiska kvalileten — vi kan kalla den [Gr
njutning, ja underhallining — har aldrig gatt att skilja ut
fran konstens vésen, hur tragiskt och icke-Kompromis-
sande det enskilda konstverket &n ar. Aristoteles les om
konstens katharsiska effekt sammanfattar konstens tva-
faldiga funktion: att gora revolt och foérsona; anklaga
och frikdnna: vicka till llv det som undertryckts och
anyo fartrycka det — 'i renad form’. Ménniskor kan hdja
sig genom att umgéas med klassikerna: de laser och ser
och hér sina egna arketyper gora uppror, triumfera, ge
upp eller ga under, Och eftersom allt detta fatt en este-
tisk utformning kan de njuta av det — och glémma
del.”""")

Varken surrealisterna eller konstruktivisterna hade an-
nat @n han till évers for den borgerliga kapitalismen och
vad den astadkommit. D& som nu ansags kravet pa en
farandring ofrankomligt, absolut nddvandigt. Konsten at-

*} Inte desto mindre har den tagits upp | Bretons och Marcuses
mara vittsyltande kritlk.

**) Eugens Lamperi: Sons Against Falhers: Swdies in Russian
Radicalism and Rsvolution, Oxford 1865,

***} H. Marcuse: Eros and Civilization. Boston 1855,

Admirable reforms perhaps. Reforms one can still hope
and work for in certuin aneas — the real exploited lnbour
arens in the West — the Third World, But such reforms,
in the West, leave untouched the problems of our every-
day penury (lack of control over decisions which vitally
affect us, increasing emphasis on non-participation from
the work place to leisure time, the near-impossibility of
being able even 1o opl out of a sociely that seems aniago-
nistic o onel,

One of the criticisms inherent in the exhibition is
directed against the iden of imagination enslaved, Artistic
imagination, [ believe, needs o be sel free from the con-
fining notion of form — sculpiure, painting, happening
ete. — in order 1o intervene directly in our everyday
lives. Freed of form it might be revealed as a commaon
properiy o all men. Such freedom is vital to the process
of revolution and 1o a post-revolutionary situation (new
sociely ).

The sttack on art as such & long standing and has
come from various quariers. A fuirly crude, behaviourist
position®) characterized the writings of some of the Rus-
siiin men of the 1860's — e.g. Pisarev. "He asked him-
self the blunt, tactless but still relevant question: *It {cul-
ture) is all very beautiful but can it possibly be true, that
is, does it fit the condition of man?" .., It is, he suid "a
parasitical plant which feeds continually on the sap of
human toil”, The dissppearance of culture in Piarevs
view, wns to be succeeded by the emergence of n "non-
cultural® scientific culture, whose ideal was neither in-
vented nor abstracted bul found and left where it alone
could be represenied — in octual and living pheno-
mena.*®) This is not a far-call from the constructivist
thesis of the 1920%. The ides was also central to early
surrealism: "Admit that litersture and painting are the
saddest paths leading anywhere™ (Breton). Marcuse, under
the guiding light of Freud but denying Freud's pessimism
on the essential factor that the reality principle cannot be
changed, hns thrown another light on the subject: "The
aesthetic guality of enjoyment, even entertninment, hias
been inseparable from the essence of art, no matter how
tragic, how uncompromising the work of art . Anstot-
le's proposition on the cathartic effect of ant epitomires
the dual function of art: both (o oppose and 1o recon-
cile: both to indict and acqguit; both to recall the repres-
sed and repress it agnin — "purified”. People can elevate
themselves with the classics: they read and see and hear
their own archetypes rebel, triumph, give up or perish.
And since all this sesthetically formed, they can enjoy it
— amd forget it”.***)

Both surrealists and constructivists had only scorn for
bourgenise capitalism and its achievements. The demand
for change was seen, as now, 1o be of necessity — total.
Art comes under nltack as part of the system. It's avant-
gardism is seen as mere packaging of an outworn com-
maodity. It functions too readily as part of the medin,
part of the ‘spectacle’ that serves a8 a substitute for our
own lives. It 15 a distraction encouraged, it often appears,
to prevent us guestioning the system: keeping up with
the schisms of minimalism or whatever can be n fulltime
occupation. If it is part of the system, then s dangers
can be compared in effect, if not magnitude, 1o TV
effects in the Jast 2 decades which will certainly have
played an enormous role in lowering the consciousness
of the working class, A cluss whose importance (o the
Revolution is fundamental. If Marcuse is right, as |
believe he is, in his onalysis of culiure — he may
justly be criticized for ignorng the working class and

*} Nevertheless one incorporated in the wider eritiques of Breton
antd Mareae,

**) Eugene Lomperi: Sons against [athers: Studiey in Rossion Radi-
calivm and Revolution. Osford 1gbs

wady M. Maorcose @ Eros amd Civilizsdion. Boston 1pss,

tackerades som en del av systemel. Avanit-gardismen
upplaitas bara som en ny forpackning av en férlegad
pradukt. Konsten lungerar alittér tjénstvilligt som ett av
vira media, en del av det “skadespel” som tjanar som
ersitining 16r vara liv. Det &r en lorslroelse som upp-
muntras, lGrefaller del, fér att hindra oss fran atl ifrdga-
giitta systemaet; att halla reda pa alla schismer inom mi-
nimalismen — ellar vad det nu kan vara — kan bli en
heltidssysselsdtining. Om konsten ér en del av systemet
a8 kan dess skadeverkan jAmforas med tvis, om inte
omthngsmissigl s4 dock med liknande effekl. Under de
senaste tvA Artiondena har tv utan tvivel spelat en oer-
hart viktig roll nar det gélil att minska arbetarklassens
medvatenhet. En klass vars betydelse for revolutionen
fir grundifggande och vasentlig. Om Marcuse har rétl,
vilket jag f6r min del tror, | sin kulturanalys — kan han
dock med skl kritiseras 16r att han forbiser arbetarklas-
sen och vantar sig alltfér mycket av intelligentsian. Vad
gom behdvs Br naturligivis en férening av bada och det
&r den utomordentligt svara uppgift vi nu star infdr.

Aft surrealisterna och Konstruktivisterna var medvatna
om detia och ait de inte formédde ta steget fran analys
till handling ger oss &tminstone en viss vigledning. Sur-
realistgruppen lorblev sina ideal trogna och f9rsatt dar-
igenom sina mbjligheter att flytta ut | verkligheten. Kon-
struktivisterna som, utan att sjdlva vara medvetna om
det. arbetade inom en ram av Idgner och forfalskningar
efter revolutionen, kunde & andra sidan handla; och pa
s sait gora propaganda Ior en statsapparat som klart
och tydligt tGrridde 1917 érs ideal. Men vad som ocksa
ar uppenbart &r alt Majakovskij, Vertov eller Tatlin vid
vissa tilifallen kunde rora vid den ryske arbetarens puls
och sjil. De anvénde ett spriak som kommunicerade —
Majaskovski] | sina agit-dikter, Tallins lorn, Vertova "Ka-
meradgat”-lilmer. De kunde bokstaviigt talat fungera i
fabriken och pd gatan och Inte genom att skapa nagot
avlagset eskapistiskt. Men anda, pa grund av vad vi nu i
eltarhand kan kalla falsk medvetenhet, uttryckia de ofta
en reaktiondr partilinje, Femérsplanens politik, upplord-
ran alt arbeta Bnnu hardare etc. Arbetet var en felisch
som man inte vigade ifrégasdtta i nagon hogre grad
Men Lisitskij torebadade | alla fall surrealismen nir han
skrev att “kommunismen kommer att dverges eftersom
suprematismen — som omfattar livet | alla dess former
och uppenbarelser — kommar att dra till sig alla, undan
det nu dominerande arbetel .. ."” Fem #r senare uppma-
nade omsiagel till "La Révolution Surréaliste™: "'Krig mot
arbatel”. “Aldrig arbela” var ett av de oftast forekom-
mande slagorden | maj 1968. Hela arbetsmaoralen hor till
kapitalismens viktigaste rakvisita — | Sovjel lika val som
i sin vastliga variant. Det ar endast sedan man upphort
att ténka | prestationstermar, grundade pa arbetet, som
man kan se fram mol en icke-repressiv verklighetsprin-
cip. Men vill man géra konstruktivismen réitvisa kan man
papeka att den | sin tidiga, heroiska, utopiska fas —
samtidigt som dan utan Ivekan lovsjong arbetet — ock-
sfi farutsdg en teknologi som skulle vara tillrdckligt
avancerad 16r att leda till en avsevdrd arbetstidslorkort-
ning. (En teknologl av samma arl som den Buckminster
Fuller och andra fGrutsiiger skall helt befria oss fran
twanget att arbeta.) En film som “"Mannen med filmkame-
ran™ ar | sin andra del — den som handlar om faktogra-
fen — en hymn Lill olika fritidssysselsittningar. Man kan
ocksd peka pa sadana fakta att, trots Gastev och ame-
rikanisarings-febern, trots dan "manniskan = maskinen™-
ekvation som Meyerhold tycks ha hyllat sa fanns dat i
hans arbeten och | hans elev Eisansteins uppsdtiningar
en motvikt som wvar klart anti-maskindyrkande — och
denna motvikt kom fran cirkusen, den representerade
leken. Detla Iramstod klart | Meyerholds tidiga iscensatt-
ningar, i samarbete med konstruklivisterna — Popova

positing too much hope in the intelligensin. What of
course s needed is a fusion of the two, and this is
the extraordinarily difficult task at this juncture. That
the need was recognized by surreslists and construc-
tivists, and that they were unable to move from ana-
Iysis 1o real action at least leaves us with some guide.
In remaining faithful to an ideal the surrealist group
aborted its real chonces of moving into the area of
actunlity. The constructivisis, after the Revolution, work-
ing unknowingly within a framework of fulsehood could
pet: and thus muke propagunda for a machine that clearly
betrayed the ideals of 1917, However, what is clear is
that Mayakovsky, Vertov or Tatlin could on occasion
touch the pulse and soul of the Russian worker, they
used a language that communicated — Mayakovsky's
agil-poems, Tatlin's Tower, Vertov's 'Kino-eye' films. They
were literally able to function in the factory and the
sireet, and wor in producing anything remotely escapist,
Yet, due to what in retrospect we may call a false-con-
sciousness, they were often expressing a reactionary party-
line, the line of the Five-Yeuar Plans, the call to slave
harder etc. Work became a fetish that was insufficiently
challenged, Lissitzky though would anticipate surrealism
when writing that “"communism will have to be left be-
hind because suprematism — which embraces the totality
of life’s phenomena — will attract everyone away from
the domination of work..." Five years later the cover
of "La Révolution Surréaliste™ called forth "And War on
Work™, "Never work™ was one of the most frequently
written slogans last May. The whole work ethic is one of
the principal props of capitalism — whether it be in the
Russiarf State or Western versions. It is only beyond the
performance principle and its basis on work that a non-
repressive reality principle can be envisaged. In fairness
to constructivism it might be argued that in its early,
heroic, Utopian phase, while undoubtedly extolling labour,
it also envisaged n technology that would have been
advanced enough 1o lead 1o a considernble labour reduc-
tion. (The kind of technology people such as Buckminster
Fuller predict will free us from the domination of work).
While in it's later phase — that of the factograph — a film
such as “Maon with 2 Movie Camera” is also a hymn to
leisure activities, One might too make the point that des-
pite Gastev and the Americanisation fervour, despite the
man = machine equation that Meyerhold seems to
have celebrated, there was in the latter's work, and in
the theatre of his pupil Eisenstein, a counter-force clearly
anti-mechanolatric — that force came from the circus,
it represented the play element. It was clearly evident in
Meyerhold's early productions in collaboration with the
constructivists — Popova and Stepanovi, and more than
evident in Eisenstein's work at Proletcult, including
"Strike”. The circus not only counteracted the spectre of
mechunical man, it also related directly to the culture of
the Russian masses. Americanisation and clowning pro-
ducted as lunatic a poetry as did the artist-engineer. The
play instinet was far from being dominated by the work-
instinet, Here, one might quote Buckminster Fuller:
"Much the most exciting part about technology is not
the technology or automation at all, but that man is going
to come into entirely new relationships with his fellow
men. He will retain much more in his everyday relaticns
ow what we term the naivete and idealism of the child.”
It is an interesting fact that Fuller not only extends
constructivism, bul relates also to the surrealist goest:
"Surrealism relives in exaltation the best moments of
childhood™. However, Fuller seems to avoid the guestion:
his predicted state of affairs is hardly likely to come
about under the present social structure which moves
rather to the opposite pole — reduction of human poten-
tial to a new nadir. Even a move from alienated labour
o alienated leisure (Jlong predicted, still not in sight) is




och Stepanova. Och det var mer #n patagligt | Eisen-
steins arbaten for Proletkult, inklusive “Strejk”. Cirkusen
verkade inte bara som en molvikt mot den skrimmande
visionen av “den mekaniska ménniskan”. Den anknot
acksa direkt till den ryska folkkulturen. Amerikanisering-
en och clowneriet producerade en lika vansinnig poesi
som konstnéirsingen]éren. Lekinstinkten dominerades in-
te alis av arbetsinstinkten. Man kan citera Buckminster
Fuller; "Vad som #r det mest spidnnande med teknolo-
gin ér Inte teknologin i sig eller automatiseringen, utan
alt manniskan kommer att 1& att helt nytt férhallande tll
sina medménniskor. | sina vardagsrelationer kemmar hon
att lagga in mycket mer av det vi nu kallar barnslig nai-
vitet och idealism.” Del &r intressant att lAgga marke til
att Eullar inte bara {&rlénger linjen frén konstruktivismen
utan ocksa knyter an till den surrealistiska satsen: “Sur-
realismen Aterupplever i eft exalterat tillstand barndo-
mens bista stunder.” Anda tycks Fuller undvika huvud-
fragan; det tillstand han forutspar |ar knappast lGrverk-
ligas i den sociala struktur som vi nu har. Den rdr sig
snarare mol den motsalla polen — ménniskans mojlig-
heter reduceras alllmer och nér slutligen eft nytt lag-
vattensmérke. Aven om utvecklingen gér frén elt allene-
rat arbete tlll en allenerad fritid (vilket lange har forut-
sagts men dock Inle &r klarl skénjbart &nnu) ir delta
knappast négol vidunderligt framsieg. Jag kan absolut
inte tro att makten och dess instrumantaring kommaer aft
ge vika p& minsta punkt. Fuller férefaller oberdttigal
idealistisk. 1927 kritiserade Naville surrealisterna fér de-
ras |dealism och som en 14ljd dérav brol han med dem
Hans kritik var berattigad, Men del var Bretons svar ock-
i — att den ekonomiska och politiska revolulionen var
an halvgangen revolution (Revolution om dagen, men
inte om natten). Bada sidorna hade rétll, och nagon ge-
mensam grund tyckles Inte sjalvklar.

Aven om konstruktivismen ocksd var romantisk och
idealistisk | manga av sina yitringar, lyckades den dock
i nAgon man férdndra viriden, Medan surrealisterna Iri-
gade: "Vad skall man gora med Notre Dame?" Svar:
“Byt tornen mot ett bordsstall, och fyll den ena flaskan
med blod, och den andra med sperma. Byggnaden skall
tarvandlas till en sexualskcla f6r jungfrur’, sa byggde
nagon | Ryssland, i konstruktivismens efterfaljd, om en
kyrka till en tank. Men revolulionen inom arkitekiur,
formgivning och typograll wingades kapitulera infér den
nya totalitdra instéliningen. Det fakium atl konstrukli-
visterna uppférde s& f& bypgnader bdr inte — tycker
jag — forleda oss att tappa bort tanken pa att for@ndra
den fysiska miljén (p& en arkitekturkongress | Bearlin far
c:a tvA &r sedan héngde studenterna upp banderoller
med paskriften: "Sluta upp att bygga” och “Alla hus ar
vackra"). De konstruklivistiska projekten dr mer an bara
pappersdrommar. Vi beh@ver bara kasta en blick pa
tjugonde arhundradets trostiost monotona stader och se-
dan vanda oss mot Melnikov, Leadinev m. fl. f&r att inse
att d&nnu har vi négra viktiga l&xor att lara. ldén att vi
skulle lamna jorden med Tatlins ornithopter — luftcykel
— tycks allt mindre fantastisk och allt mer nédvandig.

Efter sin utopiska fas atervénde konstruktivismen till
nuet och verkligheten. Det material som skulle anvindas
var fakta, fakta | form av fotografi, reportage etc. Men
"konsten &r inte en spegel som man haller upp infar
verkiigheten utan en hammare att forma den'. Darfor,
trots att Konstruktivisterna fémekade konslen, gav de
fortfarande sina reaktioner och rapporter en dynamisk
form. Futurismen levde vidare, ocksa i de former som
Lef hade rdknat upp sasom varande deras naturliga ka-
naler: “slagord, pamfletler, montage, slagddngor, skyl-
tar, filmaffischer ... {iimdokument, paradmarscher, foto-
grafier .. ." Bland filmdokumenten aterflinns Vertovs '"'Ka-
meradgat”-serie och "Mannen med filmkameran". | den

hardly o stupendous advance. | find it impossible o
believe thal there is going to be the slightest surrender of
power and its instrumentation, Fuller seems unduly ides-
listic, In 1927 MNaville would eriticize the surrealists for
their idenlism; and consequently break with them, His
criticism was just. So though was Breton’s reply — the
ecconomic and political revolution was revolution half-
formed (Revolution by day, but not by night), Both sides
were right, and no common ground seemed really evident

If constructivism wuas also romantic nnd ideslist in
much of its wuvre, it did 10 some degree succeed in
changing the world. While the surrealists were nsking
"What should one do with Notre Dame? Answer; "Re-
place the towers by a glass cruet, one bottle filled with
blood, the other with sperm. The building will become a
sexunl school for virgins"™; someone in Russia, following
in the wake of constructivism had changed his church
into a tank. The Revolution in architecture, design and
typography hid however to succumb to & new totalitar-
janism. The fact that the constructivists built so little
should not, 1 feel, couse us o neglect the idea of chang-
ing the physical environment (a1 an Architedtural con-
ference in Berlin about 2 vears ago — students hung
banners saying — “Stop Building™ and “All Buildings are
beautiful”), The constructivist projects are more than
paper dreams, simply looking at the dreariness and mo-
notony of twentieth century towns then turning to Melni
kiv, Leonidev ete. shows that we have yel 1o learn some
vital lessons, The idea that we take to the air in Tatlin's
ornithopter becomes less and less o fantasy, more and
mare o necessity,

The foct is that following its Utopian phase consiruc-
tivism returned (o the here und now; the material o be
used was the fact, the fact as photo, as reportage elc.
However, "art % not a mirror held up to reality, but o
hammer with which to shape it”. Hence, despite their
denials of art they still shaped their reactions and records
in a dynamic form. Futurism lived on, even in those
forms Lef listed as being those in which it moved —
"slogans, leaflets, montages, popular songs, signs, cinemi
hoardings . .. film documentaries, marches for proces-
sions, photographs . .." Among the film documenturies
are Vertov's 'Kino-eye' series and “Man with a Movie
Camera”. In this film Vertov seems 1o be saying "This is
everyday life in the new Socialist (Soviets plus electrifica-
tion) State that is (o come into being”, 1t is everyday life
of the time, but transformed, epergized by the Proun
force which Lissitzky had left for others to harness. This
15 the perceptunl dynamic of n Revolutionary Society.
"Muan with o Movie Camera™ is Utopian, but made with
the elements of the present, ax such it i also critique,
critique of an actunl monolithic State. The other side of
the coin was then being developed in Paris. There, Breton,
Aragon and others were nimlessly wandering the streets
in search of ‘objective chance’ — those fabulous coingi-
dences that appear to bring ones subconscious inta har-
mony with the subconscious of a city. Breton's account of
such events — "MNadja" — i= a surrealist masterpiece, and
much closer to that constructivist masterpiece “Man with
u Movie Cameran” than we are usually given to think.
The streets and buildings in "L’Age d'or™ are also subject
to the will of a dynamic that we impose on them, in
this case ils source is

"LOVE... LOVE... LOVE... LOVE"

Butl this too is an avant-garde film, one shown to
‘special® nudiences, rather than the oppressed whom it
urged "to satisfy their hunger for destruction” and “abol-
ish n society made up of different classes",

Paradox! the artistic elements of last May's evenls
were obvious; quotutions from Breton were among the

filmen tycks Verlov séga: "Detta &r vardagslivet | den
nya socialistiska (Sovjeterna plus elekirifieringen) stat
som haller ph alt skapas™. Dol dr vardagsiiv frdn denna
tid, men fdrvandiat, vitaliserat av Proun — den styrke-
killa som Lisitskij l&mnat &1 andra att &sa ur, "Mannen
med limkameran” fr utopisk men den ar hoplogad av
bitar frén nuel. Som sadan &r den ocksd kritisk, kritisk
mot den omglvande manolitiska siaten. Myntels andra
sida priglades samiidigt | Paris, Dér sirbvade Breton,
Aragon och andra omkring p& gatorna utan mal och le-
tade efer “don objekliva slumpen” — dessa fabuldsa
sammantriffanden som tycks bringa individens under-
medvetna | harmoni med stadens. Bretons redogorelse
fér detia — “Nadja” — @r ett surrealistiskt masterverk,
som stér det konstruklivistiska maisterverket “Mannan
med filmkameran” mycket nirmare &n vl | allmédnhel har
klart (6r oss. Gatorna och husen | "L'Age d'or” ér un-
derstillda en dynamisk vilja som vi lagger in | dem. Hér
hater killan KARLEK. . . KARLEK. . . KARLEK. . . KARLEK

Man detta r ocksd en avant-garde-film. av den typ
som visas 16r en “speciell” publik, och inte f&r de for-
tryckta som den uppmanar “att tilliredsstilla sin destruk-
tiva hunger” och “riva ned ett samhilla som ar upp-
byggt av olika samhaliskliasser.”

Vilken paradox! Det konsinarliga elementet | majre-
volten var pétagliglt. Citat frén Breton horde till de oftast
farekommande vigginskriptionerna. Men den konstnérli-
ga revolutionen uppfattades som avsiutad (1936, for att
vara exaki). Man hade erként surrealismens begrins-
ning, monotonin | de automatiska texterna och dromaétar-
givningama | deras litterra form®), Man hade lagt mér-
ke till hur de surrealistiska konstverkens fornyelse ofta
inskrénkie sig till nya investerings- och aktieformer, Bre-
tons idé om eit fSremal som skapals obercende av alla
esteliska hinsyn och som foljaktligen ligger inom rick-
héll ftér varje manniskas skapande forméga (mig fGre-
faller det som om de bista sakerna gjordes av diklarna
ellar deras hustrur) haller kanske fortfarande, men sa-
dana foremal kommer sdkert aldrig att rubba vart fér-
troende [6r den yitre varkligheten. D& kan man lika gér-
na vinta sig det av den anhopning av virdelosa foremal
gsom redan finns | handein. Men dessa ingér | systemet
De dr en del av "uppkomsien av allt mar parasitiskt och
icke-produktivt arbeta”, del av den skadliga cirkel som
baskriva av konsumenien och del konsumerade. Men
kanske det surrealistiska objektet &nda kan féras ihop
med t &% Rodchenkos mobiler? Trols att de formelit
och funktionellt dr mycket olika har de anda en likartad
egenskap: sin irfldarighet. De har tillverkats av marxister
och | stérre aller mindre utstrickning utformats Inom en
social-ekonomisk ram. Samiidigt forhéller de sig mycket
ambivalent till produktiviteten. Och eftersom deras upp-
hovsmén skulle ha férnekat att de var bara "konst” Kun-
de det vara berdltigat atl gora jEmiGrelser och framfdra
kritik utanidr konstens ramérken. Men vi behandlar dem
som konstverk, | mitt tycke bland de mest intressanta
som har skapats | vart drhundrade. Men 16r manga hor
de till det férflutna, ingen vig leder vidare frin dem, de
ar ett hus som byggts till halften. Nu uppfattas verksam-
haten som utanfdr.

Man [dealet bestar — poesin maste goras. Den gjor-
des ocksa (fast inte av alla), fran Rattegadngen mot Bar-
rés till handelserna | "Nadja™”. | Ryssland deltog 8.000
ménniskor, nér stormningen av Vinterpalalset aterupp-
[Grdes som spel. 1927 var 7.000 Bla Blus-grupper verk-

") | datta avseende var Sanol-folket pd Malaya de verkliga sur-
raallsterna. Deras drémiydning &gde rum dagligen, inom familjer-
na och | grupp. Tolkningen &g till grund e deras handiands.
Inte pA mycket lAnge hade vald (Srekommit,

most frequently vsed wall-slogans. But the artistic revolu-
tion was scen o finished (1936 (o be exact), the limitd-
tions of surrealism had been recognized: the monotony
of the automatic text and the dream recital given as lite-
rature®), the recuperable quality of its art works, reduced
s0 often to o pew form of stocks and shares. Breton's
jdea of the object whose construction is outside all aesthe-
tic consideration and hence within everyone's' creative
scope (it seems 1o me the best pieces were made by the
poets or their wives) may remain true, but such objects
are hardly likely to discredit the world of appearances.
One might equally expect this from the plethora of
worthless objects already in the stores; but these are
part of the system, part of the "creation of ever more
parasitic and unproductive labour”, part of the vicious
gonsumer-consumed circle, Perhaps though the surrealist
object may be related to such things as Rodchenko's
muobiles? Very different formally and functionally, their
similarity is one of heresy, Produced by Marxists and, to
varying degrees, conceived within a socio-economic
framework, they relate to productivity in a highly ambi-
gous way. And, since their authors would have denied
that they were simply ‘art’ one might be justified in
making comparisons and criticisms outside the scope of
art. However, we treat them as works of art, to me some
of the most interesting produced in this century, But for
muny they belong to the past, there is no path continuing
from them, they are a half-way house; now the action
i% seen as oniside.

The ideal remains — poetry must be practised, And
indeed it was (though not by all), from the Barrés Trial 10
the events of "Nadja™; in Russia 8000 people ook part in
the re-enaciment of the Storming of the Winier Paloce;
in 1927 there were 7000 Blue Blouse groups in the fac-
tories, elubs ete. 1 have already spoken of the poetry of
the barricades. Revolution is Poetry. There is poetry in
all those ncts which break the system of organization.
"The way to possibility lies through the road marked no
thoroughfnre™ ("Trespassers will be liberated”). In the
move property becomes damaged; the inhobitants of Pa-
ris find their walls daubed with slogans; the press becom-
&4 paranoine — they forget the violence which calls forth
this violence — the dead in Vietnam, Bolivia etc; the
violence of the factory floor, the violence of poverty.
But as Monnerot wrote “there is nothing about which
the indispensable, ignoble, socramental question “who
does it belong 10" cannot be asked™. This is a civilization
which seems to indict itself. If I quote the Iatmul or the
Senoi then this is becouse some nspects of their culture
seem admirable. Not of course the brutality to which
they are exposed by their environment. It is nol neces-
sarily a goestion of regression hack from the affluent
society (though freedom from certain commodities would
be an enrichment). Liberation depends on progress, ratio-
nal progress, not progress measured in terms of profit.
Technology can be an instroment of liberation, bot not a
technology creating and satisfving false needs; a libera-
tory technology is one freed from present restriclions,
under changed ownership — iLe. common ownership,
Such will surely depend on a changed consciousness, our
present consciousness having as built-in norms — compe-
litiveness, acquisitiveness. That it can be otherwise does
seem proven in the examples of some "primitive’ societies,

The problem of effecting the ‘small® change of
consciousness that could lead to a revolulionary prole-
tarint (simple realization that they are being swindled)
is difficult enough, so that to sugeest that the poal is
existence under n non-repressive reality principle may

*) In this respect the Senoi in Malaya were the real surrealists.
There, dream interpreiation was  proclised  duily, in lomilies and
yroups, On such interpretation action was based; they had known
no violence for a very long time.




samma | fabriker, kiubbar m. m, Jag har redan talal om
barrikadernas poesl. Revalution ér Poesl, Det finns poesi
| alla handlingar sem bryler ned organisationssystemel
“Mbjligheterna finns vid slutet av dan vag som ar markl
‘E| genomfart’ ("Cvertridelse medior frigiviing"). | datta
skede kommer egendom till skada. Parisarna upptacker
att vaggarna ar nedklottrade med slagord. Pressen grips
av foriGljelsamanl, De glémmer bort det vald som har
alstrat detta nya vald: de dida | Vielnam, Bolivia etc.;
valdet | fabrikerna, fattigdomens vald. Men som Monne-
rot skrev: “Det finns ingenting om vilket man Inte kan
stdlla den ofr@nkomliga, tarviiga och heliga fragan ‘vem
tillhér det?' * Detta ér en civilisation som tycks anklaga
sig sjilv. Om jag citerar latmul- eller Senci-folken dr del
fér att nagra sidor | deras kultur fGrefaller beundrans-
viirda. Maturligtvis inte det vald och den brutalitet som
deras miljé ulsitter dem for. Det dr inte nédvindigivis
friga om en #terging frén Gverflddssamhillet (fastin
det skulle kiinnas berikande att slippa fran vissa av dess
nédvandighetsvaror). Frigérelsen &r avhidngig lramste-
gen, verkliga framsteq, Inte framsteg som méts | profit-
tarmer. Teknologi kan wvara ett verkiyg for frigorelse,
men inte en teknologl som skapar och tillfredssiiller
falska behov. En teknologi | frihetens tjanst &r en tek-
nologl som l6sts frAn sina nuvarande restriktionar och
som har andra agare — d. v. 5. gs av alla. Detta gemen-
samma dgande hiir thop med en Grindrad medvatanhet
VAr nuvarande har inbyggda normer — konkurrensvilja,
agandebegér. Att det kan vara annorlunda tycks bevisas
| exemplen frin nagra "primitiva” samhalien,
Svarigheten atl astadkomma den "lilia” férandring av
var medvetenhet som skulle leda till ett revolutiondrt
proletariat (den enkla insikten att man fdrstar att man
haller pa att bli lurad) &r stor nog. Att da foresla att vart
mal skulle vara ett liv under en icke-repressiv verklig-
hatsprincip kan férefalla absurt utopiskt. Men villkaren
for baAda dessa frandringar axisterar alminstone och de
har stundtals farverkligats. Det nya proletariatet &r var
och en som vill {Grandra denna véirld. Inte bara de ut-
sugna klasserna, utan varje ménniska som svarar pa de
utmaningar mot vir medvetenhet som produceéras av
konstnarer, poeter och handlingsminniskor som har bru-
tit med den yttre organisationen. Det kan vara Malevich
p#& sin dodsbidd, ndr han triumferar over del tolalitdra
systamet med ren poesi, eller Breton. nér han foreldser
pa Haitl och ger upphov till en revelution; de okinda
Paris-kommunarder som férstérde Thiers hus 1871 eller
dan som méalade det magnifika slagordet pa Sorbonne
1968: "Jag tar mina Gnskningar fér verkliga for jag tror
pa del verkliga | mina &nskningar” etc. etc. Det finns
ingen Inbdrdes rangordning. Véra instinkter kan ge im-
pulsen, sedan maste vi handla. Hur man skall handla &r
varje enskild ménniskas problem. Den hér uistaliningen
dokumenterar nagra vagar, vigar som en myckel spe-
ciell grupp har slagit in p&. Naturligtvis ar det beklagligt
att man bara kan karllégga elitens historia. Historien &r
nu en géang elitens historia. Man att | detta sammanhang
("konsten ulanfér ramarna™ inom ett museums ram)
skildra den andra sidan av historien skulle sékert vara
ett @nnu mer tabubelagt féreiag dn detta — som Andé
Innebdr vissa risker far avwdpning och anpassning.
Ronald Hunt

seem absurdly Utopisn. But, the conditions for both
changes do ai lenst exist, and have on occasion been
renlized. The new proletarint ks anyone who desires 1o
change shix world, Not only the exploited classes, but
anyone who responids to the prompiings of our conscious-
ness by the artists, poets and doers who have broken the
arganization of appearances. Be it Malevich on his death-
bed, triumphing over totalitarianism with a pure poelry;
Breton lecturing in Haiti and vausing a Revolution; those
unknown Paris communards demolishing Thier's hotuse
in 1871, or painting the magnificent slogan in the Sor-
bonne in 196%: "L take my desires for reality, for 1
believe in the reality of my desires” ete, etc. — there is
no hierarchy, Our instincts may be triggered, we must
then net. How to sct is one's own problem. This exhibi-
tion has documented some of the ways, ways taken by
a very specific group of people. That one can only docu-
ment the history of an elite, history being mainly the
history of an elite, s no doubt regrettable. But in the
present context ("art outside the frame’ within o museum)
to document that other history would probably be & more
tnbooed undertnking than this, where the risks of dis-
armament and conlainment are certainly present,
Ronald Hunt




Naven-ceremonierna hos
latmul-folket.
Sepik. Nya Guinea

" An \:.i..-'-" % :%;‘
v : \ i q Ty

I

Vardagsceremonier
MNaven kallades

olika stadier ¢
gangen | sitt liv pr
kultur markerade etl steg framat | utve upp-
marksammades detta genom en naven-f it fanns
en lang rad olika handlingar och prestationer som an-
s4gs varda denna caramoni

Rarde det sig om en flicka ordnade man en naven fors-
ta gangen hon bar Kjol, fangade fisk med hake, skoljde
sagopalmsmarg, fangade dagslandor, fldtade en rakryss-
ja eller en loll (ett munkkdpeliknande plagg som bars
av kKvinnorna som prydnad och vid sorg), graddade sa-
gopannkakor, kokade sagogrot

Var det fraga om en pojke blev listan annu langre: ait
béra fransat haltskynke, gancomborra nasbenet eller or-
snibbarna, se en opposum, skjula med spjutsiunga, do-
da en fagel, ait vildsvin eller en krokodil, plocka hangen
av piper (belelpeppar), hacka sagomdrg, fdlla och klyva
en sagopalm, samla sagopalmslarver, plantera jams
(G. Bateson: Social structura of the latmul people of tha
Saplk River. Oceania, Vol 11, 3, 1832.)

v anordnades far atl fira
i Mar eft barn 1or forsta
en handling. som i denna

Naven Ceremonies
[atmul People.

Sepik. New G
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Muven ceremony. “Two men dressed in the
muost filthy of widow's weeds.™

Everyday celebrations

{(Naven) are festivitics held 1o celebrate the various
achievements of the children. The first occasion on which
n child performs various standard cultural acts, 5 mark-
ed in this way, and a long list was given of the various
acts considered worthy of a naven ceremony,

In the case of a girl such a fArst performance of any of
the following acts might occasion a raven: wearing skir;
calching fish on hook; washing sago; collecting mayflies:
plaiting & prawn-trap; plaiting fefi (cowl-like cape wom
by women for ormament and mourning); cooking sago
pancake; cooking sago paste .

In the case of a boy the list is longer: wearing loin
tassel: perforation of nasal septum; perforation of ear
lobe; seeing opposum; shooting with spear thrower; kil-
ling bird; killing wild pig; Killing crocodile; plucking
catking of Piper (betel pepper): bealing sago; felling and
opening  sago pialm: collecting sago grubs; planting
yams

(G, Bateson: Social structure of the Intmul people of the
Sepik River: Oceania, Vol, 11, 3, 1932)




Det mest iGgonfallande | de hir ceremanierna var all
mannen kl&ddde ut sig i kvinnoklader och kvinnorna |
mansklader. Den utvalde wau Iférde sig de allra lumpl-
gasie #nkekldder och klddd pa det sitlet tilltalados han
med orde! nyame (moder). Bild 1=3 visar iva waus ui-
kladda f&r att fira naven for en ung man | Palimbai som
fér forasta géngen | sitt liv hade bygg! en stor kanot.
De har sait pA sig de smulsigaste, trasigaste gamla
kjolar, sddana som bara de fulaste och skropligasta an
korna bar och llksom &@nkorna ér de insmorda | aska
Stor moda och upplinningsrikedom lades ner pa den héar
ulklédsaln, alit | syfte att ge ett intryck av ytlersta for-
fall och eldnde. P4 huvudet bar de trasiga gamla hitior
som hall paA att ramla | bitar av alder och murkenhet
Magarna var embundna med sndren, som pa havanda
kvinnor. | stéllet for de sma trekanter av pdrlemorsnac-
kor, som kvinnorna brukade fésta | ndsan vid festliga
tilltallen, hade de knutit fast stora trekantiga klumpar av
gamla pléttar, de mégliga reslerna av en linge sedan
intagen maltid,

| denna motbjudande kostymering och med absolut
gravallvarliga ansikten (allvaret noterades med sarskild
uppskatining av dskadarna) stapplade de bada “modrar-
na” omkring i byn. Som kadpp begagnade de en korl-
skaftad paddel av den typ som kvinnorna anvinde. Man
inte ens med detta stdd kunde de ga, s& skropliga var
de, Skrikande av skratt h&lsade barnen | byn de bada
gestaltarna och trangdes omkring "'modrarna’, De foljde
dem varl de gick och brast ut | nya |ubalrop nar "“mod-
rarna’ | sin ynkedom snavade och foll. | fallet demon-
strarade de sin kvinnlighet genom att inta de mast gro-
teska stallningar, med vitt utsparrade ben

o ! - r
= 1 A

"Skrikande av skratt halsade barnen | byn de bida
gestalterna och trdngdes omkring ‘modrarna’.”

The outstanding feature of the ceremomies is the dressing
of men in women's clothes and of women in the cluthes
of men. The clussificatory wait dresses himsell in the
most filthy of widow's weeds, and when so arrayed be
is referred to as svame (Cmother™) Plates 1—3 show
two classificatory wany armayed for the maven of the
voung man in Palimbai who had made @ large canoe i
the first time in his life, They put on the most filthy old
tousled skirts such ps only the ugliest ond most decrepit
widows might wear, and like widows they were smeured
with ashes. Considerable ingenuity went into this costum
ing, and all of it was directed towards creating an effect
of utter decrepitude. On their heads they wore tatlered
old copes which were beginning to unmvel and to fall 1o
pieces with age amd decay Their bellies were bound
with string like those of pregnant women. In their noses
they wore, suspended in place of the little triangles of
mother-of-pear]l shell which women wear on festive
occasions, large trinngular lomps of old pancakes, the
stale outs of u long past meal

In this disgusting costume and with absolutely grave
fuces (their gravity was noted with specinl approbation
by the bystanders), the two “mothers” hobbled about the
village, ench using ns a walking stick a shon shufted
paddle such a8 women use. Indeed, even with this
support, they could hardly walk, so decrepit were they
The children of the village greeted these [figures with
screams of Liighter and thronged around the two "moth
ers”, following wherever they went and bursting info new
shriecks whenever the "mothers”, in theéir feebleness,
stumnbled and fell and, fulling, demonstrated their female
ness by assuming on the ground grolesque attitudes with
their legs widespremd

"The children of the village greeted these figures with
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screams of laughter and thronged around the two
‘mothers”.”

De bAda “"médrarmna” vandrade omkring | byn pa del
hiir sfttet och letade efter sitt "barn” (laua). Da och da
frignde de &skidarna med sina galla, spruckna rosier
om da vissie vart den unga mannén hadé tagit vagen,

Vi har en fagel som vi skall ge den unge mannen.” |
sjdlva verke! hade den unge lava endera lamnat byn
oller gémt sig under hela fGrestéliningen. Sa fort han
fAtt reda pA att hans waus skulla skimma ul sig pa det
hir sattet, forsvann han 16r att slippa bevittna deras 16r-
nedrande baleande
De tvA waus hittade inte sin laua och maste noja 519
med att stappla runt | byn och leta elter honom. Till slut
kom de fram till den stora kanot han hade byggl — den
akt som givit upphov tll festen. D& ramlade de ihop |
kanoten och lag dar en stund, skenbart hjalplosa och
uttrottade, med benen vitt | sar, | den stallning som bar-
nan fann s skrattretande

- - -
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"De ramlade ihop | kanolen och lag dar en stund,
skenbart hjdiplésa och utirotiade

“Tepmanagwan, Palimbais store krigare, ar dod
Méannen satte upp en docka som forestillde den dode.
Figurens huvud var en omogen kokosndt och kroppen
var forfardigad av buntar av paimblad, Spjut stalldes
upp mot dockan med spetsarna instuckna | kroppen for
aft markera var mannen hade sdérats | strid och andra
spjut stacks ned | marken omkring figuren for att re-
presentera dem han hade undkommit. En rad spjut pla-
cerades lodratt | en linje framfér dockan fér att erinra
om hans bragder. Sjalva dockan var smyckad med
snackskal m. m, Sex sagopalmskorgar hingde ned fran
hoger skuldra som tecken 16r hans sex hustrur, ett nat
héngde pa den vanstra for att ange hans magiska for-
maga. Nagra ingel@rskvistar | haret representerade de
personer som han hade inbjudit till byn sa atl de kunde
dodas. | figurens hégra hand var en torkad sagoklump
placerad eftersom det berattades att han en gang under
gin levnad hade dodat en fagel genom alt Kasta en
sagoklump pa den. En gren av timbut (citrontrdd) som
stuckits ned | marken vid sidan av figuran symbolisera-
de hans mytologiska vetande. Slutligen lag pa marken
framfér dockans fétter en kvast och ett par brAdbitar
som anvandes att sopa upp skrip med. De forestdllde
det arbete som mannen hade utfért i livstiden d& han
stddade cereamaonihuset.

The "mothers” wandered about the village in this way
looking for their “child” (the lawa) ond from time
to time in high-pitched, cracked voices they engoired of
the bystanders 1o learn where the young man had gone.
"We have a fowl to give to the young man”. Actually
the fawa during this. performiance had either left the
village or hidden himself. As soon as he found out that
his wans were going (o shame themselves in this way, he
went away 1o avoid seeing the spectacle of their degraded
behaviour,

The two wans did not find their {aea and had (o content
themselves with wandering around the village in search
of him. Finally they came fo the big canoe which he
had made — the achievement which they were celebrat
ing. They then collapsed into the canoe and for a few
moments lay in it apparently helpless and exhausted with
their legs wide apart in the attitudes which the children
found s0 amusing

il . - T
"They collapsed into the cance and for a few moments
lay in i, apparently helpless and exhausted , , .

"Tepmanagwan, a great fighter of Palimbai, had
died . .." The men set up a figure 1o represent the dead
min. The head of the figure was an unripe coconut and
the body was made of bundles of palm leaves, Spears
were set up against the figure with their points stuck into
it to mark where the man had been wounded in war, and
other spears were stuck into the ground beside the figure
for those which he had dodged. A series of vertical
spears was sef up in front of the figure according to his
achievements. The figure itself was omamented with
shells, ete, Six sago baskets were suspended from its right
shoulder to represent his six wives, @ string bag was
suspended on the left shoulder representing his skill in
magic. A number of sprigs of ginger in 15 headdress
represented persons whom he had invited to the village
50 that other people could kill them. In the right hand
of the figure was a dry lump of sago, becavse it wus
spid that in his lifeume he had once killed a bird by
throwing o lump of sago at it. A branch of rimbut
(lemon) set in the ground beside the figure was symbaolic
of his knowledge of mythology. Finally, on the ground
at the feet of the Fgure weére a broom and a pair of
boards used for picking up rubbish. These objects were
symbolic of the work which the dead man had done in
cleaning the ceremonial house during his lifetime,
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Figuren sattes upp av medlemmarna | den "halft” av This figure was set up by members of the initintory
stammen som hade hand om initieringsriterna, och som moiety of which the deceased was o member, Il wos &
den déde hade tillhGrt. Den tjanade alt framhailla den bidest of the greatness of their moiety, and when the
halftens storhet och nér figuren var fullbordad samlades figure was completed all the men of both moicties crowd
méannen ur bada halflerna omkring den. Medlammarna ed around it. The members of the opposite moiety came
i den andra hallten steg fram, en efter en, och &beropa- forward one by one 10 claim equivalent feats, One man
de likviirdiga bragder. En man sade: "Jag har etl sér said: Tl have o wound here on my hip, where the (people
hér pa hoften, dar folket | Kararau sarade mig med sina of) Korarun spenred me. | inke that spear”, and ook
splul. Jag tar delta spjut”, och grep spjutet som vilada the spear set against the hgure's hip. Another said: "1
mot dockans hoft. Nagon annan sade: “Jag dodade Killed so-und=so. I take that spear”, and so on till all the
den-och-den. Jag ftar detta spjut’, och sa vidare tills emblems of prowess hod been removed
alla dessa tecken pa tapperhet hade plockats bort (G, Bateson: Naven. Stanford, 1958.)

(G. Bateson: Naven. Stanford 1958)

En rad spjut placerades lodratt | en linje Iramigr
dockan lor atl erinra om hans bragder

A series of vertical speitrs was sel up n ront of
the figure nccording to his achievements,”

Figur som farestaller en déd man. "Spjut stilldes
upp mot dockan med spelsarna instuckna | kroppen
for att markera var mannen hade sarals | strid

Figure to represent a dend man, "Spears were set up
against the figure with their points stuck into it to mark
where the man had been wounded in war,”

"Mar figuren var fullbordad samlades mannen ur bada
hélfterna omkring den”

"When the figure was completed oll the men of both
moietics crowded around it
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Malevich

Malevich: Retrospektiv ulstalining. Moskva 1820

Suprematismens mal
Det stora misstaget som alla fornyare begar ar att de
stravar mol en praklisk, A&ndamadisenlig verklighel. Detlta
tillhér helt och héillet den animaliska iden, har | form av
teknologi och mekanik. Se hur allting fungerar hos dju-
rat och hur hela dess fullandning bastar | organismans
dndamalsenliga konsumtion av foda sami dess produce-
rande av Amnan som &r nodvandiga 1or denna organism.

Manniskans kultur stracker sig inte utanior denna ram
sndast foremalsiosheten har hunnit till det sanna, higsta
andliga utformandet av silt andamalsicsa liv genom att
{orsoka uppfora den foremalslosa Varldsbyggnaden. Det
vdsentliga i byggandet ar inte den animaliska modan
utan varldsarkitekturen. Mya omraden, ett berg, den nya
rymdarkitekiuren

Utom sammanslutningen “'Konstvdriden™ finns annu
en konsindrsgrupp som kallar sig "Konstruktivister”. Det
ir nyhetsmakare som entusiasmerats av den verkliga
revolutionan, De vill till varje pris patvinga detta nylunna
faremal for den praktiska nodvandigheten idén om kKonsi-
arternas sjalvupptagenhet

Bada dessa grupper ar fientligt installda mot oss su-
prematister. Vi ar naturligtvis i var tur emot allt som &r
konstruktivistiskt och fdremalsligt, ty konstens konstruk-
tivitat ar foremalsios. Vi vill bygga upp variden enligt ett
foremalsiast system, avlidgsna oss mer och mer fran fo-
remalet, likt naturens kosmiska skapande. Mar vi ulveck-
lar nya former och distanserar den praktiska nodvandig-
hetens lagar varsablir vi ménskans fullkomliga fribet, da
hon &r kosmisk i sin handling. Detta ar Manniskan: ailt
annat ar animaliskt. Var kultur, Kamrater, &r den verk-

Malevich
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Malevich: Retrospective exhibition, Moscow, 1920

Suprematism’s aims

It is the great mistake of all mpovalors that they sbrve
townrds  pructical, expedient objectivity. This belongs
entirely to the animal iden, in the form of technology
and mechanics. See how everything is equipped with the
amimal and how its entire perfection lies in the fact of
its whole organism being in the expedient self-consump
tion of food and the inner manulfacture of prodocts
necessary for the l.lI_-.'-.lr'-i'~!1l.

Human Culture does not go bevond this plan; only
non-objectivity is brought into the true, highest spiritual
plan of action for its nimless life in building the non-
objective Architecture of the World. The essence of
house-building lies not in animal sweat but in world
architecture, New fields, a mountain, the new architec-
ture of space

Apart from the "World of Art” society there is
second group of artisis who call themselves "Construc-
tivists”, These are imnovators who have been fired with
enthusinsm by the objective revolution; they are sinving
at all costs to drive the iden of the Arts ns self-centered
into the newly found object of practical necessity

Both these organizations comprise a4 camp hostile 1o us
Suprematists, We, of course, are also against all that is
constructive and objective, for the constructiveness of Art
is nop-objective; We wish to build the world up nccord-
ing to a4 non-objective system, departing further and
further from the object, like the cosmos. creation of
nature, Developing new forms and leaving behind the
laws of objeclive necessities we see the complete free-
dom of man when he is cosmic in his action. Here is
where man lies: all the rest 15 animal. And in foct,

Malevich
"Konsten méste bli livels innehall, ty endast sa kan livet bli
vackert."”

(Malevich)

Suprematismen bédrjade med den Svarta Kvadraten och
slutade med Malevichs begravning dér den Svarta Kva-
draten anyo spelade en framtrddande roll. Under dessa ar
utarbetades suprematismen och blev lika mycket en per-
sonlig filosofi som en konsirdrelse. Den Svarta Kvadraten
ar | sig mycket dubbeltydig. Den &r nihilistisk men ocksa
elt tabula rasa pa vilket nya projekt kan skapas. Suprema-
tismens fortséttning efter malningen "Vitt pa vitt” kan stu-
deras i "architektoniki”, projekt som intar en mellanstéllning
mellan konst och arkitektur. Under det de militanta kon-
struktivisterna gick till angrepp mot alla konstbegrepp som
reliker fran ett borgerligt forflutet, bevisade Malevich att
de kunde omvandlas. Hans begravning innebar inte bara
suprematismens seger Gver andra projekt med syfte att na
direkt in | foremalens och hdndelsernas viarld. Den tycks
ocksa klart opponera mot stalinismens doda hand.

Malevich
"Art must become content of life, since only thus can life be beauti-

ful.”

(Malevich)
Suprematism began with the Black Square and ended with Male-
vich's funeral where the Black Square was again very prominent.
Between these years Suprematism was elaborated and became as
much a personal philosophy as an art movement. The Black Square
itself is very ambiguous, it is nihilistic, but is also a tabula rasa
from which a new project can spring. The continuation of Suprema-
tism beyond the White on White painting of 1918 is seen in the
*architektoniki’; projects floating between art and architecture.
Whilst the militant constructivists attacked all notions of art as a
relic of the bourgeoise past, Malevich proved that it could be
transubstantiated. His funeral represented not only the victory of
Suprematism over other projects to enter directly into the world
of things and events, but also seems a clear opposition to the dead
hand of Stalinism.




ligen den Iria manskans kullur?. Nej|, den ar en kultur
av “bahov” och "néddvéndighet”; och finns det nagot
behov | skapandet av kosmos? Mej, och inte heller
borde del linnas hos manniskan. Kosmos har inga la-
gar, som hejdar rorelse, lika litet som det har nagra la-
gar som orsakar den; e] heller har del nagra grénser,
men minniskan ar begransad — il sin animaliska, [6-
remélslign varld, precis som djurets grans bestdms av
fillgangen till foda.

S4 har manga ungdomar borjal pa tekniska skolor 16r
ait skapa sig sitt eget, animaliska foremalsliga rike —
for att sy bra |Adervaror, tiilverka bra hus, sangar och
madrasser, och tro atl pa s& vis &r de engagerade i
“det stora skapande produktionsarbetet”. Lat dem fort-
séitta, men nagon borde g& den andra vigen for att
skapa manniskans idé. Vi, mediemmarna | "Unovis', ge-
nomidr det suprematistiska verket som en ménniskans
nya féremilsisa tekniska skola. Folk ar fientligt instéll-
da till oss darfdr att de Inte lGrstér denna uppdelning av
viriden | tvA plan.

Vi har inget Andamal liksom vi inte vet av ndgra prak-
fiska hinsyn eller utilitetsprinciper, lika litet som négon
annan varelse | univarsum, P4 samma satt visste inte var
planat ndr den skapade sin eviga eggelse, huruvida ber-
gen aeller sjéarma skulle bll till nagon nytta; och om den
hade byggt upp négonting fér att det skulle tjdna méan-
niskans egennyita, sa tro mig. Kamrater, hade manni-
skan ingen kultur alls. Det & mdjligt alt dven vi | var
undervisning skapar en natur, som kommer att bli den
nya manskiiga kulturen, men det troliga &r att vi kommer
att avidgsna oss mycket ldngt fran kulturens stodjepela-
ra som #r en absurditel, framsprungen ur ménniskans
dumhel

Undar utvecklandet av vara idéer om det foremalsidsa
ulsdtter vi oss naturligtvis for en skur av tillvitelser; man
kommer att skdlla oss for idealister, mystiker, nihilister,
utopister, men jag tror alt om kon négonsin tankt pa
ménniskan, s& har hon gjort del pA exakt detta sitt. Var
kamp har utlérligt redovisats | "Suprematismen som f5-
remalsioshel”. Man bekdmpar oss med hjilp av mate-
rialistiska tankar, genom atl forsoka bevisa materlans
existens; men eftersom vi Inte kan finna nagra odelbara
anhater | variden ér det uppenbarligen yiterligt svart att
bevisa materians existens.

Far att fortsatta var undervisning bildade vi "Unovis™
som genom del Supremalistiska systemel leder vidare
till eit nytt slag av Varldsbyggnad. | “Unovis™ kan alla
vinna intrdde som rostar for en ny konst. Har vill jag sluta
mitt brev. Med halsning till det fGremélsiosa Holland och
alla de nyskapare som bor dar,

Lange leve det varidsomspannande Unovis,
K. Malevich
(Malevich: Brev 1ill holldndska konstnarar. 1922, Ur Ma-
lavich: Konslessayar, Kopenhamn 1968)

Malevich: Vitt pa vitt, 1918:
Museum of Modern Art, New York.

Malevich: White on white, 1918,
Coll. Museum of Modern Art, New York.

comrades, is our cullure a free man's culiure? No, it is
a culture of "need”, of "necessity”; and is there any
need in the creation of the cosmos? No; nor should there
be any in man. The cosmos has no laws slopping its
movemnent just as it has no laws cousing it; nor has it
any limits, but man {5 limited — (o his animal, objective
world, just as un animal is limited by its feeding.

Thus many young people have entered technical
school in order to create their own animal, objective
kingdom — 1o sew good leather, and make good houses,
beds and maottresses, thinking that by this they are engag-
ed in "the greal creative work of production. Well, let
them go, but someone should remain on the other path
to creste man's idea, We, the members of "Unovis”, are
carrying oul the work of Suprematism, as man's new
non-objective technical school. People are hostile 1o us
becouse they do not understand this division of the world
into two planes,

We know no aim, just as we know no practical con-
siderations or other expediency, any more than any other
being in the universe. Likewise our planet in cresting
eternal stimulus did not know whether mountains and
seas would be of any use; and if it built everything for
man's expediency, then, believe me, comrades, man had
no culture at all. It is possible that we, too, in our
teaching are creating a nature which will be the new
humun culture; but it seems most likely that we are
going to stand further away from the cultural pillar which
is an absurdity prodoced by man's stupidity.

Of course, in developing a non-objective iden we are
aftracting 1o ourselves a hail of stones; we will be called
idenlists, mystics, nihilists, uiopians, but it seems to me
that if the cow ever thought about man, il thought in
precisely this way. Our struggle is expounded at length
in "Suprematism as MNon-objectivity”. They are strugg-
ling with us by means of materialistic thought, proving
the existence of matter; but since we can find no indivi-
sible units in the world it is obviously extremely difficult
to prove the existence of matier.

In order to carry on our teaching we organised
"Unovis” which leads through the system of Supremut-
ism to a new form of architectural world-building. "Uno-
vis" uccepls into its membership all those who vole for
new art. [ will end my letter here. Greeting to non-
objective Holland and all the innovators living there.

Long live world-wide Unovis,
K. MALEVICH
(Malevich: Letter to the Dutch artists, 1922, from
Malevich: Essays on arl, Copenhagen, 1968.)




Suprematism och Rosla

En egendomlig stad i provinsen. Som s& manga vistliga
stader byggd av rod tegelsten. Sotig och trist. Men den-
na stad ar ovanligt egendomlig. Pa alla huvudgator ar
det roda teglet tackt med vit farg, Och pa den vita bak-
grunden gréna cirklar. Orangerdda kvadrater, Bla rek-
tanglar. Detla ar Vitebsk 1820. LAngs dessa tegelvaggar
har Kasimir Malevich pensal strukit: "Torgen ar vara
p‘:ai{!llf.‘ll'. ropar murarna

Ogats flyktiga intryck av staden: brandgula cirklar, rida
kvadrater, grona trapetser.

Vi tardas langre och langre och langre

MNarmare fronten (inbordeskriget), Och plotsligt igen: vio-
letta ovaler, svarta kvadraler, gula kvadrater! Geomeatrin
varkar vara dansamma

Men, nej.

Ty den rosa cirkeln har under

viaxer ut ur tva svarta kvadrater

Hotande penselstreck ovanfar: Sultan

Pa sidan eft &nnu bistrare streck: Svird

Ettl tredje: Mustasch

Tva rader text.

Elt Rosta-plakat!

Har gar demarkationslinjen mellan vanster och ''vans-
ter”, Den revolutiondra vanstern och den estetiska “'vans-
terns™ sista grimaser.

Qch mellan dem finns en ooverstiglig kiyfta

Dér: suprematistisk konfettl utstrédd dver den férvinade
stadens gator, hir: geometrin som det avsiktliga utiryc
kets genomirangande rop .

(Eisenstein: Om Majakovski]. Ur V. Majakovskij vospo
minanivakh sovremenninkov. Moskva 1963)
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Porslin fran Lomonosoviabriken.
Koppar av Malavich. C:a 1923
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Suprematism and Rosia
N sirangc |1|.|'.|r..'! 1) Town
Westarm areias Buoilt of red brick

sivie. Hut this town s especially strang

age . R e " R -
streets are covered with  wihite

Ao on

ot of two black s Unres

ve menacing brush-strokes: Sultan

AL the side an even grimmer siroke
A third one: Moustache
I'wo limes of text

A Rosta poster

Here the demarcation line between lefl

The revolutionary left and
aesthetic "left®

And there 15 an unbridgeable gap

There: suprematist confetti spread out on the streels ol

the amuazed town, here
purp wirful e X Pression
(Eisenstein: MNoles or

vospomimanivakh s

Pottery from the Lomonosov factory

Cups designed by Malevich, c. 1923

| BHls |

Konstruktivism och surrealism

Det klasslésa samhillet och "konsten som livsinnehall” stod
som Ideal for bada dessa grupper. Men deras medel att
forsdka na detta mal var mycket olika och det gléms ofta
bort att deras syften var likartade.

Idealet — att poesin skulle géras av alla — forverkligades
| de ryska massfesterna, Bla Blus-grupperna etc.(som | stort
sett bestod av amatdrer) och i de surrealistiska "objek-
ten". De bista skapades ofta av ménniskor som inte var
konstnéarer. Omvandiingen av miljon kan féljas i de suprema-
tistiska och konstruktivistiska ritningarna, | rysk gatudekor
och ryska monument och | de surrealistiska forslagen till
att férdndra Paris ansikte. De surrealistiska flygbladen och
reklamlapparna, konstruktivisternas affischer och andra
propagandaaktiviteter visar hur viktig den politiska grunden
till dessa idéer var. Forréderiet mot den ryska revolutionens
idéer gjorde slut pa alla forhoppningar om ett klasslost sam-
hélle och satte ocksa ett brutait stopp f6r avant-garde-verk-
samheten. | Frankrike innebar det surrealismens atertag:
den reducerades till ett rent konstnérligt fenomen.

Constructivism and Surrealism

The classless society and ’art as the content of life’ were ideals
of both these groups. Though their means of attempting to reach
this ideals were quite different it is often forgotten that their aims
were very similar,

The ideal of poetry being made by all is seen in the Russian fétes,
Blue Blouse groups efc. (these are essentially 'amateur’); and in
the surrealist "objects’, the best of which were often those made
by people who were not artists. The transformation of the environ-
ment is seen in suprematist and constructivist design, Russian
street decor and monuments; also in the surrealist propositions
for changing the face of Paris. The surrealist handbills, stickers
etc.; the posters and other propaganda activities of the construc-
tivists all show the fundamental importance of a political base to
these ideas. The betrayal of the hopes of the Russian revolution
ended all hopes of a classless society there and put a brutal end
to the avant-garde’s activities; in France it resulted in Surrealism’s
retreat to a purely artistic phenomenon.
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Malevich: Architektoniki. C:a 1924 Malevich: Architektoniki, c. 1924,
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Malevich: Architektoniki, C:a 1924

Malevich: Architektoniki, c. 1924

Tatlin
"Framtiden tillhér dem som &r underbart litet begavade for
de skona konsterna.”

(Lisitskij)

Tatlin &r utan tvekan férgrundsgestalten | det ryska pro-
jektet att ersédtia konstndren med konstnarsingenjoren. In-
fluerade av hans Monument fér den Tredje Internationalen
forkastade atskilliga malare och skulptérer sin tidigare verk-
samhet for att i stdllet dgna sig at nagot omrade inom form-
glvningen. Relieferna och Monumentet tycks jdva uppfatt-
ningen av Tatlin som en rationell materialist, en klddnad som
han ofta iférs. Hans ornithopter — ''slagvingflygare” eller
luftcykel — kan ses som en utveckling av idén om en "ma-
terlalkultur” som forst finns belagd i hans reliefer. Det kan
kanske tolkas som ett tecken att Monumentets maskinin-
spirerade fetischism, en produkt av revolutionens utopiska
dagar, under stalinismen ersattes av entomologin som in-
spirationskalla.

Tatlin
*The future belongs to those with marvellously little talent for the

fine arts.”

(Lissitzky)
Tatlin is indoubtedly the most important figure in the Russian
project to replace the artist by the artist-engineer. Under the in-
fluence of his Monument to the Third International a considerable
number of painters and sculpfors were to reject their activities to
move into some area of design. The reliefs and Monument seem
to refute the idea of Tatlin as a rationalising materialist, a guise
in which he was often represented. His ornithopter, or air-bicycle,
can be seen as a development of the idea of a ’culture of materials’
first stated in the reliefs. It may be significant that the machine-
inspired fetishism of the Monument, a product of the Utopian days
of the Revolution, has, under Stalinism been replaced by an inspi-
rational source in enthomology.




Tatlin
Mol tornet

I'atlin: Comer relief,
Suspended tvpe, 1915.

cpe .
Iatlin

Towards the Tower

The foundation on which our work in plastic arl (1|

rafl rested was not homogeneons, and every connec-

tiom  between sculpture and architecture had

been lost: the ; wis individuslism, i.e. the cxpression

and tastes; while the artists, in

material, k i sort Oof

o one or anotl plastic

artisis thus . ied the walls

private houses vidual nests) and left behind &

iecession of “Yaroslay Railway Stations™ and a varely
now ridiculous forms.

What happened from the social 1917 wiis
ctorial srtists in 1914, when
nstruction” were accepted as

ndation
cliare o strust of the eye, and plice our sen

Impressions L |i.1'i'||ll|_

1915 an exhibition of material models on the labo

atory scale was held in Moscow (an exhibition of relie
and contre-reliefs). An exhibition held in 1917 presented
a number of examples of material combin ns, which
resilis of more ._-.'||';p:i._. ted investigations mlo
in itself, and what this leads to
movement nsic H a mutual relationship betw 1
This snviestiie HL volume and constrc-
made it ble for us in 1918, in an artistic form,
materials like iron and gliss; the
assicism, comparable in their se
of antiguity
i opporfunity emerges of uniting purely
forms with utilitarian intentions, An example is
the project for a monument to the Third International
{exhibited a1 the Eighth Congress)

The results of th e models which stimulale us to
inveniions r work of creating a new world, and
which | W[ e producers [0 exercise control over
the 5 encountered in our new everyday life.

V. Fatlin, T. Shapiro, . Meverzon, P. Vinogradoy,
Moscow, 31 December |
(The work ahead of us, Moscow, 1920.)




Tatlins torn
S8 kom Revolutionen och med den overtygelsen att nu

skulle alll genast bll verklighel. Tatlin byggde sitt torn.
Hans farberedande skola var den trdning av hand och
6ga som han hade fatt genom att arbeta med tekniska
material. Han hade ingen ingenjSrsutbildning, ingan kun-
skap om teknisk mekanik sller om jarnkonstruktioner.
Han utgick frén att en ny form — spiralen — skulle in-
ferlivas och atl jirmets och glasets storartade molig-
hatar skulle demonstreras. Antitesens styrka, den "an-
mérkningsvirda bristen pa lalang” tor konstnarlig verk-
samhet riddade honom fran att falla | det esteliska vag-
spelets filla. | detta férharligande av den mekaniska
teknologin och detta framhallande av de valkanda male-
rialens mojligheter finns mer av vArde &n den kraftfulla
reaktionen mot den gamla estetiken. Reaktionen levere-
rar bara kraften, sjdlva handlingen maste ha en djupara
forankring. Malet var att 1ata hela den energl som kom
till uttryck | det nya méleriet paverka ocksad arkitekiu-
ren — inte genom att utnyitja det nyligen introducerade
formarna (kvadraten till exempel) ulan de krafier som
hade frigjorts 15r att bygga upp den nya kroppen. Minst
av allt skulle man lata sig frestas av maleriets primdra
alement, ndmligen férgen. Resultatet beror pa hur rum-
mel organiseras med hjalp av linjer, plan, volymer. Det
obegrinsade, kroppar som f6ds ur rorelsen, ur kKommuni-
kation och i kommunikation. Nya Konstruktioner. Man
méste ta med | berdkningen det femte synsatiel (upp-
ifréan). Ett behov av nya material, men ingen material-
fetischism. Och understilit och Kontrollerat av en enda
Idé: funktionens.

(El Lisitskij: Arkitektur | USSR. Ur Das Kunstblatl. 1925.
Samtliga Lisitski|-texter har tagits ur monografin El Lis-
sitzky. London 1968)

Tatlin: Skiss till Monument Gver
Tredje Internationalen. 1920.

Tatlin: Sketch for Monument to the
Third International, 1920,

Tatlin’s Tower

Then come the Revolution and the belief that now
evervthing would immedinstely become reality. Tatlin
created his tower. His preparstory school was the train
ing of hand and eve nequired from working with techni-
col mumterinls, He had no schooling in enginecring. no
knowledge of technical mechanics or of iron constrc
tions, His storting-points were the incorporation of & new
form — the spiral and the revelation of the glorics
of iron ond glnss. The strength of the antithesis, the
‘remarkable lnck of tulent’ for the fine ans, preserved
him from the pitfall of nesthetic ventures. In this glori-
fication of mechanical technology, this revelation of the
possibilities of well-known materials, there s more of
villue than just o powerful resction against the old
aesthetics, The reaction merely provides the impetus, the
action must be based on deeper Toundalions The aim
wits o0 make effective in archilecture the entire encrgy
which was crystallized in the new panting not using
the newly-introduced forms (the square, for example)
but the forces which had been liberated for the building
of the new body. Least of all should one let oneself be
enticed by the primary element of painting, namely co-
lour. Fulfilment depends on the arrangement of space by
means of lines, planes, volumes. No self-contained, indi
vidual boddies, but relations and proportions. The uncon-
fined, bodies which onginate from movement, [rom
communication and in communication, New constric-
tions. Taking into consideration the fifth view (from
nbove), A demand for new materials, but no material-
fetishism. Under the controlling influence of a single
idea: function

{El Lissitzky: Architecture in the USSR, from Das Kunst-
blott, 1925, All Lissitzky texts have been taken from the
monograph: El Lissitzky, London 1968,)

Stol formgiven av Tallin,
utférd av Rogozhin, C:a 1827,
Chair designed by Tatlin;
executed by Rogozhin, ¢c. 1927,

Fran konst till formgivning
From fine art to design

Rodchenko: Arkitekturprojekl. 1920

Rodchenka: Architectural propect, 1920,

Nér konsten forbjods

Fragan som kommittén skulle bahandla l6d: Hur skulle
Konsten kunna stillas | propagandans tjénst utan ait
skaparformagan stordes? Ordidranden lade ut texten
om kulturens havor och den manskliga odlingens lita-
nar, och lade darefier fram alt program. Alla konstnédrar
som frivilligt skapade verk av propagandakarakiar skulle
fa ransoner som motsvarade tva akademikers. De andra
skulle fa de vanliga ransonerna enligt arbetskortet, klass
B, och lamnas halt i fred med sin inspiration

Jurenito ropades upp och fareslog en radikal motion
— @tt Forbjuda Konsten, Sa har [6d hans tal:

"Overvinn era beténkligheter och farbjud Konstan, som
ni har [Grbjudit sprit och oplum. Uppgiften underlattas av
Konsten sjalv, som fjollig och férsload stker krona sin
vidriga alderdom med sjalvmord. | dag har Konsten en
lendens att upplosas i livet och vi kan allisd peka pa det
basta sattet att likvidera den. Det finns fakliskt gaser som
standigt hotar att explodera eller fGrgifta aller flamma
upp men som ar ofarliga om de sprids | atmostaren

Lagg marke till hur det samtida maleriet féraktar bil-
den; hur det helt och hallet &gnar sig at konstruktioner,
blir elt laboratorium 16r former som mycket latt kan an-
passas till vardagslivet ... . Kubisternas och suprematis-
tarnas malningar kan anvandas fér de mest skilda dnda-
mal, L ex. som planritningar for salustand langs boule-
varderna, som monster till kattunstyger, till nya sko-
modeller. Det enda nl behover gora ar att reglera den
hér upplésningen och forbjuda alla att syssla med rent
malerl ... P& samma satt kommer skulpturen Inte langre
utgdra ett hot mot samhallet utan den kommer att skapa
kommunistiska former — hus, tallrikar och byxor. | stallet
olika paradnummer & la Picasso — lat oss fa en solid,
konstruktiv stall™
(llja Ehrenburg: The exiraordinary adventures of Julio
Jurenitc and his disciples. New York 1930)

The prohibition of art

The question before the commission was; How could Ant
be made to serve propaganda without disturbing the
creative activity? The chairman enlarged upon the gifts
of culture and the Titans of the human spirit, and offer-
ed a programme. Allow rations equal 1o two academic
rations to all artists who, of their own accord create
works of a propaganda natore. Allow others the regular
ration on working card class B without in any way in-
truding wpon their inspiration.

Jurenito. was called upon and he proposed n radical
motion — to Prohibit Arf. He spoke as follows:
"Abandon your indecision, and prohibit, as you prohibit
intexicating liguors and opium. Your task is simplified
by Art itself, which seeks in its silly dotage to complete
the ignominy of old age with suicide. Art today is bent
on dissolving itself in life, and we can thuos suggest the
best way of liguidating it. For there are, indeed, gases
which ever threaten to explode or poison or burst into
flame, but are harmless once diffused throughout the
atmosphere.

Observe how confemporary painting disdains the image;
how it applies itself entirely to constructions, becoming a
lnboratory of forms that are readily adaptable to every-
day life. .. the paintings of cubisis or suprematists may
be used for the most diverse purposes, such as plans for
booths on the boulevards, designs for calico, new styles
for footwear, You need only regulate this dissolotion,
forbid anyone to occupy himself with painting as such
..~ The plastic arts, similarly, will no longer threaten
society but will create communistic forms — houses,
dighes, and trovusers, Instead of the variegated paradings
i la Picasso, let there be a substantial, constructive chair!™
(Ilya Ehrenbourg: The extraordinary adventures of Julio
Jurenito and his disciples, New York, 1930.)
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Unovisgruppen | Vitebsk, Malavich vid svaria tavian
Sujelin pa en stol i fargrunden. 1920

Obmokhu och Unovis
Lat oss begrunda planen till detta "Rom' (den konstruk
tiva konsten). Dess grundval var den ryska revolutionan
Den borjade som en kraftfull, oorganiserad bonderdralse
och rullade vidare mol organisation och rekonstruktion
A andra sidan blev de unga malare, som fram till 1917
hade varit en liten sakl, glada over att for forsta gangen
fa mojlighet att {orvandla sitt laboratorium till en fabrik
For dem var huvudsyfiet att vidga konstens grundvalar
och fara ut den i livet. Livet stillde fragor och kravde
omedelbara svar: vilken roll spelar konsten | det nya
samhallet, dar den skapande verksamheten blir allmén
egandom? Det forsta svaret var ocksd [Gsningen: | den
produktiva konsten som innebar atl konstndrernas verk-
samhet flyttas fran ataljén till fabriker och arbetsplatser
Det ar inte konstnarens uppgift att férskona redan fardi-
ga ling, utan han borde sjalv delta | akten alt skapa dem

Unovis Group Vitehsk, 1920 Malevich at blackboard
Suetin on chair in foregronmd

Obmokhu and Unovis

Let us consider the plan of this "Rome’ (constructive an)
Its foundation-wall was the Russian Revolution. [t began
15 4 powerful, elemental movement of the peasantry, and
surged onwird (o organization and reconstruction. On the
other hand, the you g paint . who up till 1917 hod
been a small sect, were glad 1o have the opportanity,
for the first tome, of transforming their labormtory into
o factory. To them their basic purpose was the extension
of the foundations and the introduction of art into living
Life posed questions and demanded immedinte replies to
them: whot role does art play in the new society, in
which the field of creative activily becomes common
property? The first answer was the solution: in produc
tive art, which means transferring the tasks of the paint-
ers from the studio w the factories and works, 1t is nol

the task of the painter 1o embellish things already created

Malevichs inflytande: UNOVIS
"Vi &r unga hos oss finns svaret till vdridens eviga ungdom.”
(Unovis)

Konstskolan i Vitebsk under Malevich ddptes om till Unovis
(Plan fér den nya konsten). Det var hdr som Malevichs idéer
om suprematismen utvecklades vidare, bortom maleriet.
Hans verksamhet och idéer blev inte bara filosofiska utan
ocksa "tillampade’”. Trots tillfdlliga yttre likheter mellan
Unovis arbeten (och sadana som senare tillverkades av
dess elever, pa annat hall) och till exempel Vkhutemas’
fanns det komplicerade ideologiska skillnader mellan su-
prematisternas och konstruktivisternas sitt att arbeta.

Malevich's influence: UNOVIS
” We are young in us the answer to the eternal youth of the world
is found.”

(Unovis)

Vitebsk School of Art under Malevich was renamed Unovis (Pro-
ject for the new art), it was here that Malevich’s ideas on Supre-
matism moved beyond painting. His work and ideas became not
only philosophical, but *applied’ as well. Despife occasional out-
ward similarities between the work at Unovis, (and later by its pupils
elsewhere) and say the Vkhutemas, there remained complex ide-
ological differences between the suprematist and constructivist
approaches.




PA s& silt f&rsvann av sig sjdlv bruket att klassificera
konst som "ren” aller “lllimpad”. Beklagligt nog hind-
rades denna kampan] att nd framgéng genom ati den
ryska industrin var si desorganiserad och genom bris-
ten ph rAmaterial, Konstndrerna blev stadende i tomrum-
mel mallan aleljé och fabrik. Detta dr OvergAngsstadiet
mellan personlig och aliméngiltig formgivning: Nu kam-
mer den konstruktiva perioden. Denna rdrelse foddes
spontanl och frdgan om dess ursprung undersdks nu
inta bara | Ryssland utan ocksé hér | vast. Tva grupper
giorde ansprak pé konstruktivismen, Obmokhu-gruppen
(bréderna Stenberg., Mjedunjeski], Jeganson och andra)
och Unovis-gruppen (Sjenkin, Tjazbonik, Klutsis, Ermo-
lajeva, Khidersal, Kogan och andra under ledning av
Malevich och Lissitskij).

Den férsta gruppen arbetade med material och rymd,
den andra med matarial och ett plan, Bada stravade att
uppnd samma resultat, ndmligen skapandet av verkliga
faremél och arkitektur. De har molsatt upplattning om
anvindbarheten och nyttan av skapade lGremél. Magra
madlemmar ay Obmokhu-gruppen gick sa l&ngt som till
alt helt lorneka konsten och Agnada | sin upplinnariver
all sin energi &t ren teknologl.

Unovis skilde mellan funktionsbegreppet, med vilkel
de avsag nodvandigheten av att skapa nya former. och
Irbgan om direkt anvandbarhel. De slod for uppiattning-
en, ail den nya formen — om den &r baserad pa4 mate-
rialets |lAmplighet och p4 ekonomiskt t@nkande — ar den
hiivstdng, som salter livet | rérelse. Denna nya form fo-
der andra former som &r helt och hillet funktionella och
genom dem berlkas den sjdlv. modifiaras och utvecklas
vidare. Farr var konstniren utestdngd fran livet och han
dgnade sig di &t komposition, det vill siga att kombi-
nera olika faktarer. Nutdrtiden, daremot, kanstruarar han,
det vill siga han formar att innehdll. Komposition &r an
bukelt olika blommor. Konstruktion &r rakhyveln, kon-
struerad av individualla delar.

BAda grupperna framldrde sina idéer med stor kraft
genom utstéliningar. konferenser. pamfletter, alimanna
maten och debatier, Jag citerar har som att exempel ett
uidrag ur en Obmokhu-pamflett: “'Varje manniska, som
fods till denna virld, kan, innan han Atarvander till jor-
den, g korlaste vigen in i fabriken, dar livats verkliga
kropp formas. Denna vag heter konstruktivism, den hogs-
ta trampolinen for spranget in | en universell ménsklig
kultur. Mansklighetens stora f(orforare, esteterna och
konstndrerna, har spréngt broarmna pd denna svéra vag
och | sitjolmigt narkostdcken erbjuder de | stallet konst
och skénhet. Manniskans lankefGrmaga, det yppersta vi
har, sldsas bort och forskingras for att f4 den estetiska
dyn atl jasa. Efter att ha vagt fakta pa den vag som ma-
ler deras sanna farhallande (il varldens innevanare, {&r-
klarar vi att konsten och dess pampar star utanfor lagen.”

Jag skrev for en pamflett 1920; "Konstnaren maste or-
ganisera sina led, masta Inordna sig | et parti. Det &r
ett misstag att tro, att den taktik, som man larde | sko-
lan, @r el satl alt uttrycka personlig frihel. Denna frihal
ar en abstraktion, som endast existerar | den interplane-
téra rymden. Med de medel som star oss till buds kan
vl uppna, Inte var frihet utan var livefilosofl. Fér nérva-
rande Ar det s, atl den som vill skapa nagot forst mas-
te skapa en ny medvetenhet. Om han sedan vill delta |
skapandet av den nya kulturen, méste han studera de
olika delarna | vardagens upplevelse, ty bara dd kan
han uppna de nya malen och tilldmpa dem | vardagsli-
vel efter partiorganisationens linjer. Ty livet erkdnner in-
le ndgon separal individualitet.”

(El Lisitskij: Ny rysk konst, en fdreldsning. 1922)

but he should take part himself in bringing them into
existence. In this way the practice of classifying art as
‘pure’ or ‘applied’, which had prevailed up to that time,
disappenred entirely of its own secord, Regrettably the
dizsorganization of Russion indusiry and the lack of row
materials prevented the success of this campaign, One
was left in an intermediate space between studio and
factory. That is the transition stage from subjective lo
universal design, Now comes the period of construction.
This movemen! came to life spontancously, and the
guestion of s legitimacy is now being elucidated not
only in Russin, but also here in the West. Two groups
claimed constructivism, the Obmokhu (the brothers Sten-
berg, Myedunyesky, Yoganson, and others) and the Una-
vis (Syenkin, Chazbonik, Klutsis, Ermolayeva, Khidersel,
Kogan, and others led by Malevich and Lissitzky).

The former group worked in material and space, the
latter in material and & plane. Both strove to attain the
same result, namely the creation of the real object and
of architecture, They are opposed to each other in their
concepls of the practicality and utility of created things.
Some members of the Obmokhu group went as far a8 a
complete disavownl of art and in their urge 1o be in-
ventors, devoted their energics to pure technology, Uno-
vis distinguished between the concept of functionality,
meaning the necessity for the creation of new forms, and
the gquestion of direct serviceableness. They represented
the wiew that the new form is the lever which sets life
in motion, if it is based on the suitability of the material
and on cconomy. This new form gives birth to other
forms which are totally functional, and through them it
is itsell enriched, modified and further developed. The
painter was formerly secluded from the world, so he
concerned himself with compositions, that is with the
combining of various factors. Nowadays, on the contrary,
he constructs, that is he creates substance. Composition
is a bunch of different flowers, Construction is the safety-
razor, composed of individual parts,

Both groups propagated their idess with great vigour,
through exhibitions, conferences, pamphlets, public mee-
tings and debates. | will gquote here, as an example, an
extract from an Ombokhu pamphlet: "Every man born
on this earth could, before his return to the soil, go by
the shortest route into the factory where the real body of
life is fashioned. This route is called constructivism, the
highest springboard for the leap into unmiversal human
culture, The great seducers of the human race, the aesthe-
tes and artists, have demaolished the bridges on this rigo-
rons route and through a haze of mawkish narcosis they
have offered art and beauty in exchange. Man's brains,
the essence of the world, are being wasted and dissipated
to swell the morass of sestheticism. Having weighed the
facts on the balance of their honest relationship to the
world's inhabitants, we declure art and its bosses 10 be
outside the law.

For a 1920 pamphlet T wrote: "The artists must orga-
nize their ranks, must form themselves into a party. It is @
mistake (o think that the tactics which one learned at
school are a means of expressing personal freedom. This
freedom is mn abstraction, which exists only in inter-
planetary space. Here on earth what we achieve with the
means at our disposal is not our freedom, bul our
philosophy of life. At the present time, whoever wunis 1o
create something must first forge & new consciousness,
then if he wants to tike part in the process of creating
the new culture, he must study the elements of present-
day experience, for only then can he attain the new
objectives and apply them 1o daily life along the lines
of party. organization. For life acknowledges no separate
individuality!™
(El Lissitzky: Mew Russian Art, a lecture. 1922.)




I. Ghasnik: Architektoniki-studie
{suprematistzatellit). 1928

Texten pa Unovis banér:

Lal den gamla viridens undergang std inskriven pa in-
sidan av din hand. Bar den svarta kvadraten — tecknet
far varldsekonomin. Mala den roda kvadraten | din atel-

jé — symbaolen for varldsrevolutionen inom konsten, Ren-

58 ut varldsrymdens kvadrat ur det kaos som rader dar
(Unovis plakat, Nr. 1. Vitebsk 1920.)
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. Chasnik: Architektoniki stody
(Suprematist satellite), 1928

The banner of Unovis:

Let the overthrow of the old world be inscribed on the
palm of your hand. Wear the black square the sign of
world economy. Draw the red sqoare in your studio -
the sign of the world revolution in arl. Clear the square
of world space of the chaos reipning there,

(Unovis Broadsheet, No. 1. Vitebsk, 1920,)

hier: Affisch 16r lilmen “Stormens barn

|. Koudriachov: Skiss till dekoren 16r den forsta
Sovjetteatern | Orenbourg. 1920,

I. Koudriachov: Sketch for the decor of the
Ist Soviet Theatre at Orenbourg, 1920,
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M. Wesschler: Poster for the film
"Children of the storm”™, 1926

M. Sujetin; Vas. 1931,
M. Suetin: Vase, 193]




N. Sujetin: Architektoniki. C:a 1925

Samlas kring Unovis!

Vi vill att nuet skall bli var styrkas liv och form

Vi vill att var energi skall anvandas att skapa véra nya
larmer

Vi vill att nuets ansikle skall bll vart vi &r unga hos oss
finns svaret till varldens eviga ungdom

Vi vill fora de unga in | en enda armé som skapar NY
KONST

Vi vill framstalla nya konstformer som anvisas oss av
dem som gar fore och vdgleder ungdomen

Vi wvill att var ungdom skall férverkliga planarna vi gar
vidare till nya foremal | dem finna var styrka och vért |y

M. Suetin: Architektoniki, ¢, 1925

Rally to Unovis!

We want the contemporary 1o become the life and form
of our strength

We wanl our energy o be directed to the creation of o
new forms

We want the face of the conlemporary to become our
face we are young in us the answer to the eternal yvouth
of the world is found

We want 1o bring youth inlo one army creating NEW
ART

We want 1o establish new forms of art indicated by the
piongering leaders of youth -

We want our youth to bring projects to life we proceed
to new projects in them is our strength and life

Unovis-gruppen: Férslag till spdrvagn. C:a 18

Kamrater satt upp UNOVIS Tiaggor de skall bli de farsta
vagmarkena | ett &de liv dar vi skall skapa en ny varid
efter den eldsvada dar det gamla livets former brinner
upp

Det Roda skall visa manniskan hennes nya vag och vi
vill visa det nya skapandet | konsten

Unga manniskor | vdst, dst och sdder kom till den roda
polen for hér brinner den nya konstens flagga

Vi manar till handling . inte bara dem som skapar
konst utan vara kamraler — smederna arbetarna | Kop-
pargruvorna stenlaggarna betonggjutarna metaligjutar-
na stenhuggarna gruvarbetarna textilarbetarna skradda-
ra modister och alla de som tillverkar foaremal | ean utili-
taristisk varld — att samias under en enda flagga: UNO-
VIS, for att kla jerden i de nya formernas och det nya
innehallets kladar.

(Flygblad som publicerades av Unovis skapande kom-
mitte 1920)

Unovis group: Tram, ¢. 1920,

Comrades set up the flags of UNOVIS they will become
the first landmarks in a desert where we will create @
new world to supersede the conflagration of the forms
of the old life. The Red will show man his new road and
we will show the new creation in art

Young people of the Wesl, East and South come to the
red pole for here the flag of the new arl is burning

We call to action’. .. not only the makers of art but also
our comrades — the blacksmiths the copper workers
stone dressers concrete workers metal foundrymen granile
cutters miners textile workers tailors modists and all
makers of objects in the vtlitarian world to assemble
under the single banner of UNOVIS to dress the earth
in clothes of new form and content.

(Broadsheet published by the Creative Commiltee of
Unowis, 1920.)




Rodchenko

Konstruktivisternas slagord:
1. Bort med konston
Lave tekniken
2 Raeligion ar l6ar
Konst ar ldgn
3. Skir av del sista

tankandat och konsten
i. Bort med da konstn nern Rodchenko
e R ) : "Férvandla industrikulturens materiella element till volym,
. Konstruklivt liv dr nutidens kollektiva kons = plﬂn. fﬁrg, I"]m'ld och I}I.:IB*"
(Produktivistgruppens program)
Constructivist slogans: De fiesta konstruktivister som gick ver fran maleri till nytto-
' o konst férde med sig in pa det nya omradet stildrag som de
utvecklat inom den absirakta konsten — detta @r uppenbart
i LRl AL i frAiga om Rodchenko. Fa konstnérer har anvédnt material
by g b s G Salisdans pa eft sa direkt sdtt — stor vikt 14ggs alltid vid en rak och
Long live the constructivist techniciss tydlig kommunikation. Klart kompositionella drag finns fort-
ORI AL farande | hans fotografiska verk. Fotoaktiviteten ar typisk for
i mediemmarna | Lef-gruppen som | slutet av 20-talet intro-
ducerade slagordet 'faktografi”. Deras verksamhet ut-
striackle sig ocksa till journalistik, fotoreportage, dokumen-
tédrfilm etc. Den Innehaller alltid ett fantasi-element som &r
i grunden konstnérligt.

Rodchenko
"Changing the material elements of industrial-culture into volume,
plane, colour, space and light.”

(Programme of the Productivist group)

Most of those constructivists who passed from painting to utilita-
rianism carried into the new field stylistic features developed in
abstract art — this is evident in Rodchenko. Few artists used
materials in so direct a2 way — there is always a clear emphasis on
straightforward communication. The obvious compositional de-
vices are features still present in his work as a photographer. This
latter activity is typical of one the members of the Lef group
who in the late 20's adopted the slogan *factography’. Their acti-
vities extended into journalism, photo-reportage, documentary
films etc., always however with an imaginative quality that is basi-
cally artistic.

'

y

Rodechenko: Ritning till schackbord och stolar, 1925 Rodchenko: Design for Chess table and chairs, 1925




P
g PAEOTA byee
\ P W% IZHrW BEPTOBA
'\ - ‘a ONEPATOP

3 P KRYdMAH

Ty

N\, | cepun
PN\

Rodchenko: Affisch for Vertovs filmseria Rodchenko: Poster for Vertov's "Kino-Eye” film
"Kameracgat”. 1925 series, 1925




Produktivismen och beslikiade tendenser

Obmokhu-utstdliningan. Moskva 1920.

Vigen till verkligt arbete

Lat oss slita oss loss fran var spekulativa verksamhel
(kansten) och hitta vagen till riktigt arbete, dgna v
Kunskap och skicklighet at varkligt, levande och &nda-
malsenligt arbete. En intellaktuell-materiell produktion
etablerar fungerande omsesidiga fGrbindelser med ve
tenskap och teknik och byoger en produktionsgrund
Darigenom ersélter den konsten som just | sin eganskap
av konst inte Kan skéras loss Iradn religion och filosofi
och som sjalv inte 6rméar dra sig ur den slutna cirkeln
av abstrakt, spekulatlv verksamhet .

Tektonik, faktura, kenstruktion. Om det konstnarliga ar-
batet, samtidigt som det bibehaller de vedartagna, mate-
riella och formella grundvalarna fér konsten (t. ex. férg
linje, yta, volym och rdrelse) later sig dirigeras | en ma-
terialistisk riktning, kommer det att kunna oppna nya
mibjligheter il konstnarligt ultryek | form av nyttig verk-
samhet och intellekiuell och materiell produktion

Inte Aterspegla, inte forestdlla och inte tolka verkiighe-
ten utan verkligen bygga och ultrycka den nya klassens,
profetariatets. planmassiga uppgifter. Den som behirs-
kar fargen och linjen, den som kan bygga rymd- och
volymformer och organisera massprodukiioner méste
samtliga bli byggmastare | del allmdnna arbetet att ut-
rusta och satta i rdrelse de méangmiljonhévdade mansk-
liga massorna..

(A. Gan: Konstruktivism. Tver, 1922)

Productivism and related tendencies

Obmokhn exhibition, Moscow, 1920

The way to real work

Let us tear ourselves away from our speculative activily
tart) and find the way o real work, applying our know
ledge and skill to real, live and expedient work. Intellec-
tual-materinl production sets up working mutual relations
and a prodoction basis with science and technigue, re
placing art which by its very nature cannol be disenting
led from religion and philosophy and is not capable of
pulling itself out of the closed circle of abstract, speculn
tive activily .

Tectonic, factira, constrivction, Retaining the lasting ma
terial and formal basis of art such as colour, line, sur-
face, volume and movement, artistic work materialistically
directed will become, in conditions of expedient activity
nnd intellectual-materinl production, capable of opening
new means of artistic expression.

Mol to reflect, not to represent and not o inferprel
reality, but to really build and express the systemuatic
tasks of the new cluss, the proletarint, The master of
colour and line, the builder of space-volume forms and
the organiser of mass productions must all become con-
structors in the peneral work the of arming and moving
of the many-millioned human masses . .

A, Gan, Constructivism, Twer, 1922.)

Produktivismen och besldktade tendenser
"Konsten #r inte en spegel att halla upp infér verkligheten

utan en hammare att forma den."”
(Arvatov)

Obmokhu-utstédliningen representerar en dvergangsfas mel-
lan maleri och formgivning. Manga féremal som utstélldes
dér tycks snarare avhandla fysiska egenskaper — konsol-
byggande, spanningsférhallanden — &n visuella varden, An-
da har den gatt till eftervariden som en utstéllning av "ny
skulptur”. Inte sa fa av utstéllarna (bland dem Rodchenko)
skulle inom kort 6verga till formgivning. Bréderna Stenberg
blev berémda affischkonstnérer; broderna Vesnin atervan-
de med nya krafter till arkitekturen — deras Mostorg-bygg-
nad &r en av de fa moderna byggnader som uppfdrdes i
Ryssland.

Productivism and related tendencies
"Art is not a mirror held up to reality but a hammer with which

to shape it.”
(Arvatov)

The Obmokhu exhibition represents a transitional phase between
painting and design. Many objects there appear to be more con-
cerned with physical properties — cantileverage, tension etc. —
than with visual values, It is however remembered as an exhibition
of *new sculpture’. Not a few of the exhibitors (among them Rod-
chenko), were to move to design. The Stenberg brothers became
well-known poster designers; the Vesnin brothers returned to archi-
tecture under a new impetus — their Mostorg building is one of
the few modern buildings actually put up in Russia. :
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Braderna Vesnin: Mostorg-byggnaden. Moskva 1927 Vesnin Brothers: Mostorg Building, Moscow, 1927




Klucis: Radiohégtalare. 1919

G, Klucis: Radio Ormator, 1919

G. Klucis: Forslag till kiosk. C:a 1919,
G Klocis: Project for a Kiosk, . 1919,
34

"Konstruktivistisk' arkitektur

"Att héja arkitekturen som konst till en niva som svarar mot

teknologins och vetenskapens nuvarande standpunkt.”
(Asnovas program)

Melnikov och Leonidev var bada elever | Vkhutemas dar
konst- och formgivningsfakulteterna arbetade under samma
tak, | nagot av samma anda som i Bauhaus. | manga ryska
arkitekturférslag fran 20-talet sparas ett klart inflytande fran
det abstrakta maleriets dynamik, och en utopisk kansla
som forst finns belagd i Tatlins Monument.

*Constructivist’ architecture
"To raise archifecture as an art to a level corresponding to the
present-day position of technology and science.”

(Asnova programme)
Melnikov and Leonidev were both pupils at the Vkhutemas where
fine art and design faculties worked under a common roof, in an
atmosphere a little like that of the Bauhaus. In many Russian
architectural projects of the *20’s there is a clear influence of a
dynamic developed in abstract painting, and a Utopianism first
evidenced in Tatlin’s Monument.




"Konstruktivistisk™ arkitektur

‘Constructivist' architecture

dyggnader hundra vaningar hoga
tickar Jorden!

Mallan dessa hus

hénger smackra broar!

Under husar

allt dat som manniskan aler

staplar hoga som barg

Over broarna

bortglidande snabba svansar av tag!
Svansar av tag?

Ja. svansarl

Lamporna

svetsar elekiriska ogon

| dessa &gon

gjutes elt skean av miljonear starka molorer
Hela Jorden glanser

och lysear

(Majakovski]: Mistarija Buffa

Andra varsionan. AkL 6. 1821)

Buildings & hundred stories high
Cover the Earth!

Between those houses

Hang graceful bridges!
Under the houses

Are all things that man eats
Piled mountain high!

Over the bridges

Long rows of swift trains ply!

Whaole rows of trains?
Yes, rows of troins!

The lamps

Glow with electric eyes!
Into thos eyes

Motors a millionfold
More powerful than ours
Pour forth their powers
And radiant streams!
All the Earth shines

And Gleams!
(Mayakovsky: Mystery-Bouffe, Bréderna Vesnin. Projekt till byggnad for Pravda, 1923,
second version, Act 6, 1921.)

Vesnin Brothers: Project for Pravda Building, 1923,
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A. Peschkov: Forslag 1ill Lenin-institut. 1928

A. Peschkov: Project for

Lenin Institute, 1928
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K. Melnikov: Delalj av den ryska paviljongen
Exposition Internationale des Arts Décoratils. Paris 1925
K. Melnikov: Detnil of Russian pavillion,

Internationil Exhibition of Decorative arts, Paris, 1925,

Meyerhold
"Proletariatet méaste heit fylla igen det dike som en utnoit
klass har grédvt mellan konsten och livet.”

(Meyerhold)

N&r den borgerliga konsten férkastades ledde detia inte
bara till att nya konstformer uppstod, utan att deras tidigare
avgrdnsningar gentemot varandra lostes upp. Meyerhold
var den mest betydande regisstren som samarbetade med
konstruktivistgruppen. Han satte upp Majakovskijs pjaser
och anlitade berémda konstndrer som Popova och Stepa-
nova som dekoratérer och kostymtecknare. Popovas
"maskin for att spela teater” | "Den magnifika hanrejen”
hade utvecklats naturligt ur den abstrakta skulpturen. Man
kunde fortfarande uppskatia den estetiskt men den var
samtidigt anvdndbar. Meyerholds pjdser var skamldst pro-
pagandistiska och fungerade med en maskins precision och
snabbhet.

Meyerhold
"The proletariat must completely fill the ditch that an outworn
class has dug between art and life.”

(Meyerhold)

The rejection of bourgeoise art led not only to new art forms, but
to the dissolution of their former separateness. Meyerhold was the
most important producer associated with the constructivist group,
producing Mayakovsky’s plays and calling in as designers renounc-
ed artists such as Popova and Stepanova. Popova’s ‘machine for
acting’ in "The Magnificent Cuckold’ was a natural development
from non-objective sculpture, it could still be esthetically appre-
ciated but was also useful. Meyerhold’s plays were unashamedly
propagandist and moved with the swiffness and precision of a
machine.




Oktober pa teatern: Meyerhold

Scen ur "Tarelkins dod". |scansatining av
Meyerhold, dekor av V. Stepanova. 1922

Stepanova och "Tarelkins ddd"”
AktGrerna kémpade hela tiden med féremalen, sarskill
med visga hopféllbara mobeldelar — likadana som de
som en kort tid senare skulle publiceras | Lef. Resarer-
na gick av | bord och fallstolar, som skot ivdg eller flog
ar. De tyckles aterge foremalens revolt | Majakovs-
is "Traged Egendomligt nog avsag Meyerhold att
vacka publikens intressa 18r konstruktivismens nyttofore-
mél, ndr han avslojade denna ' karaktdr hos
moblerna.
(A. M. Ripalling
garde. Paris 1965,)

explosiva

Maiakowski et le théatre russe d'avant-

October of the theatre: Meyerhold

a7

Scene from "Tarelkins Death” produced by
Meyerhold, designed by V. Stepanova, 1922

Stepanova and "Tarelkin’s Death”

The actors were constantly strugeling with the objects
particularly with certain collapsible pieces of furniture —
picces identical to those shortly to appear in Lef, Springs
went off in tables and chairs which snapped shut o
the revolt of objects
enough, when re-

flew to pieces — seeming Lo repe
in Mavakovsky's Tragedy. Curiously
vealing the "explosive’ gquality of this furniture, Meyerhold
intended awaken public in constructivism's
utilitarian things.

(A. M. Ripellino: Maiakovski et le théiire
1965.)
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Konstruktivism pa scenen

De projakt 16r prakliska konstruktioner, som tdckle vag
garna p& Fdrfattarféreningen (Utstaliningen 5%5, 1821
arbeten av Rodchenko, Popova, Stepanova, Exter och A
Vesnin) fann Meyerhold hell genomférbara som ram 161
ett "skAdespel”, vars syfle inte var estetiskt utan utilis-
tiskt ... P& = satt trodde han sig kunna forverkliga en
gammal drém;: att skapa elt skadespel utanfor tealarn,
som Kunde uppfbras pa vilken annan plats som halst
utanfér teatern: pa en offentlig plats, | ett metaligjuter
pé en kommandobrygga

Det var teatern, som till81 konstruklivismen att uppenba-
ra sig fulltenigt och med bravur. Trots att dat maskineri
som konstruerades av' Popova (for "Den magnifike han-
rejen’” den 25 april 1922) var bade storl och komplicerat
anvandes det i sin helhet under olika delar av 1orastall-
ningen. Man kunde spela pa det som man lekie med en
hatt eller en solfjader.

{1 "Tarelkins dod" — 24 novembar 1922) var proce-
duren den omvénda. | stallet 16r att samia ihop et antal
fasta element... plockades maskineriet sonder | olika
delar. Det delades upp | moeduler som kunde flyttas till
det stdlle dar aktérerna behovde dem. Dessa delar hade
an enhetlig stil och samma férg, samma tragaller. De an-
vandes for att astadkomma fall, plotsliga forsvinnan-
den, kullerbyttor, glidfiykt | luften etc. Delarna hade na-
got av formen hos vardagsioremal
(I. Askenov: Teaterns Oktober. Moskva—Leningrad 1926
Ur Meyarhold: Le théatre Théatral, ulglven av N. Gour
finkel. Paris 1963)

Scen ur "Den magnifike hanrejen".
Iscensatining av Meyerhold, dekor av L. Popova. 1922,
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Constroctivism on the stage
Mhe projecis for practical constructions which covered
the walls of the Poets Union (5x3 exhibition, 1921
works by Rodchenko, Popova, Stepanova, Exter and A
Vesnin) seemed to Meverhold perfectly realisable in the
framework of o “spectacle’ whose objective wis nol esthe
tic but utilitarion ... thus, he thought, he might realize
an old dream: creation of an extra-theatrical spectacle
which could take place anywhere other than the thestre
in & public place, n metal-work foundry, the bridge of a
bt

It was the theatre which permuited constructivism o
reveal itsell on n large scale, with brio, The apparalus
made by Popova (for "The Magnificent Cuckold™, 25.4
1922}, though large and complex was entirely used dur
ing different moments of the presentation, One would
play on it as one played with a hat or fan

{In "Tarelkin's Death” — 24,11.1922) the procedure
wis reversed, instead of assembling &4 number of fixed
clements . .. u dismemberment of the apparatus took
place it was divided into paris which were free (o be
moved wherever the actors needed them. These pans
were unified sivlistically: the some colour, the same
wooden grills, they were used (o couse falls, sudden
disappearnnces, somersaults, flights through the air elc
The parts took on something of the form of every day
obyjects
(1. Askenov: October of the Theatre. Moscow—Lenin
grad, 1926, from Meyerhold: Le theéhtre théiral, edited
by M. Gourfinkel, Pans, 1963.)

Scene from "The Magnificent Cuckold™,
produced by Meverhold, designed by L. Popova, 1922,
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V. Stepanova:
Kostymskisser il
“Tarelkins dod". 1922,

V. Stepanova: Costume designs for

"Tarelkins Death®™, 1922,
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Scen ur "Den magnifike hanrejen

Iscensattning av Meyerhold, dekor av L. Popova, 1922

V. Stepanova: Uppséatiningen av “"Taralkins dad”, 1922
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Eisenstein

Eisenstein tillhérde ocksa konstruktivistgruppen. — "Till-
racklig enkelhet hos varje klok maéanniska'" utvecklade
Meyerholds levande mekanik i fantastisk grad. En handling
som horde hemma i ett 1800-talsmelodram forfiyttades bok-
stavligen till en cirkusmanege. | den atergang fran forma-
lismen som inom kort skulle utmérka hela Lef-gruppen gick
han séa langt | realism som mojligt genom att sétta upp "Gas-
masker" i Moskvas gasverk.

Eisenstein

Eisenstein was also part of the constructivist group. — ’Enough
simplicity . . .’ developed Meyerhold’s biomechanics to a fantastic
degree, the action of a 19th century melodrama being virtually
transposed to a circus ring. In the retreat from formalism which
soon characterized the whole Lef group he moved as far towards
reality as possible, by staging ’Gas Works’ in the Moscow Gas
factory.




Eisensteins tidiga verk

Foregger och Proletkult

Den ryska teaterrevolutionen var dnda inte nojd med vad
som dstadkommits. Den radikala och slutliga omgestalt-
ningan av scenen skulle nd sin fulldndning farst | och
med "Foreggerverkstiderna”, ''Proletkultscenen” och
"Projektionsteatern”.

Foregger gick langl uléver Mayerholds férsok nar
han | sina verkstider “"Mastior” fullstndigt loste upp
den gamla leatern | akrobatik och varietéscener. Hans
&sikt var atl del bista s&ttel alt {érgGra den gamila varl-
den var genom att f&rl6jliga den och dérlor eftersirdva-
de han att med parodins medel ldrhdna aven leatem.
Hans larestiliningar var knappast nigot mer dn en rad
galna clownerier och bisarra tablder; orkestermusiken
ersalles med “bullerorkester”, baletten med “maskin-
dans"”: dessa bada nya "konstlormer” géalide sedan un-
der lang tid framat 1or alt vara myckel framstdenda er-
ovringar i revolutiondr anda.

En liknande malsitining hade ccksa “Proletkulisce-
nen" under Eisensteins ledning. Aven har skulle den po-
litiska agitationen genomforas med paroding, akroba-
tikens och trickkanstens medel. Under en farestalining
av ott revolutiondrt bearbetat stycke av Ostrovski] dan-
sade skadespelarna pd lina tvirs over askadarrummet,
de gymnastiserade, hoppade och stod pa huvudet. av
den ursprungliga handlingen Aterstod  dverhuvudtage!
Ingenting langre.

Teaterns omgestalining hade alltsa slutligen natt dar-
hiin att scenen faktiskt hade blivit en cirkusmanege. Hur
orimligt detta &n maste te sig vid forsta anblicken kan
man vid ndrmare paseende dndd inte utan vidare avidarda
dessa experiment som rena galenskaper. En sadan tolk-
ning molsdgs redan av den omstdndigheten atl samme
Eisenstein som &r ansvarig for en stor del av dessa
egandomligheter & andra sidan har visat ett utomordent-
ligt kunnande som ledare for det stora “Chronikfilm".

Till grund Iér danna anknytning till cirkus, gyckelspel
och pajaskonster ligger en intressant idé, &ven om de
formar som dessa lorstk resulteral | | Ryssland pé
ménga satt maste anses absurda och misslyckade, Pro-
letkultscenans ledara utgick frén tanken att cirkusen i
Ryssland var aldre och starkare sammanvuxen med fol-
ket &n den jamfGrelsevis unga tealern som relativt sent
hade importerats vasterifrdn,

(Folkets Tealer. Ur Joseph Gregor/René Fllop-Miller:
Das russische Theater. Ziirich 1927)

Eisenstein’s early work

Foregger and Proletcult

But still the Russisn theatrical revolulion was not con-
tent with what had been done — for the radical and
final transformation of the stage we must turn to Forreg-
per's Atelier, the Proletcult stage and the Projection
theatre. Forregger wenl far beyond Meyerhold; in his
atelier the theatre was degrded to a series of acrobatic
tricks and variety turns. His view was that the old world
could best be destroved by making it ridiculous, so he
tried to pour scomn on the theatre by parodying it. His
productions were little more than a succession of wild-
clowning and eccentric exhibitions; the orchestra was
replaced by ‘noise-band’, the ballet by 'machine dancing’,
and for a long time these two new artforms were account-
ed the highest achievements of the Revolutionary spirit.

The Proletcult Stage, under the management of Eisen-
stein, had similor nims. Political propaganda was expres-
sed by travesty, acrobatics and trick-turns. When a piece
by Ostrovsky wos performed in & Revolutionary version
the actors danced on ropes above the audience, vaulted,
threw somersaults, stood on their heads — no trace of
the original plot remained.

Thus the Revolutionizing of the theatre ended by turn-
ing the stage into a circus. Senseless as this method seems
al first glance, we cannotl dismiss it as sheer insanity.
When we look more closely into these theatrical experi-
ments, wi cannot ignore the fact that Eisenstein, who was
rexponsible for many of these eccentric features, has, on
the other hand, given proof of quite remarkable skill as
director of the great Chronikfilm company. An interest-
ing theory lies at the root of this resorl to circus tricks
and clowning, though the forms which this theory has
assumed in practice are often absurd and futile. The
manager of the Proletcult started from the fact that in
Russin the circus was older and nearer to the people
than the theatre, which had been imported much later
from the West
(R. Fiilop-Miller and J. Gregor: The Russian Theatre,
London, 1930,)




Nog av ankalhet | varje
klok manniska . |scensatining
av Eisenstain. 1923.

Enough simplicity in
Every Wise Man",
produced by Eisenstein, 1923

Eisensteins dvergang till filmen
| Eisensteins uppséttningar hade element ur verklighe
ten gradvis kommit att inta en allt centralare och mer
domineranda roll. Slutligen, undar teatersasongen 1923

24 ndr iscenséitningen av Treljakovs pjds Gasmas-
ker” om elt gasverk planerades, bestamde han sig for
att produceara don 1« alt r:f‘.ll:.]I {_:H'iﬁ_‘rl'. | an oversikl dver
Moskvas teatrar refersrade den amarikanska poelen
Babette Deulsch scensattningan pa il salt som nastan
féruisfiger Eisensieins nisia sleg

PiAsan var mycket brutal och utidrandel oskolat och

ratoriskl. Man nAr mAnnen, beredda pa kamp och kan-
ska till och med doden, gar ned | tornet f6r att radda
iabrikan, ‘deras’ fabrik nu, var minuterna laddade med
gn verklighet som Ingen teateriGrestalining med utbilda-
de skaddespe -h modearn ljussattning tillnarmealsevis
kunnat ni upp

MNasta steq maste fora mot lilmen — och 53 gick den
unga sovietiska teatern miste om Eisensiain
(Jay Leyda: Kino. London 1860.)

5. Tretjakovs agit-prop "Gasmasker”
Iscensattning av Eisenstein | Moskvas gasverk. 1824,
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Eisenstein’s fall into the cinema

In Eisensten's theatrical work, elements of reality hod
gradually assumed o more central and commanding posi-
tion until finally, in the season of 1923—4, when plan-
ning the production of Tretyakov's play Gas Masks,
about a gas factory, he decided to produce it in a real
pas foctory. The American poel, Babette Deutsch, on a
tour of Moscow's theatres, reporfed the production i &
way that almost prophesics Eisenstein’s next move:

"The play was extremely crude, and the acting untutor-
ed and rhetorical. But when the men, facing certain
agony and possibly death, went down the shaft o save
the factory, ‘their® factory now, the minules were lense
with an actuality thal no stage performance, with trained
actors and modern lighting, could touch the fringe of.”

The only step beyond this was towards the cinemi -
and so the young Soviet theatre was robbed of Eisen-
stein
(Jay Leyda: Kino, London, 1960.)

5. Tretyakov's agit-prop "Gas Masks",
produced by Eisenstein in Moscow Gas Works, 1924,




5. Tretjakovs agit-prop "Gasmasker”. 1924

&5, Tretvakov's

agit-prop "Gas

Den levande tidningen
"Far vi be om fakta, frun”.
(Pusjkin)

Aktuella fakta och h@andelser lag till grund f6r "Den levande
tidningen"’-gruppernas framitrddanden. De {érde samman ny-
hetsartiklar, sanger och dans, nya dekret till en dynamisk
ny helhet. Grupprdrelser, "formationer” favoriserades och
visar inflytandet fran ""den levande mekaniken'. De anvande
faktacollage pa ett sdtt som nara ansluter sig till Lefs fak-
tografiska metod. Grupperna bestod till stérre delen av
amatdrer och uppstod | hundratals fabriker, skolor och
klubbar. Deras framtrddanden | det fria férebadade var tids
gatuteater.

The living newspaper
*"(Give us the facts, ma'am.”

(Pushkin)

*The living newspaper’ groups based their performances on the
facts and events of the day. They montaged newspaper reports,
song and dance, new decrees etc. into a dynamic new whole. The
accent on group movement, ‘formation’, showed the influence of
biomechanics, Their use of the collage of facts is very close to
Lef’s factographic approach. The groups were essentially amateur
and developed in hundreds of factories, colleges and clubs. Their
performances in the open sir anticipated present-day street theatre.




Den levande tidningen

"Bla Blusens' ursprung

Eit annat sétt att |6sa repertoarkrisen (bristen pd textor
som dirakl hade atl gora med revolutionan) och bakam-
pa idén med professionalla artister var “den levande
tidningen™ som fick en Kolossal ulbredning. (1827 ar-
betade 7000 grupper | klubbar, kollektiv, fabriker etc.)
Till grund iAg fortfarande samma princip med del tala-
da, dramatiseradée “m agel” men amnéna var inte be-
gransade 1ill de stora poliliska handelsorna; de valdes

d lorkdrlek bland vardagens situationar ach

tidningen had

for all den inlo

bdrjat med enkla texiracila-
alldeles sk
man sig snart tvungen att ta sin Hlllykt Ul musik, sang
kardeklamationer och, framfar allt, till den organisera
handling som &r typisk fér den. Darmed blir den verkli-
gen en levande tidning som far sitt mest fullandade ul-
tryck | sma scener framstallda mead full scenisk appara
ur

Den har konstartens utveckling ar intimt férknippad
med “Blus”-rorelsen, ambulerande Konstnarskollekbiv
farsta och mest betydelsefulla var “Den Bla Blusen
gav upphov till @n hel rad Blusar | olika farg och
e Réda Skjortan™ och

J&n
Den Gra Slipsen
en Bla Blusen' star £ | Moskva 4r 1923 av bl.a
anin, en student vid Journalistinstitutel. Den lanade
bide material och uppstilining frdn dagstidningama
ledare, kulturartiklar, IGljelong, politiska nyheler
ster och annonser) och skapade an helt origi-
teaterform. Den inleddes av en par
tagare. Ibland forblev de sitlan pd estraden under
ekniska forberedalsar och om-
ningar agde rum infor askadarna, liksom skadespe-
] som bara bestod | atl de resté sig upp
tolarna. M flit hade alla "kKulisstrollerier” undv
kits och uppmn samheten riklades hell mot utovarnas
disciplin, organisation och kunnighet, deras skickliga
[ akta gesler
Fdar att inte 1grfalla till en rad "nummer’, ail
estradnoje, var det nddvindigt att férestallningen |
sin lidningskarakiar
(M. Gourfinkel: La Théalre russa contémporain
1831.)

samtliga

antréer

Affisch for "Bla
Blus"-grupper. 1927.

Poster for "Blue
Blouse™-groups, 1927,

p— 5.8
I'he living newspaper

Origins of Blue Blouse

One means of resolving the crisis of repertoire (lack of
texts directly reluted to the Revolulion) and of opposing
the idex of "professional actors’ — was the lving mews-
paper  which became extraordinarily widespread. (In
1927 there were 7000 proups in the Clubs, Collectives,
Fuctories etc.) Bosically it was dramatised montage, (but)
the subjects were not limited to political events — they
were chosen by preference from the facts of everyday life.
Having begun with a simple recital of texis the verbal
newspaper in order lo avoid death by boredom soon had
recourse to music, singing, the chorus and above all to
movement — & feature of the concept. Thus it became o
true living newspaper which found its fullest expression
in those little acts which utilized scenery and props. The
development of this form was closely bound up with the
Blouse movements, travelling arts collectives, The first
and most important was the Blue Blouse which gave nse
to & whole swarm of various coloured Blouses — and
subsequently to the Red Shirt and Grey Cravat, It ori-
ginaled in Moscow in 1923 ona the initiative of loujanin,
a stident at the Institute of Journalism, Borrowing from
the daily papers their materinl and format (editorial,
leader, fiction, political news, local evenis and adverts)
Blue Blouse was @ quite special kind of spectacle. It
opened with a parnde of those taking part, Sometimes
they ed sitting on the platform throughout the mece
All preliminaires and changes of costume were made in
front of the spectator, the same of course with "entran-
ces' the actors had only to get up from their chairs. All
the mystery of the "wings' was deliberntely abolished,
attention was focussed exclusively on the discipling, or-
ganization and know-how of those taking part, the skill
and precision of their gestures.

In order o prevent a 1,||.'!.‘a_'['|€.’.|li1'-l1 into a series of
‘numbers’, a staged distraction, it was indispensable to
maintain the newspaper guality
(N. Gourfinkel: Le théitre russe contemporain, Paris,
1931.)
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En levande tidning-grupp. C:a 1927

Living newspaper group, ¢. 1927

Massfesterna

"De byggde enbart pa eft levande samspel mellan manni-

skorna, inte begrénsat av ting eller hierarkisk struktur.”
(Mazajev)

Inom teatern var deita nagot nastan helt nyit. Dessa fester
lade teatern bakom sig, och skadespelarna likasa. Massor-
na intog scenen som | detta fall bestod av stadens torg och
motesplatser. Vissa element | festerna forebadade det so-
clalistiska idealet — L. ex. deras sjdlvsidndiga organisation,
upphévandet av grdnsen mellan askadare och deltagare.
Festerna tycks ha dvergetts innan de utvecklades for langt
och proletariatets diktatorer visade sig vara et annat stjarn-
garde som ocksa kunde dverges.

Mass fétes
*building only on a living intercourse between people, unrestricted
by objects or hierarchic structures.”

(Mazaev)

Something almost wholly new in the theatre. The theatre itself was
left behind, so too were it’s actors; the masses took the stage which
in this case was the city squares. Some aspects of the fétes anti-
cipated the socialist ideal — e.g. the autonomous organization,
and the abolition-of the boundary between spectator and partici-
pant. The fétes seem to have been abandoned before they went
too far and the dictators of the proletariat revealed to be another
set of stars who could be left behind.




Massfesterna
Forbi det "spektakulara™

en slar varken ovar e under konsten. Den har
e en myckel viktig kulturform, som

utesl! e byag pi an levanda kontaki mellan man-

ch @r lort!

niskor, obarcende av ytire ldremal eller nagot hierarkiskt
system. Dess kinnetecken dr leken, sjalvidrverkligandet,
som Ingen kan leva utan. Om verkligheten finns med |
en fe P 5 a jalv, nner det doda
16l och 15 kon 5m n riktar sig alltid
mol 1 d lankemassiga innenall ar
kiart. Men i vars mal ar lika ideslla
dr festen mefr v stiska omvandling av verk-
ligheten g sjilv och larverk-
ad tid | en festlig
fran ytire begrar
Som estatiskt fenomen Owver-
eande den “illusoriska” konstén

handlingen ar betraktandeis

dealatl salls | roreise av s
om én bara for en begra

manniskor, som bafri

triatfar
Lakprine
stbder festens tendens att upphava skill-
1 skadespelara och Askadare
Erarenheterna fran 38 massiscensdttningar tjanade
eman omkring n prolatdra massies-
festen, sa& som de “vansterorienterade
attade den, Kom aldrig till utforande
Hur stort antalat medverkande | en iscensatining an var

motsats

an mal

teorelikerna

4 blev den inte enbart darigenom en massiest”, var-
ken for de manga askédarma eller 16r deltagarna, Delta

am ¥i redan framhallit ar festen icke
finns dar konsten motar livet. Det ar
aring mellan tvd plan som forklarar fes-
usatsfylida karaktdr — och som gér det omojligt
{ avigsna det "spektakulara’” som egentligen ar
Om man lorsokar precisera den-
na skilinad sociclogiskt kan man siga att festens mal
ar att omfatta hela folket | ett gemensamt broderskap.
men detta dr méjligt blott nar alla barridrer (egendom,
klasser, kullur o.s. v.), som skiljer manniskorna at, har
rivits ned. Detla ideal kan uppnés endast under kommu-
nismen. Det dr sdledes historiskt orimligt ait tro att detl
finns en idealisk 16sning pa problemet “festerna som
massaktlviteter'. Anda lick de problem som massiesier-
na aktualiserade en praktisk betydelse: genom atl de
riktade konstnérernas och regissGremas uppmarksam-
het mot frigan om massornas sjalvidrverkligande. Det
var del enda sdtlet att |ésa de svarigheter som var {ér-
enade med organisarandel av massfester
(A. Mazajev: 1920-talels massfester. Ur Dekorativnoe |ss-
kustvo, Mo, 11. 1966.)

var oundvikli
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Mass fetes

Bevond the ‘spectacular’

The festival is not something higher or lower than art.
It was, and remains, 2 very important cultural form;,
building only on the living intercourse between human
beingd, unrestricted by objects or hierarchic structures
lts specific feature is play, self-realisation, without which
no - one truly exists, If history plays its part s0 1o speak
in & festival, it will develop by itself, surpass the dead
past and the conservatism of the present, it will necesser-
ily be direcled towards the future. The ideal content of
the festival is clear. But unlike arl, which in its: aimy is
equilly ideal, the festival realizes in & more active manner
the aesthetic transformation of reality. The ideal 15 set
in motion by itself and is realized although for a limited
time, in & lestive union of people liberated from outside
considerations and oblipations. The féle as an esthetic
phenomenon hereby overcomes the ‘illusoriness” of art.
I'he principle of play, action is the antithesis of watching,
it supports the tendency to eliminate all difference be-
tween actor and spectator. . .

Experience with the mass plays reveals the problems of
the proletarian festival in a clearer light. The jdeal festi-
val as conceived by the theoreticians of the 'left’ was
never realized. No matter how many participant there
were, the staging did not lead to mass play, neither for
the huge number of spectators, nor the participants. This
was inevitable. As already mentioned, the festival is not
art. But it is silusted ot the junction of art and life. This
position between two planes explains the contradictory
character of the festival, it makes it impossible o comp
letely escape from the ‘spectacular” element which is
alien. Sociologically speaking the contradiction can be
described os follows: the ideal of the festival is to include
the whole people in a common brotherhood, which is
only possible when all barriers (of property, class, cul-
ture ete.) separating people have been abolished. The
ideal can only be nchieved in communism. In this con-
text it is unreasonable historically to expect to find an
ideal solution to the problem of the festival as 'mass
action’. Mevertheless the problems posed by the festivals
were of practical importance in directing the attention of
artists and stage directors to the problem of self-realiza-
tion of the masses. Only this last presented a solution to
the difficultics connected with the organisation of the
festivals

(A, Mozaey: Muass festivals of the 1920'5, from Dekora
tivnoe Isskustvo, No. 11, 1966.)




Stormningen av Vinterpalatsat
Regissor: N. Evreinov, dekorator: Y. Annenkov. 1819,

Teckning av Y. Annenkov {or
Stormningen av Vinterpalatsel. 1919

The storming of the Winter Palace,
Director: N. Evreinov. Designer: Y. Annenkov

Drawing by Y. Annenkov for The storming
of the Winter Palace, 1919,

1919

Festivalerna och socialismen

Fairstl ach fram=st var man !-,"._Ir'uf_]fdl att helt och hallet ay-

st fran alll som den gamla lealarn represanterade

Mista steg var att bygga an mur mellan denna folkets

nya teater och den professionalla, Teatarn skulle anvan

das tll att skapa nya livsformer som overanssiamde med
och politiska omvandling

inte bendmningen 'skadespel’” nkligt (Gr
Allt som bara var skadespel maste bannlysas!
ren skulle avsta frin sin vanliga passivitet och bli
are, Da slutar férestaliningen och handlingen bor-
v del &r dirl som den enorma sociala slagkralten
i dan hir sortens manilestationer ligger. Daltagare och
iskadare engageras annu efleklivare genom att mani-
festationarna utgdr, Inte frdn en teatarfiktion utan fran
vardagens verklighet som alla kanner till men som fram-
stalls forskonad, sublimerad. Mitt under pagaende In-
bordeskrig forverkligades det socialistiska idealat | for-
skott
(M. Gourfinkel: Le thédlre russe confemporain
Paris 1931.)

The Festivals and Socialism

First of all, it was a guestion of firmly renouncing all
that belonged to the old theatre, further of building a
willl between the new theatre of the people and the
professionnl: it was the creation of new forms of life —
conforming to the end of a social and political trans-
figuration of society — that was 1o be served

lhe lerm ‘spectacles’ does nol strictly belong to the
[étes. Il was necessary o abolish all that was mere spec-
tacle, the spectator abandoning his habitunl passivity was
o become the participant. Representation ends here:
Action begins and it is in this that one finds the enor-
mous socinl force of manifestations of this kKind, They
sink deeper into the crowd of participants and spectators
the more because they have as a starting point not a
theatricalized fiction, but everyday reality, known (o
everyone, but embellished, sublimated. In the middle of
the Civil War the ideal of socialism was anticipated and
realized,

(M. Gourfinkel: Le théitre russe conlemporain,

Paris, 1931.)




Konsert for fabrikssirener
och angvisslor. C:a 1920

Angvisslesymfonien

Den forsta publika gudstjdnst som dessa “maskindyrka-
re" genomfdrde bestod av en oljudsorkester som inne-
holl en mangd motorer, lurbiner, sirener, dngvisslor och
liknanda larminstrumenl. Kérledaren stod pd en balu-
strad och "dirigerade" ovasendet med hjilp av eft kom-
plicerat signalsyslem. Nar oljudsouvertyren hade rasat
lange nog for att fullstdndigt bedéva Ahararna, bérjade
sjdlva passionsspelet. Naturligtvis fanns inga kulisser el-
ler ndgon scen, Det utfdrdes | den stora hallen, mitt
bland manniskomassan. Vilda gymnastiska dvningar wi-
firdes energiskl, med ryckiga rérelser. som var makani-

Conductor: Concert of Factory Sirens
and Steam Whistles, c. 1920,

The hooter symphony

The first public divine service of these "machine wor-
shippers” began with a noise orchestrn composed of
crowd of motors, turbines, sirens, hooters, and simila
instruments of din; the choir master stood on a balustrade
and "conducted” the din with the aid of o complicated
signalling apparatus. After the noise overture had raged
long enough 1o deafen the audience completely, the real
passion play began, OF course, it had no wings or stage
and was performed in the hall in the midst of the crowd.
Reckless gymnastics were zealously performed  with
choppy movements mechanized as far us possible, on all

serade | stbrsta mojliga utstrackning, pa alla molliga
sorters gymnastikredskap, under, inutl, mellan, framfor
och bredvid de alika maskinstrukiurerna

Medan oljudsorkastern | storl salt motsvarade den eko-
namiskl militanta r:.i_lrll'_l[ji_‘r'l inom Kommunismen, sam-
manfall “alektrifieringen och férbittrandel av en f5rald-
rad teknologl” med den musikaliska aleruppbyggnaden
och som ett yitersta resultat av dessa bada faktorer upp-
stod “"symionin 16r fabriksvissior'”. Den ursprungliga idén
till denna nya och verkligt originelia konstnarliga form,
som fortsdtiningsvis skulle lavoriseras vid alla stora kom-
munistiska festivaler, kan tillskrivas de tva outtrotiligt
revolutiondra poeterna Gastev och Majakovskil. De pa-
pakade att den proletdra musiken Inte langre borde vara
instingd | ett enda litet trangl rum, ulan atl ahorarna
skulle vara invanarna | eit helt distrikt. Fabriksvissian
var, enligt deras uppfatining, bast lampad att bli del nya
och dominerande orkesterinstrumentet, ty dess ton kun-
de horas av hela kvarter och paminna prolatariatet om
dess sanna hem, fabriken. Det drojde inte lange forran
de teoretiska diskussionema provades | prakilken; sa
tidigt som 1818 utlordes 16rsok med fabriksvissiesymio-
niar | Petersburg och senare | Nisnij-Novgorod. Men det
frsta framiBrandet | stor skala dgda rum | Baku den 7
november 15822, Hela Kaspiska Havsllottans mistlurar.
alla fabrikssiranar, tva artilleribatterier, ett Nlertal infan-
teriragamentan, an maskingevarsavdelning, riktiga hydro-
plan och slutligen ocksd korer, som bildades av alla
AskAdarna, ingick i denna forestilining. Festivalen upp-
ges ha gjort elt mycket starkl intryck; det ar knappast
dgnat att férvAna att denna “"musik” hordes langt utan-
{ar staden Bakus murar
(R. FUldp-Millar: The mind and face of Bolshevism. Lon-
don 1827.)

Konsert for fabrikssirener och angvissior
Dirigenten kan ses pa byggnadens tak, C:a 1920
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kinds of gymnustic apparatus, under, in, on, belween,
before, and beside the various machine structures.
While the noise orchesira roughly corresponded to
the period of economic militant communism, "electrifi-
cation™ and the “perfecting of archaic technology™ corres-
ponded to the reconstruction in music, and, as the
supreme result of these two factors, the "symphony for
factory whistles.” The basic idea of this new and really
original artistic form, which henceforward was used by
preference ot all great communist festivals, was doe (o the
untiring revolutionary poets, Gastev and Mavakovsky.
They pointed out that proletarian music should no longer
be confined 1o one narrow room, but that its audience
should be the population of a whole district. The factory
whistle was, in their opinion, best adapted to be the new
and predominant orchestril instrument, for its tone could
be heard by whole quarters and remind the proletariat
of its real home, the factory. It was not long before
theoretical discussions were pul into practice; as early as
1918 experiments with factory whistle symphonies of
this kind were tried in Petersburg and later in Nizhni-
Novgorod. But the first performance on a large scale took
place in Baku on 7th November 1922, The foghorns of
the whole Caspian Fleet, all the factory sirens, two batte-
ries of arlillery, several infantry regiments, a machine-
gun section, real hydroplanes, and finally choirs in which
all the spectators joined, took part in this performance.
[he festival is said to have been very impressive; it is
nol surprising that this "music” could be heard far
beyomd the walls of the town of Baku,
(R. Fillip-Miller; The mind and face of Bolshevism,
London, 1927.)

Concert of Factory Sirens, Conductor can be
seen on roof of the building, ¢. 1920,




Dekor av tag, byggnader etc.
Vi skall uppfinna nya rosor
P _ huvudstidder som &r rosor med gator som kronblad”
/ I!lnf:%fm (Majakovski])
: s Altmans dekor av Alexander-kolonnen &r ett av de tidigaste
fol et exemplen pa den nya ryska konsten | partiets och massor-
V| ) nas tjénst, Trots att bAde Malevich och Lisitskij hade gjort
[érslag till sddana dekorationer ger de flesta bilder som be-
varats prov pa en mer realistisk dekor. Kanalfiguren kunde
ha ritats av Majakovski] och | sadana manifestationer
som Kyrk/Tanken finns ett idéinnehall som tycks anknyta
till den sena konstruktivismen. Isoram-gruppen framstar
som ganska imponerande. Samtidigt maste man bekiaga att
sadana projekt som Meyerholds forslag till Khodinskaja-
féltet inte l&ngre var acceptabla, nér material &ntligen fanns
tillgéngligt.

L. Popova och A. Vesnin: Skiss till Massiest, L. Popova and A. Yesnin: desig
organiserad ayv Meyerhold, 1920 organised by Meyerhold,

Decor of trains, buildings etc.
"We will invent new roses
roses of capitals with petals of squares”
(Mayakovsky)

Altman’s decoration of the Alexander Column is one of the earliest
examples of the new Russian art in the service of the Party and the
masses. Though there were projects by Malevich and Lissitzky
for such decorations most records only show the more realist decor.
The Canal figure could easily have been designed by Mayakovsky
and there is a spirit in such manifestations as the Church / Tank
that seems to relate them to late Constructivism. Whilst the Isoram
group may be thought quite impressive, it seems regreftable that
when materials etc. were available, projects such as Meyerhold's
project for Khodinskaya Field were no longer accaptable.

I.-'_Jﬂ'- . | 3 e T8y
Agit-tag. 1919 Agit train, 1919,




Dekor pa tag, byggnader etc.

Agit-tagen
Y pa alia 1 portmedel yiti r pa molor-
agnar och batar bame g8 oCESA -_]!.-l1l

ra blider. L 1 M v, nér de gav
koraras

5ra ut den kom-
avidgsnaste delar. En
organisera

fexll-

mid mal

bandebalolk-

Konsinédrerna pa agit-tagen
! igen reste ocksd filmfol som lilmade, och
de stdder som be-

A

Agit-bat, 1918

Decoration of trains, buildings, etc.
Ihe agit trains

Ihe surfoces of all means of transport, the sides of
molor-wagons, railway carriages, and ships, were also
gaily painted with revolutionary pictures, The motive ol
the Government in expressly ordering the decoration of
all sorts of vehicles was that these were particularly
appropriate for carrving the communist o tation into the
remotest provinces of the Empire. A special commission
wis entrusted with the task of organizing this so-called
"th r rushing propaganda™ in the most efficient Wway,
and with supplying vans or steamers with pictures and
mottoes adapted to the mind of the rural population.
Later, propaganda trains were systematically sent through
the country, taking with them travelling theatres, ar
exhibitions, and reading rooms, for the purpose of spread-
ng communist culture, These propaganda trains and
ships, which bore punlings on every availuble spol, were

rded as the re pioneer work of Bolshevism in

Bukhara and Turkestan, in the Far East, on the Chinese

frontiers, and on the shores of the Arctic Sea,
(k. Fiilip-Miller: The mind and face of Bolshevism,

London, 1927.)

Apit-train artists

I'ravelling with the train were cinematograph operalors
taking films, and panters making sketches of the life of
each town visited. The films and sketches were exchanged
eople of the various districts
with esch other's mode of life,
{Jay Leyda: Kino, London, 1960.)

in order to ncquaint the

ihits; and dress




Agit-tag | aktion, 1919,

Agil train in action,

"Nya" monument
Tack vare de osadvanliga resurser som stod tll buds (or
alt utbreda den nya Kubo-futuristiska rérelsen fanns det
absolut inga granser [6r dess aktivitet. Den underlatia-
des ocksa av ait "destruktion™ var en av principermna |
det revolutionéra politiska programmeat, och den lat sig
mad litthal o i lill den allmani negativa och la-
natiska attityden vid denna tid. Man borjade med de
gamla monumentén och byggnadermna. Forst “{arstor-
das"” Alaxandar-kKolonnan framfér Vinterpalatset och dar-
efter fdljde en rad dvriga monument | Moskva, Peters-
burg occh andra provinssiader. Men lorstorelsen innabar
inte alltid att skulpturerna varkligen lgrintades eller bort-
{Grdes. Ofta upplordes stora ramverk av trd aller viv
mering dam, som ovarskrav det gamia monumeniets
njar med bagar, parallellogram och alla mojliga sorters
snedvinkliga fhigurar
A. Fildp-Miller: The mind and face of Bolshevism. Lon-
don 1827.)

M. Altman: Dekoration av Alexanderkolonnen,
Vinterpalatset pa 1-arsdagen av Oktoberrevolutionen

M. Lakov och G. Greenberg: Gatuutsmyckning.
Moskva. 1918.

"New™ monuments

Thanks to the extroordinary powers at the disposal of the
propagation of the new cubo-futurism, there was abso-
lutely no boundary or limit to its activity, all the more
because “destruction™ formed one of the principles of
the revolutionary political policy, and fitted without any
difficully into the universal fanaticism of negation. A start
wis made with the old monuments and buildings, First of
all the Alexander column in front of the Winter Palace
wias "destroyed™: this was soon followed |.‘-?| the rest of
the monuments in Moscow, Petersburg, and the varioos
provincial cities, This destruction did not, however, &l
ways Inke the form of demolition or removal of the
sculptures: frequently huge frameworks of wood or can-
vas were erected round them which crossed the lines of
the old monument with arcs, parallelograms, and all sorts
of oblique-angled figures.

(K. Fiilap-Miller: The mind and face of Bolshevism,
London, 1927.]

LR

n. Altman: Decoration of Alexander Column,
Winter Palace, 1st Anniversary of October.

M. Lakov and G. Greenberg: Street Decor, Moscow
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Figure floating on @ canal in Leningrad, c. 1932,
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Kyrka som férvandlats till tank. C:a 1930 Church converted into a tank, c. 1930,

Isoram-grupp under |. Brodskij

Isoram team under I, Brodsky:
Dekoration av Vinterpalatset. 1931

Drecoration of Winter Palace, 1931,




Novy Lef: Vertov och
faktografen

Manifest
Tio
| tio &r har vi gjort Oklober nu
| tio &r har Oktober gjort oss.
For tio &r sedan bdrjade de som nu utgor Karnan | Lel
att Agna sig At Oktober-arbatst,
Végledda av detta kom de som lingre fram acceplerade
Oktobar
Den speciella tyngd och tathet som uimaérkle Lef uttun
nades inte av del.
Tvartom — ty bara en manniska som halt och hallet
oryggligt och | grunden har accepterat den Sociala Ra-
volutionen kan organiskt ansluta sig till Led
Vi — eft syndikat av manniskor som koncentrarar 0ss pa
zaker
Vi kan skapa, dlskar att skapa och skapar, pa Oklobers
uppdrag, slagord, flygblad, montages, schlagers, skyltar
filmecentra, gatureklam, plakat, filmer, tidningsreporiage
publicitet, dikter, |5psediar, kupletter, tonsterskyltningar
dokumentarfilmer, paradmarscher, fotografier, vi tar upp
gamla pjaser och skriver nya, vi undervisar lalare
och det kemmer vi att forisatta med | framtiden. Revolu-
tionen har kavlat upp &rmarna och knadar den ekono-
miska dagen
Cktobers sadd véxer upp som fabriksskorsienar
Fabrikernas och traktorernas rytmiska dunkande haller
pé att aviosa hantverkels astmatiska hjartslag och trolta
hemarbetares tunga flamtanden
Manniskan sjalv haller pa att forandras, maste forandras
Revolutionen blandar vardagslivels deg med motorarnas
kalvar,
Men gamla vanor — tendenser till sléhet och ulsvavning-
ar, brak och skadegdrelse, skvaller och syssloloshet —
ar svara att bryta
Konsten med all sin hypnotism —
{Konst &r — en drém, en vision, konst &r omhet, konst ar
kérlek, konst &r fiykt fran vardagslivetl, konst r en mal-
tid, konst ar skonhet, konst ar kansla:)
— sjunger | Revolutionens Gra genom den astetiska Suk-
harjovka och vill locka den till sina fjadermadrasser
Ibland verkar det som om madrassarna skulle segra?
Twart och ohylsat kanske — men dnda utan att klaga,
utan att tveka, med &gon som ser klart och langt, upp-
finningsrika och upproriska ringer vi en ihallande larm-
signal.
Bort med fjddermadrasserna!l
Lat oss engagera jarnet!
Lat oss engagera jorden!
Lat oss engagera manniskornal
Detta ar en Jarnalder som skapas av JArnmanniskor.
Véara barmbarnsbarn kommer att rulla med magen upp
pa denna svulina jord
Var vag &r svarare dn en bergsstig
Tveka inte! Stanna intel Drick er inte berusade!
Vi, samvetsgranna, nykira arbetare och hantverkare, som
stoppat vax | Gronen {6r att inte héra sirénsangen, ropar
med en valdsamhet som ar outhdrdlig for omtaliga cron;
rrrrzzzezziii .

Tio &r Ar tio steg,
Spring uppfor trappornal Vassa téndernal Stall in era
hjértan! Skarp blicken!
Grymma Oktober dr en Krigare
Glada Oktober dr en byggmastare.
Sa fortsatter det. ..
(LUr Nowy Laf. 1928.)

Novy Lef: Vertov and the
Factograph
Manifesto
Fewni
For ten vears we have been muking October
For ten years October has been making us
Ten years ugo the central core of today's Lefl applied
itself 1o October's wark
Guiding themselves by it, those who later accepted Octo
ber, approached
The specific grovity and density of the Lef centre did nol
decrense from this
On the contrary for only 5 man, who has accepled
the Socinl Revolution, solely, incontrovertibly and funda
mentally, can organically become a member ol the Lef
movement
We are n syndicale of people who concentriate on
things.
We are capable of creating, love creating and pre crenl-
ing, at October's demand, slogans, leaflets, montages
popular songs, signs, cinema hoardings, street lights,
placards, [ilms, press reports, publicity, verses, kKiosk
pdvertisements, couplets for declamation, window dis
plays film documentaries, marches for processions, pho
tographs: we are pdopting old plavs and making new
ones; we are instructing orators. ... and we will go on
doing this in the foture. The Revolution, having rolled
up her sleeves, is kneading the day of economics
The sowing of October is sprouting up in factory chim
nEys.
The rhythmic throbbing of factories and tractors % over-
taking the sclerotic heartbeats of manual labour and the
gasps of tired home workers {men who take their work
homae)
Man himself s changing, must change.
The Revolution is mixing the dough of ordinary life with
the pumps of motors
But with difficulty old habits the attraction towards
sloth and debauchery, troublemaking and mischief, gossip
and idleness — are losi
Art in all its hypnotic aspects —
{Art is a — dream, art 15 a vision, art is tenderness, art
is sweelness, arl is escape from everyday things, an is
tuble, nrt is beauly, ant is sentiment)

is humming in the ear of the Revolution with aesthe-
tic Sukharvovka, enticing it onto its feather maliresses
Sometimes it seems as if the mattresses will overcome?
Then we and our friends rise up
Maybe roughly, maybe sharply but still without whin-
ing, without flabbiness, clearly, with far sightedness, in-
ventively, turhulentently; we ring an insistent alurm.
Away with the feather mattresses!
To the hire of iron!
' the hire of land!
To the hire of men!
It 15 an iron age that is made by iron people.
The greatgrandchildren will roll belly upwards on the
swollen earth.
Our way is harder than o mountain road.
Don't blink! Don't stop! Don't get drunk!
Accurate, sober workmen and craftsmen, having filled
our ears with wax, so as not {o hear the siren’s serenade,
we cry with an alarm that is unbearable for delicate ears:
IITIT ZZETZiil . . .

T'en yvears is ten steps,

Spring up your steps! Sharpen vour teeth! Regulate your
hearts! Sharpen your eyes!
Grnm October is a warrior.
Merry October is a builder,
It comtinues
(From MNovy Lef, 1928.)

Novy Lef: Vertov och faktografen
"Att estetiskt rehabilitera det enkla vardagslivet, eftersom

det var ett nytt liv."
(Abramov)

N&r Majakovskij ar 1927 blaste nytt liv i tidskriften Lef under
namnet Novy Lef dgnade den sig framfor allt at faktografen,
| Kamerabgat-filmerna hade Vertov redan anvént sig av
detta nya synsitt. "Mannen med filmkameran” betecknar
en hdjdpunkt | konstruktivisternas verksamhet. Materialet
kommer ur vardagslivet men i Vertovs regi och montage blir
det ett forvandiat liv. Den nya, dynamiska typ av liv som han
visade kan uppfattas som en fingervisning om vad Lef fran
borjan menade ndr de skrev om en "en konstnarlig kon-
struktion av livet”.

Novy Lef: Vertov and the Factograph o W
"to esthetically rehabilitate the simple everyday life, since it was

anew life.”
(Abramov)

When in 1927 Mayakovsky revived Lef magazine as Novy Lef,
it's new concern was the factograph. Vertov had already pioneered
this approach in his Kino-Eye films, in "Man with a movie m_mera’
he reached a culminating point in constructivist activity. While the
material is that of everyday life, Vertov’s editing and montaging
show such life transformed. The new dynamic fype of life he
showed may be taken as an indication of what Lef had originally
meant when writing of "an art-construction of life’.
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Omslag till Novy Lef,
nr. 3, 1927.
Uttért av Rodchenko.
Cover for Novy Lef,
no. 3. 1927.
Designer: Eodchenko.

Art destroyed by art
The people around the maghazine Lef talked much about
whnt seemed the sickness of their emolional responses.
As they talked they began to find themselves pushed to
wiage # new crusade. From the first they had been crus-
nders ngainst the forms and subject-matter of bourgeois
arl. Now they saw Art itself as the reflection of a pro-
found sickness of the spirt

The men of the new world misst be set free from An's

sickly thralldom, If they were not liberated, Art would

lead them away from reality and cause them to wallow
in the ideal world of art, Art must be destroyed, then
men could grow in healthy realism. Buf how was Art,
the immemorial accompaniment of man’s journey up the
piral of evolution, to be stamped out? A stark and
devastating creative landscape opened out before them .
They must destriy Art by the weapon of Art itself. They
must create works so violent, so permeated with reality,
that the spectator, secing their works, would tire of Anrt
ind prefer the drama of reality itself

iM. Seton: Sergei M. Eisenstein, New York, 1960,)
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Braderna Stenberg;
Affisch till "Mannen med
filmkameran™. 1929

stenberg Brothers:
Poster for "Muan with a
Maovie Camera”, 1929,

KOYDMOH B

Rodchanko;: Aflisch till Vertovs
Kameradgat”-lilmar. C:a 1924

Principerna for "Kameradgat"

‘Kameradgal” dr en seger Gver liden. Del ar en blixl
sam belyser fenomen, skilda Irdn varandra | tiden. "Ka-
maracgatl” koncentrarar och loser upp tiden. Det ger en
majlighet att obsarvera livsprocesserna | hell godtycklig
tidsioljd, | frivilligt vald rytm och med sadan hastighet
att det manskliga dgat fdrmar folja dem

"Kamaradgat” anvinder alla de nya teknikerna [or
ultra-rapid-atergivning av rirelsen, mikro-filmning, bak-
|Bnges-filmning, mullipel-exponering etc. Detl betrakiar
inte detta som filmtricks eller specialefiekier utan som
en normal teknik som bér anvindas i storsta majliga ut-
strackning.

Kameradgat” kan ulnyltja montagels alla resurser
Det kan samitldigt beskriva fenomen fran vitt skilda trak-
ter pa jordklolet, | kronologisk eller slumpmassig ord-
ning, efter behag. Om det behdvs, kan det krénka alla
regler och lagar som galler for uppbyggandet av “film-
objektat'.

“Kameratgat” placerar sig mitt | livels skenbara Kaos
och farsoker | livet sjalvt finna svaret pa de fragor det
stiller: att bland en méngd méjligheter hilta det riktiga
och nodvindiga faktum som fordras for att |Gsa det |
férvag stallda problemet

&1

Rodchenko: Poster for Vertov's
“Kino-Eye™ films, c. 1924,

Principles of "Kino-Eye”

"Kino-Eye" is a victory over time. Tt is a flash of ligh,
illuminating phenomena separated from each other by
time. "Kino-Eye” compresses time and distoris it. "Kino-
Eve" mukes it possible to observe the processes of life in
any quite arbitrary onder, according to any rhythm chosen
at random, and at & speed which will enable the human
eve to follow these processes with edase.

*Kino-Eve”™ makes use of all the new techniques for
high-speed representation of movement, micro-cinemato-
graphy, reversed movement, multiple exposures etc.
*Kino-Eve” does not regard these as mere tricks or spe-
cial effects but as a normal technigue which should be
used as widely as possible.

"Kino-Eye” employs all the resources of montage de-
scribing simultaneously phenomena from opposite poles
of the universe, in an order which may be chronological
or not at will, violating, if necessary, the conventions and
precedents for the construction of a "Kino-obpect™

"Kino-Eye" flinging itself into the heart of the appa
rent disorder of life, strives to find in life itself the
answers to the gquestions it asks: (o find amongst a mass
of possibilities the correct, the necessary fact to solve the
theme.




Omslag till Nya Lef, nr 11, 1828, Forestédller Mikhail
Kaufman, kameraman {&r "Mannen med filmkameran

"Kameradgat™ ar:

montage, nér jag forelagger mig sjalv et tema — (ett
av tusen mojliga);

montage, ndr jag strangt och faljdriktigt utvecklar det-
ta tema (gor det enda lampliga valet bland tusentals
obsarvationer);

montage, nar jag bestammer | vilken ordning det fil-
made materialet skall presenteras (bland tusentals majli-
ga kombinationer valjer det som verkar ldmpligast, som
antingen stdmmer med filmmaterialets natur eller med
det alagda temats krav).

Den skola soem kallas “'Kameradgat” fordrar att fil-
mens uppbyggnad skall grundas pa rérelse-"intervaller"
mellan olika plan, pA en riktig inbdrdes proportion mel-
lan dessa Intervaller och pa en uttrycksfull Gvergang
fran ett synintryck till det f6ljande.

.. Att | detta kaos av dmsesidiga reakilioner, den at-
traktiva eller repulsiva kraft som utgér frén bilderna, hit-
ta den fér ogat mest gynnsamma vagen; atl skdra ned
dessa otaliga rorelseintervaller mellan en bild och nasta
till en enkal bildekvation, en visuell formal som pa bésta
sdll uttrycker filmens huvudiema: sidana ér de vikilga
och svara uppgifter som aligger bildkompositéren
(Dziga Vertov: Confeérences sur le Ciné-CEil. 1929,

Lr A. Abramov: Dziga Vertov. Paris 1965.)

Cover for Novy Lef, n . 1928, Shows Mikhail
Eaufman, cameraman for "Man with & Movie Camera®

"Kino-Eye” is:
moniage when 1 set myself
from thousands);

theme (one chosen

moniage, when 1 take care Lo guard against irrelevan-
cies in developing the theme. (To make the only appropri-
ate choice from thousands of observations);

montage, when 1 decide upon the order in which the
filmed material will be presented (1o chose from nmongst
thousands of possible combinations, the one that seems
most appropriate, beanng in mind the nature of the
filmed material itself or the demands of the chosen
theme)

The "Kino-Eve" school demands that the construction
of the film should be based on the "intervals” of move-
ment beiween different planes, on the correct relationship
of these intervals to each other and on the movement
from One wvisual |I1t|}||_'\.-i_||||_ ta anolher. o find the
best route for the eye of the spectator to penetrate the
chitos of the mutual reactions, attractions, repulsions of
images on ench other: to reduce these innumerable “in
tervals™ (intervals of movement between one image and
another) to one H.ill!ur\lc equiation, o one -,|'||:|_'|:;|\;|,|I.|r for
mula which presents, in the best possible way, the essenl-
1l theme of the film: These are tasks which the director
must fulfil
(Dziga Vertov; Conférences sur le Ciné-CEil, 1929,
from MN. P. Abramov: Dziga Vertov, Paris, 1965.)

Mannan med filmkameran’
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Stillbild frén '"Mannen med filmkameran™.

1929
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1929,

Still from "Man with a Movie Camera™, 1929,
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Still from "Man

with & Movie Camera”, 1929,
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Mannen med filmkameran

Vad jag minns ay "Mannen med filmkameran™ ar inte sar-
skilt trerlitligt eftersom jag Inte har selt om den sedan
den gangen | Mew York 1930. da den rdkade bll den
forsta sovjetryska film jag sag. Det var en sadan Gver-
vildigande uppl lse, att det lordrades ytterligare eft
par treé andra ryska fiimer med "normal’ intrig for att
dvertyga mig om att alla ryska filmer inte hade kompo-
narats med sa invecklade pyrolekniska flimmeloder
Man mé forlata mig alt jag inte Kunde formulera nagon
sirskilt klar kritik, nar jag raglade ut fran Eighth Street
Playhouse — jag var till och med alltfor dvervaldigad for
att orka se den en géng til, Syftet med liimen var tydli-
gen att demonstrera filmkamerans formaga att aterge —
i hela dess vidd och med all dess precision. Men Vertov
och hans kameraman och kollega, Mikhall Kaufman
nijde sig inte med en enkel vokabuldr av det siag som
den traditionefla filmen presterade; kameramannen blev
gn herolsk deltagare | de akluella handelserna | Soviet
Han och hans meatoder behandiades av Vartov | en fly-
tande montagestil, som bildade stora sexvensmonsier;
sjalva strukturen liknar "Kameradgals® med en mangd
tema” som avidser varandra — publiken, arbelsdagen,
giftermal-barnafodande-dod, vila — alla med elt virvian-
de, galopperande klimax, Men det ligger en virld mellan
detl sitt, pa vilket de bada filmaerna utfordes, trots att
mindre &n fem A&r skiljer dem at | "Kameratgal” ar ka-
marans |akitagelse snabb, averraskande men a!drlg ex-
centrisk. Faremal och héndelser "togs'’'., men Inté sa
mycket for sjalva "tagandets” skull som for att man
skulle kunna studera dem pa ndra hall. | "Mannen med
filmkameran” finns alla filmtricks som kan utforas av en
kameraman, forsedd med en Debrie eller an handkamea-
ra, och av en lilmklippare som &ger en Vertovs eller en
Svilovas djarvhel — allt finns representeralt | denna
braddiylida film som utanior Sovjet uppmarksammats
fér vad den verkligen ar, en avantgarde-film, trots att
den producerals av VUFKLU, ett statligt f6retag

(Jay Leyda: Kino. London. 1960.) -

Stillbilder fran filmen “Mannen med filmkamearan’, 1929

Stills from the movie "Man with o Movie Camern”, 1929,
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Man with a Movie Camera

My memory of the"The Man with the Movie Camera” is
not reliable; 1 have not seen it since it hiappened (o be,
in New York in 1930, the first Soviet film [ saw, It was
such a dazzling experience that it took two or three other
Soviel films with normal ‘stories” to convince me that all
soviel films were not compounded of such intricate ca-
mera pyrotechnics. But 1 hope to be forgiven for not
bringing away any very clear critical idea as 1 reeled out
of the Eighth Streel Playvhouse — 1 wis even oo stunned
to sit throogh it again, The apparent purpose of the film
was to show. the breadth and precision of the camera's
recording ability. But Vertov and his cameraman-brother,
Mikhail Kaufman, were not content to show any simple
vocabulary of film-practice; the cameraman is made an
heroic participant in the currents of Soviet life. He and
his methods are treated by Vertov in his most fluid mon-
tage style, establishing large patterns of sequences: the
structure resembles that of "Kino-Eyve”, with a succession
of ‘themes’ — the pudience, the working day, marriage-
birth-death, recreation — each with a whirling, galloping
climax, but the execution of the two films, separated by
less than five wyears, are worlds aparl. The cameri
observation in "Kino-Eve™ was alért, surprising, but never
eccentric. Things and actions were 'caught’, but less
for the catching’s sake than for the close observation of
the things themselves. In "The Man with the Movie Ca-
mera” all the stunts that can be performed by i camera-
man armed with Debrie or hand-camera, and by a film-
cutter armed with the boldness of Vertov and Svilova —
ull can be found in this full-to-bursting film, recognized
abroad for what it really is, an avant-garde film, though
produced by VUFKLU, 4 state trust.

{Jay Leyda: Kino, London, 1960.)




El Lisitskij: Fran suprematism
till konstruktivism

Den nya suprematistiska planeten

for sju ar sedan héjde suprematismen sin svarta kva-
drat men ingen fick syn pa den ty pa den tiden hade ett
leleskop for denna nya planal annu inte upplunnits
rorelsens enorma styrka hade emellertid till foljd att en
rad konstnérer drogs till den och att langt fler paverka-
des av den, man varken de forra eller senare hade Ull-
rackligt inre substans 1or att hallas kvar av dess drag-
ningskraft och foarmulera ett komplett varldssystem utl-
fran denna nya rorelse. de lorlorade tagetl och stériade
som meteoriter ut | intet och slocknade i dess kaos
men den andra och myckel battre fasan foljar nu och
planeten kommer snart att vara helt upptackt

de av oss om har tagit steget utanfér bildens granser
ma gripa linjal och passare — enligt ekonomins fore-
skrifter — | handerna. ty malarpenselns notta spets Gver-
ensstdmmer inte med var uppfattning om klarhet och
om det blir nodvandigt skall vi aven ta maskiner | vara
hé@nder ty nar vi ger uttryck &l var skepande férméiga
dr pensel och linjal och passare och maskin bara f6r-
langningar av fingret som pekar ut vagen

denna vag mot framtiden har ingenting gemensamt
varken med matematik eller vetenskapliga studier eller
med haniorda utbrott infér sclnedgangar och méansken
— gllar med motivels allmanna farfall och dess pesthar-
jade individualistiska aura — snarare ar det en viég som
leder frdn skapande intuition till en &kning av livame-
delsproduktionen och for den behovs varken pensel aller
passare eller maskiner,
(El Lisitski]: Suprematismen | varldskonstruktionen,. 1920.)

El Lissitzky: From Suprematism
4 . %

to lr. onstructivism
New Supremuatist planel

seven years ago suprematism rased aloft iis  black
square but no one sighted it for at that time o lelescope
for this new planet had not yel been invented. the mighty
force of s movement however capsed o succession ol
nriists to focus on it and many more were influenced by
it. vet neither the former nor the latter possessed suffi
cient inner substance to be held fost by ils altractive
power and to formulate o complete world system {rom
the new movement, they loosed their -hold and plunged
like meteorites into irrelevancy extinguishing themselves
in its chaos, but the second much-improved phase is
already following ond the planet will soon stand Tully
revenled

those of us who have stepped out bevond the confines
of the picture tnke ruler and compasses following the
precept of ecconomy in our hands. for the frayed point
of the paintbrush 5 al varance with our concept of
clarity and if necessary we shall tnke machines in our
hands os well because in expressing our creative ability
paintbrush and ruler and compasses and machine e
only extensions of the finger which points the wuy

this path into the future has nothing in common either
with mathematics amd scientific studies or with 1 plures
over sunset and moonlight or indeed with the decline
of the subject with its plagoe-rnidden aura of individual
15Mm rather is it the path leading from creative intui-
tion o the increased growth of foodstuffs for which
neither paintbrush nor ruler neither composses  nos
machine were required

(El Lissitzky: Suprematism in World construction, 1920.)

El Lisitskij: Proun 1 A, Bro 1. 1919
Coll, Estorick, Loendon
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El Lissitzky: Proun 1A, Bridge 1, 1919,
Coll. Estorick, London.

El Lisitski]
"Varje verk jag utférde var en inbjudan... en uppmaning
till vara kénslor att f6lja den allménna linjen | skapandet av
ett klasslost samhdlle.”

(El Lisitski])

El Lisitski] kan ses som en sammanfattning av utvecklingen
inom konstruktivismen och speglar ocksa epokens sociala
struktur. Fran propaganda évergar han till ett vilt lovsjung-
ande av den nya regimen ("Socialismen &r lika med Sovje-
terna plus elektrifieringen,” sade Lenin). Under det sena
tjugotalet gjorde han nyktrare verk men de var fortfarande
mycket dynamiska. De arbeten han utfdrde efter 1933 och
som inte finns med hér speglar i sin brist pa fantasi en
verklighet som kunde kvéva den mest visiondra ménniska.

El Lissitzky
"Every piece of work I did was an invitation.... to urge our
feelings to follow the general line of forming a classless society.”
(El Lissitzky)
In El Lissitzky we can see a summary of Constructivism’s develop-
ment, mirroring the social structure of the time. He moves from
propaganda to a wildly Utopian celebration of the new regime
(*Socialism equals Soviets plus electrification,’ said Lenin). Then
come the more sober works of the late twenties, still huweves very
dynamic, His work after 1933, not shown here, mﬂectaf in it'’s
lack of imagination a reality that could stifle the most visionary
man.




El Lisitskijs verkstad, Unovis: Talartribun, 1924

El Lissitzky Studio: Unovis: Speaker’s Tribune, 1924




Det revolutiondra "Objekt"

"Objek!” skall ga i braschen fér konstruktiv konst, vars
uppgift, nar allt kommer omkring, inte &r att f&rskdna li-
val utlan alt organisera det.

Vi har kallat var tidskrift "Objekt", darfor att for oss
ar konst ingenting annat &n skapandet av nya "objeki".
Dértér kommer vi att efterstréva realism, vikt, volym.,
jord. Men man skall fardenskull inte tro, att vi med ob-
jekt menar nyttiga {Gremal

Maturligtvis anser vi att 1oremal som framstilits fab-
rikerna — flygplan, kanske, eller bilar — ocksd &r pro-
dukter av sann konst; men vivill inte se den konstnéarliga
skapariégrmagan begransad tlll enbart nyitiga ting. Varje
verk, som har en medvetet uppbyggd form — antingen
det &r el hus, en dikl, en malning &r ett praktiskt “ob-
jekt", som Inte har till uppagift att fjarma manniskor frén
livet, utan tvartom, &r agnat att inspirera dem att delta
I dess organiserande. Vi har salunda ingenting gemen-
samt med de poeter som i sina dikter tillkannager att
de inte skall skriva fler dikter eller malare som anvan-
dar sina tavlor som medel att annonsera silt avstdnds-
tagande fran maleriet. En grundlaggande nyttighetsprin-
cip ligger fjarran fran vara idéer. "Objekt” betraktar poe-
si, skulptur, drama, som vasentliga "objekt
(El Lisitskij: Blockaden mot Ryssland lider mot sitt slul,
Vet nr. 1. 1922)

El Lisitskij: Den nya manniskan. Skiss ur operan
"Seger dver solen’. 1923,
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The revolutionary "Object™
"Object™ will champion constroctive art, whose mission is
not, after all, to embellish life but to organize it

We have named our penodical “Object”, because o us
art means nothing other than the credtion of new ‘ob-
jects’, Therefore we are dedicated (o pressing for realism,
for weight, for volume, for earth. However, one should
nod think for that resson that by objects we mean
explicitly uvseful objecis

MNaturally it is our opinion that useful objects pro-
duced in the factories acroplunes, perhips, or aulo-
mabiles are also the products of troe art; but we do
not wish 1o see arlistic creation restricted 10 these useful
objects alone, Every organized piece of work whether
it be n house, a1 poem, a painting — is o practical
‘object’, not intended 1o estrange people from life, but on
the contrary o call upon them to tuke part in ils orgs
nization. Thus we have nothing in common with those
piets who announce m verse that they will notl write any
Mare verse, or painters who use the picture &as o means
of publicizing their renunciation of painting, Basic
utilitarianism is far from our thoughts. "Object” regards
poetry, plastic form, drama, as essential "objects’
(El Lissitzky: The blockade of Russin moves townrds s
end, Yesch, No. 1. 1921.)

El Lissitzky: The New Man, figure from the opern
"Wiclory over the Sun", 1923,
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El Lisitski|: Fyra sidor ur Majakovskijs
1823,

"Att lasa hogt”

El Lissitzky: Four pages from Mavakovsky's
"For reading out loud", 1923,

Elekiro-bibliotekel
Under revolutionsperioden ackumulerades en latent
enargl hos den unga konsindrsgenerationen som egent-
ligen bara vAntade paA det stora uppdrage! fran folket
for att frigoras och utvecklas. Det &r de stora massormna
da halvlitterata massorna, som har blivit publiken. Re-
volutionan | vart land genomidrde en enorm upplosiran-
de och propagandaspridande uppgift. Den traditionella
boken reévs sonder | separata blad, férstorades hundra-
falt, fargsaties 16r att vinna | intensitet och férdes ut pa
gatorna i form av affischer. | motsats till den amerikans-
ka alfischen, som skapas 16r manniskor som kastar ett
flyktigt 6ga pa den medan de susar {6rbi | sin bll, var
vira alfischer avsedda for manniskor som skulle sta helt
nAra inpaé dem och |asa dem och laita vad som slod pa
dem. Om ett antal alfischer skulle reproduceras | dag,
| ett beh@ndigl bokformal, arrangeras enligt sina olika
tema och bindas in skulle resultatet bli en yiterst origl-
nell bok

Filmen och dan lllustrerade veckolidskriften har seg-
ral. Vi glads &t de nya media som leknologin har stalit
il vart férfogande, Tack vare att vi har en direktkontakl
med vrldsomspinnande handelser, att vi kan lolja den
sociala utvecklingens framsteg, att vara synnerver hela
tiden skarps, att vl beharskar de plastiska materialen,
konstruktionen av ylan ach rummet, med den siyrka som
haller var upplinningsfarmaga pa kokpunkten — med
alla dessa tiligangar vet vi att wi Yl slul skall lyckas
gora boken Annu elfektivare som konstverk
(El Lisitskij: "Var bok”. Ur Guienberg Jahrbuch 1826/27)

ABBrAMCIUKAMH .
MPCTYSLUXbIWIWbIA

El Lisitski]:

Tre sidor ur en barnbok:
"Addition; Sublraktion;

Multiplikation; Division"
1928

El Lissitzky: Three pages

from a childrens book

"Addition; Subtraction:

Multiplication; Division”, AIC:AIE HINIE
1928,

The eleciro library
During the period of the Revolution a lateni energy
accumulated in our young generation of arlists, which
merely awnited the great mandate from the people for it
to be released and deployed. It is the great masses, the
dsemi-literate masses, who have become the audience. The
Revolution in our country sccomplished an enormous
educational and propagandistic task. The traditional book
wis torn into separate pages, enlarged @ hundred-fold,
coloured for greater intensity, @nd brought into the street
as a poster, By contrast with the American poster, creat-
ed for people who will catch a4 momentary glimpse whilst
speeding past in their aufomobile, ours was meant for
people who would stand guite close and read it over
and make sense oul of it If loday a number of posiers
were fo be reproduced in the size of a manageable book,
then arranged according to theme and bound, the resolt
could be the most original book

The cinema and the illustrated weekly magazing have
iriumphed. We rejoice ot the new media which techno-
logy hias placed at our disposal., We know that being in
close contaet with worldwide events and Keeping pace
with the progress of social development, that with the
perpetual sharpening of our optic nerve, with the mastery
of plastic materinl, with construction of the plane and
its spuce, with the force which keeps inventiveness at
boiling-point, with all these new assets, we know that
finally we shull give a new effectiveness to the book as
o work of art
(Bl Lissitzky: "Qur book', Gutenberg Jahrbuch, 1926/7)
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El Lisitskij: Entré till Sovjetpaviljongen
Internationella hygienutstaliningen. Dresden 1930
El Lissitzky: Entrance to Soviet Pavillion,
Imternational Hygiene Exhibition, Dresden, 1930

Maskininspirerad arkitektur

For att samla de nya krafterna bildades De Mya Arki-
tekternas Forening (Asnova) | Moskva sommaren 1923
Den forsta paragrafen | dess stadgar 16d:

“Asnova forenar arkitekter-rationalister och de arbeta-
re som samarbetar med dem inom arkitekturen och dat
axparimentella byggandets olika 1all, i syfte att hoja ar-
kitekturen som konstform till samma niva, dir dagens
teknologi och vetenskap befinner sig.”

Grundarna ar chefarna vid den nya arkitekturiakulte-
ten och nagra fa betydande ingenjdrer. Kontakt har cck-
s tagits med nagra moderna utldndska arkitekter. EQt
antal projekt haller pa att fullbordas, som héntar sig till
de speciella férhallanden som rdder | Ryssland; de ér
avsedda for en propagandautstélining | de olika provin-
sarna. Avsikten dr ocksd att visa dem utomlands

Konsthantverket, som del nya ryska maleriet férde upp
till en sa hég niva, &r nu en arkitekturens angeldgenhet.
Men att upptacka denna moderna anda bara | det som
"saknar ornament och profiler” vore alltfér ynkligt. Och
att gjuta allt | betong &r farligl. Det var p& s& satt Rodin
forde skulpturen pa villovagar, ty vad som helst kan gju-
tas | brons. V| tanker inte | nagot slags spel-termer med
byggblock utan vi sysslar med alt bygga Idéer och rums-
uppfattning. De krafter som frigjordes | den franska re-
volutionen — under Mapoleons era, fér knappt hundra
ar sedan — sokte man ocksa utkristallizera | arkitektu-
ren. De flesta av den tidens uppslag stannade — som nu
i Ryssland — pa papperet och dirfor kinner vi till dem
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El Lissitskij: Madell fill Mayarholds teater. 1929

El Lissitzky: Model for Meyerhold's Theatre, 1929

Mechanomanic archifeciure

In order to concentrate the new forces, an Association
of Mew Architects (Asnova) was formed in Moscow in
the summer of 1923, The first paragraph of their articles
reqds:

"Asnova unites architects-rationalists and the workers
affilinted 1o them in all fields of architecture and experi-
mental building, ta raise architecture ds an art to o level
corresponding (o the present-day position of technology
and science.”

The founders are the direclors of the new faculty of
architecture and a few noteworthy engineers. Contact has
nlso  been established with some modern  archilects
abrond, A series of designs are being completed which
relate to the specific circumstances in Russin: these are
destined for a propaganda exhibition in the provinces, It
is also the intention to exhibit them abroad,

Craftsmanship, that which the new culture of painting
in Russia brought to such a high level, is now one of the
objects of architecture, To see the modern spirit only in
that which. is 'withoult omament and profile’ would be
too. miserable. And to cast everything in concrete is
dangerous, It was thus that Rodin led sculpture astray,
because anyihing can be cast in bronze. We are not
thinking in terms of a game with building-blocks, but in
terms of building ideas and space concepts. The encrgies
released after the French Revolution — in the Napoleonic
era, barely a hundred vears ago also tried to crystallize
in architecture, Most ideas then, as in Russin now, re-

El Lisitski] och Mart Stam: Skiss till Molnhangare, 1924

som "problem”. T.ex. minnesstoden dver Newton: den ar
ocksd helt utan ornament och profiler, bara ett kolossalt
halvklot. Eller Ledouxs arbeten. Men hér uppe | norr
blir dessa "problem” verklighel: Amiralitetet (Zakharov),
Borsen (Thomon) | Petersburg. | dag kallar konstens
Visa Man dessa verk for storhetsvansinne. De har ratt
Allting som existerar ovanfor genomsnittet &r onormalt,
vansinnigt. Jag har att den dom som utfdrdas Gver vad
som gors | Ryssland nu later: teknikvansinne. I‘u'len_ —
talamod bara. Vi stAr mitt uppe | arbetet och ar lyckliga
aver att fullborda det just for var tid

(El Lisitskij: Arkitektur i USSR. Ur Das Kunstblatt 1925.)

El Lissitzky and Mart Stam: Cloud Hanger project, 1924,

mained on paper, which 15 why they are known s
‘problems’. Take the memorial 1o MNewion: it is also
without ormament and profile; just a colossal hemisphere:
or the works of Ledoux. But up in the Morth these
‘problems’ become realities: The Admiralty (Zakharov),
the Stock Exchange (Thomon) in Petersburg, Today the
Wise Men of art call this work megalomania, They are
right. Everything which exists above the average is 1
mania. I hear that the verdict passed on Russian work is:
mechanomania, But hove patience. We are just in the
middle of the work and are happy to be accomplishing
it specifically for the present time.

(El Lissitzky: Architecture in the USSR, from Das Kunst-
blatt, 1925.)




Letatlin

Lufteykeln: teknologins motstycke
(Ur en interviu med Tatlin av K. Zelinskij:)
— Tala om f6r mig vad det héar &r: att konstverk eller en
teknisk produkt?
— | vilken mening?
— Jo, jag skulle garna vilja veta, hur jag skall uppfatia
er fagel eller luficykel: som en demonstration av vackra
lormer eller om man verkligen kan flyga med den som
med ett glidflygplan. Frdn en backe till exempel, allar
fran ett hégt torn eller upp mot vinden?
— Jag vill inte, att man ska uppfatta denna sak enbart
utilistiskt. Jag har utfort den som konstnér. Se pa de
béjda vingarna: Vi anser dem estetiskt fullindade. Ger
“Letatlin® kanske inte Intryck av estetisk fullandning?
Som en svivande més? Eller hur? Men masen kan halia
5ig svavande efter en angbat | dagar, buren av lufistrom-
marna. Jag raknar med att min apparat kan halla en
ménniska | luften. Jag har lagit hansyn till den matama-
tiska sidan, materialets motstind. vingarnas yta. Men vi
maste |ara oss alt flyga med den | luften, liksom vi lér
053 att simma | vattnet, cykla 0. 8. v

Enligt vilken princip flyger apparaten?
— Som ett glidflygplan. Men min vinge kan astadkomma
tre slags rdrelser, liksom en fdgel, férutom stjértens.
Dessutom kan vingarna gdra sma slag. Man kan "vag-
ga™ =ig s|alv i luften. Manniskan ligger | mitten p4 ma-
gen, hander och fotter sticker man in | remmarna och
gar upp mot vinden
— Hur kom ni pa den hér idén?
— Den &r tusen &r gammal, frdn Ikaros' tid, Jag utgick
fran en organisk form. Jag iakitog unga tranor, hur de
lar sig flyga. Jag kopte nagra tranor och gick | ldra
hos dem. Tranungarna &r lika hjélplésa Infér vinden
som vi manniskor. Jag vill fér évrigt aterge ménniskan
kéinslan av att flyga. Den har aeroplanets maskinflyg-
ning berdvat oss. Vi Kénner inte var kropps rorelse | luf-
ten
— Vilken praktisk betydelse har er apparal?
— Samma som ett glidiiygplan. Har proletariatet ingen
anvandning fér glidflyaplan? Det &r annu f6r tidigt att
tala om den kemmande luftcyklismen, nér sjdlva appa-
raten annu inte har utprovats. Mu till varen ger vi oss ut
i talt och sA satter vl igang och provar i backarna. Men
dessutom vill jag gérmna understryka sakens estetiska
sida. Mu gar konsten ut | tekniken
(Ur Viadimir Tatlin, Utstaliningskalalog. Moderna Muszet.
Stockholm 1968)

Letatlin
Ihe air-bicycle: counterpart to technology
(From an interview with Tatlin by K. Zelinsky:)

lell me what this is: o work of art or a technologicl
prodluct?

In whit sense?

I would very much like to know how 1 should under
stand your bird or air bicycle: a8 a demonstration of
attractive forms or whether one really can fly with it,
os with a glider. From a hill, for instance, or from a high
tower, or up against the wind?

I don’t want people to take this thing purely as
something utilitarian. I have made it 68 an artist. Look
at the bent wings. We believe them to be aesthetically
perfect. Or don't you think "Letatlin™ gives an impression
of nesthetic perfection? Like n hovering sea-pull? Don'l
your think? But the sea-gull can keep hovering behind
steamer for days, borne by the air currents. I count on
my apparatus being able 10 keep o person in the air. |
have taken into account the mathematical side, the re
sistance of the material, the surface of the wings. We

have 1o learn to fly with it in the air, just as we learn

o swim in the water, ride u bicycle and so on
— By what principle does the apparatus fly?

— Like a glider, But my wing can produce three sorts ol
movement, like a bird, apart from the tmil. Also, the
wings can produoce small beats. You can "rock™ yoursell
in the air, The man lies in the middle on his stomach,
you put your hands and feet in the straps and go up
against the wind .

— How did yvou come upon this idea?

I's n thousand years old, from the time of learus. |
stirted from an organic form. [ observed young cranes,
how they leamn to fly. 1 bought some cranes, and went to
school with them. Young cranes are just as helpless
against the wind a5 we human beings. I want, also, to
give back to man the feeling of flight. This we have been
robbed of by the mechanical flight of the acroplane. We
cannot feel the movement of our body in the air
— What practical importance does your apparntus have?

Ihe same o5 o glider. Has the proletarial no use for
n glider? It is still too early to talk about future air
bicycling, when the nctunl apparstus hag still not been
tested, Mow, in the spring, we are poing oul with tents
and we're poing to start trying it out on slopes. But
also, 1 really want to emphasize the sesthetic side of the
thing. Now aort is going out into technology
{From Wladimir Tatlin. Exhibition catalopue, Moderna
Museet, Stockholm, 1968.)

Latatlin, 1831

[

Letatlin. Rekonstruktion av Roger Fulcher
(Modell (6r en femaring.)

1869,

Letatling, 1931

Letatlin, reconstruction by Roger Fulcher, 1969,
{Model for a Tive vear old child)




Malevichs déd

Malevich pa it de parade i sitt hem. Leningrad 19335,

Suprematismens triumf

Malevich hade | december 1934 givit sin l&rjunge och
van Mikola] Sujetin anvisningar om sin begravning. Ma-
levich lag forst pa it de parade | hemmet, omgiven av
sina arbelen frdn de sista dren. Déirefter fordes kistan
till konstndrsorganisationernas hus | harnet av Ulitza
Gertsena. Sujelin hade utfort kistan, som var vit med en
kvadrat om en cirkel | svart och grént. En tredje figur,
ett kors, var uteldmnat. Over Kistan hdngdes den svarta
kvadraten, dessutom hangde | rummet en tidig malning
och nagra portratt fran de sista Aren. Sujetin hade gjort
en minnespelare, som tycks vara densamma som Male-
vich hade pabbrjat | slutet av 1927, Den kréntes nu med
en kub, Sujetin hade ocksa gjort en avgjutning av Ma-
levichs ansikte och hander. Skalden Charms hade skri-
vit en dikt som lastes vid en minnesstund, Sujetin, ma-
laren Katurkin, skulptéren Ellenen, Kljun och kritikern
Isakow (frén vénster till higer) bildade hedersvakl. Kis-
tan fordes sedan ledsagad av ett stort {6lje, pa en op-
pen lastbll med en svart kvadrat fastsatt pa kylaren, Lill
stationen och dérifrin med tag till Moskva. Enligt upp-
gift skall det faktum att stora manniskomassor samlades
till Malevichs liktdg ha kommit myndigheterna att for-
bjuda alla icka heit konventionella begravningsformer.
Det hade varit pa tal att Malevich skulle begravas pa
Movodevitjij-kiostrets kyrkogard, déar en ldng rad stora
konstnérer och forfatlare &r begravda. Men enligt egen
onskan gravsattes han vid byn Borvicha, inte l&ngt frén
Nemchinovka | det landskap som han =& ofta malat. P4
graven placerades en cemenikub, p& vilken malades en
réd kvadrat.

(Ur Den inre ach den yttre rymden. Utstdliningskatalog
Moderna Museet, Stockholm. 1963.)

Malevich’s death

Malevich Iving in state in his home. Leningrnd, 1935,

Trivmph of Suprematism

In December 1934 Malevich had given his pupil and
friend MNikolay Svetin instructions about his funeral cere-
mony. Malevich was first of all laid in state in his
home, surrounded by the works of his last vears. Lates
the coffin was taken to the building of the artist’s orga-
nmization at the comer of: Ulitsa Gertsena. Suetin had
made the coffin, which wis white with a square above a
circle, respectively black and green. A third figure, a
cross, was omitted. On the wall over the coffin hung
the black sqoare; also in the room was an early pamting
and a few portrais from his last years. Suetin had made
a memorial pillar which seems to be the same as one
Malevich had begun towards the end of 1927, It was now
completed by a cube on top. Suetin had also tnken o
cast of Malevichs face and hands. The poetl Charms had
wrilten & poem that was read at a memorial meeting.
Svetin, the painter Katurkin, the sculptor Ellonen, Kliun
and the critic Isakov (from left to right) formed the
‘puard of honour'. The coffin accompanied by many
attendants was then placed on a open lorry with a black
square on the rodiator and taken to the station and from
there by train to Moscow. Due to the crowds that gather-
ed at Malevich’s funeral procession it is said that the
authorities prohibited any exceptional funeral procedures.
There was some talk of Malevich being buried in the
church-yard of the Novodevitchy monastery where many
famous: artists and authors are buried. But at his own
request he was Iaid to rest in the village of Borvicha,
not far from Nemchinovka, a scene he had often painted.
On the grave was placed a square of cement on which
wis painted a red square.

{(From The Inner and the Outer Space. Exhibition cata-
logue, Moderna Museet, Stockholm, 1963.)

Dada
"Ingen kan undily Dada, bara Dada gor oss | stand att undfly
vart dde.”

(Tzara)

Dada | Berlin var den politiskt mest medvetna Dada-grup-
pen. Men héndelserna i Paris 1921 dr utomordentligt intres-
santa genom sin samlade attack mot det existerande syste-
met som uttryck fér en borgerlig ideologi. Har maéter vi for
forsta gangen Dadas forsdk att sétta upp parallella institu-
tioner (fast i mindre skala), t.ex. alternativa kulturguider, en
alternativ lagstifining. Dada kunde inte se nagot skal till att
deras domstol inte skulle ha samma stéllning som vilken
annan domstol som helst. Nyligen har liknande "folkdom-
stolar” uppréttats, bl.a. av den amerikanska studentorgani-
sationen S.D.S. som fér en tid sedan stéllde en offentlig
person till svars for samma forseelse — "brott mot den
andliga sdkerheten'.

Dada
“No one can escape from Dada, only Dada can enable you to

escape [rom destiny.” }

While Berlin Dada was the most politically conscious Dada group;
the events of 1921 in Paris are extremely interesting in their
concerted attack on the existing system of bourgeoise ideology.
Here we first see the attempt of Data to set up parallel institutions
(however minor!), e.g. alternative cultural guides, an alternative
legislature. Dada coula see no reason why their court should not
enjoy the same status as any other court. Recently there have been
other people’s’ courts, e.g. that of the American student organisa-
tion S.D.S. who recently fried another public figure for the same
count — offence against the security of the human spirit”.




Dada pa Paris gator Dada on the streets of Paris

LE 14 AVRIL 1921

OUVERTURE

DE LA

GRANDE SAISON

DADA

VISITES - SALON DADA - CONGRES -
COMMEMORATIONS - OPERAS .
PLEBICISTES - REQUISITIONS -

MISES EN ACCUSATION ET JUGEMENTS

Se faive inscrive au. SANS: PAREIL

Affisch till "La grande Saison Dada™. 1821 Poster for "La grande Saison Dada®™, 1921.




Dadas nya inriktning

De som kommenterat "Saison Dada 1921" har konse-
kvent — men av skdl som ofta varit tvivelaktiga, och
dessutom daligt underbyggda — velat aviarda akliviteten
som ‘“forsurrealistisk™; darmed har de menat att den skul-
le ha saknat spontaniteten | manifestationerna fran 1920.

Men foraktet har knappast varit berattigat. Som hel-
het innebar "Saison Dada 1921" Kanske den intressan-
taste perioden | Dadas historia: s& fort projektet tagit
form — narmare bestamt i februari 1921 — gav de olika
grupperna, uppkomna antingen ur vanskap aller ur ge-
mensamma intressen, prov p4 en enasthende uppsiags-
rikedaom.

Gruppen kring tidskriften "Littératura™, som trots upp-
riktiga anstrangningar aldrig kunnat forlika sig med den
dadaistiska ansvarslosheten, och som i stallet — med
Aragon | spetsen — menade att tiden var Inne 16r "Da-
das diktatur”, f6rberedde sina f6relag. De avsdg alla att
gora slut pa aexelryckningarna infér uppsiuppenheaten
och | stallat framkalla ett skrickens skeva |eende hos
publiken.

Ett av Bretons forslag gick ut pa att man skulle foreta
"undersdkningar”; men de skulle inte gélla eanbart histo-
riska monument. Dada skulle tillvalla sig befogenheten
att foreta regelratta husundersSkningar alla timmar pa
dygnet. Alla skulle kunna stdllas till svars f6r sina hand-
lingar och texter — jnteé minst de som genom sin upp-
héjelse dver vanliga dodiigas villkor trodde sig vara
sarskilt val skyddade for sadan obehorig insyn. | sam-
ma anda skulle Dada ocksa kunna vdcka Atal och av-
kunna domar (t. ex. rattegéngen mot Barrés). Det skulle
tjdna som forevandning for en ny typ av standratl dar
inga mal skulle kunna Gverklagas eller ldggas ned.

I enlighet med "Littérature’-gruppens grundsyn skulle
Dada inte l&ngre ndja sig med ait bara kasta spalet dver
anda. Det var dags att ersatta den existerande litteréra,
konstnérliga och moraliska vardeskalan med an ny. Far
att na malet rackie det med att inkompetensforklara den
sittande domstolen, upphéva dess lag — sakelgamla bor-
gerliga konventioner — och att | dess stille sétta en ny
hogsta instans: Den stora massan, En annan plan gick
ut pa alt anordna "minneshdgtider'; ocksd | det fallet
gdllde det att fa folket "ut pa gatan”. Under farevénd-
ningen att ndgon stor (eller obetydlig) déd borde hedras
skulle folk provoceras till fériépningar enligt de machia-
velliska metoder som Dada redan sa val beharskade,
(M. Sanouillet: Dada & Paris. Paris 1965)

Dada’s new orientation

The "Saison Dada 1921" has been systematically played
down by those commentators who, for reasons not always
perfectly disinterested and without always referring back
to the sources, have opposed its organised, pre-surrenlist
character, 1o the spontaneity of the 1920 manifestations.

The 1921 "Saison Dada™ certainly doesn’t deserve such
scom. Taken as a whole it may even be said to repre
sent, perhaps, the most interesting moment in the mstory
of the Dada movement: as soon as the project gol unde
way, around February 1921, new ideas began to flow
forth from the various groups created by friendship oo
common tendencies,

I'he group round "Littérature™ which, not without try-
ing, hod never quite been able 1o accustom itselfl to the
care-free attitude of Dada and which considered, like
Aragon, that the time had come to establish the "Duda
Dictatorship” had set & number of projects under way
These projects could no longer be met with amusement
or # shrug of the shoulders, The reaction they provoked
among the public was the forced, nervous smile of fear,

Thus, Breton had up his sleeve the idea of organizing
4 series of "Visits™: but it was not his intention that these
should restrict their attention to histoncal monumenis.
Dada was reckoning on assuming the right 1o raid at any
hour of the day or night the homes of certain men —
those who considering themselves above the ordinary
people, imagined themselves sife from such inguiries —
in order to demand explanations of l]IL\L people’s actions
or words, In the same spirit a series of “Accusations and
Judgements”™ (e.g. Barrés Trinl) would prmrl.h Dada with
a pretext to establish itself s a Court of Error, with no
rights of appeal or possibility of impeachment,

Following a tendency already strongly marked in "Litté-
rature” the Dadaists were no longer content to take
pleasure in simply throwing everything into confusion
Instead they intended to replace the existing artistic and
moral values with a new one: in order to achieve this
they had only to indict the judges and critics accepted by
bourgeoise convention and to submit them without any
intermedinry to the decisions of the ultimate judge the
people by means of Plebiscites . .. Finally, the "Com-
memorations' were also aimed at “bringing the people
down into the street” under the feeble pretext of paying
homage to some preal (or insignificant) man, so that by
means of those Machiavellian techniques over which
Dada achieved considerable mastery the crowd could be
pushed into all kinds of extravagant aclions,

(M. Sanouillet: Dada & Paris, Paris, 1965.)
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Les dadaistes de passage 2 Paris voulant remédier a l'incompetence
de guides et de cicerones suspects, ont décidé d'entreprendre une
serie de visites 4 des endroits choisis, en particulier 4 ceux qui n'oni
vraiment pas de raison Jdexister. — Clest a tort quion insiste sur le
pittoresque (Lycee Janson de Sailly), linterét historique ( Mont
Blanc) et la valeur sentimentale (la Morgue). — La partie n'est pas
perdue mais 1l faut agir vite. = P'readre part i cette premiere vigite
c'est se renidre compie du progres humain, des destructions pomh'ln\}‘
et de la necessité de poursuivre noire action que vous tiendrez &
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Sous la conduite de : Gabriclle Burrer, Louis AxicoN, Awp,
André Beerox, Paul Evcaxn, Th, Fraessee, ). Hussak, Benjamin
Prwer, Francis Puowiy, Georges Ringsoxt-Dessucses, Jacques
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Flygblad: Dada — besdk och utflykier. 1921. Handbill: Dada visits and excursions, 1921.
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Si Julien-le-Pauvre. 1920. Fr. v. &. h.: Jean Grotti,
d'Esparlos, André Breton, Jacques Rigaud, Paul Eluard,
Georges Ribemont-Dessaignes, Benjamin Péret,
Théodore Fraenkel, Louls Aragon, Tristan Tzara,
Philippe Scupault.
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St. Julien-le-Pauvre, 1920, Jean Groiti, o'F sparlos,
André Breton, Jacques Rigaud, Paul Eluard,

Georges Ribemont-Dessaignes, Benjamin Péret, Théodore
Fraenkel, Louis Aragon, Tristan Tezara, Philippe Soupault
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5t. Julien-le-Pauvre, 1920,

Réttegangen mot Barrés
Vetenskapliga sallskapels stora sal, Rue Danton, fre-
dagen den 13 maj 1821, klockan 21.30:
Atal och rattegang mot M. Maurice Barrés, verkstalld
av Dada
12 dskadare skall utgdra juryn, Vi vore tacksamma om
arsoner som Onskar deltaga ville ha vanligheten skriva
| Au Sans Parell, 37, Avenue Kléber, fore den 11 maj
Priser: 15 fr; 10 Ir, 5 fr. Balkongen 5 fr. (Alla réttig-
arvarade)
ur anklagelsen
ja som anser att tiden &r Inne att utrusta Dadas
negativism med verkstallande organ och som ar fast be-
luten att framfdr alll uléva denna makt mot dem som
hotar dess diklatur borjar, frdn och med denna dag, aill
vidiaga lampliga matl och sleg 16r alt sla ned della
; d
som Dada anser alt en viss man, som under an
5 od @r | stand ait l6sa vissa problem, ar skyldig
om han
endera av bekvamlighetsskal
eller for att han har behov av utétrikiade hand-
lingar
aeller for alt han agnar sig at alt bestjdala sig sjalv
éller av moraliska skal
avstir frAn det som &r unikt inom honom; om han fycker

de har ralt som anser att utan livserfarenhet och an-

svarskinsla kan man inte hivda del méanskliga och utan
dessa egenskaper dr ingen sund sjalvkdnsla majlig

och om han forsoker hindra den revolutiondara kraft
som kan finnas | de méans handlingar som lockats att
dra konsekvenserna av denna lGrsta lektlon

anklagar Dada Maurice Barrés for brott mot den and-
liga sdkaerhatan
(Flyghlad)

The Barres Trial
Hall of Learned Societies, rue Danton, Friday 13th May
1921 at 930 p.m.:

Indictment and Trial of M, Maurice Barrés by Dada.
12 spectators will constitte the jury, We should be
grateful if any person wishing to take part would kindly
write to Au Sans Pareil, 37, avenve Kléber, before the
11th May,

Prices: 15 fr., 10 fr., 5§ fr. Balcony 5 [r. (All rights
reserved)

Extract from the accusation:

Dada judging that the time has come (o endow it's
negative spirit with executive powers, and determined
above all to exercise these powers against those who
threaten il's dictatorship, is beginning, a5 of this date,
to take appropriate measures.

Believing that a given man, who, in a given period, is
capable of solving certain problems, is grifty if,

whether from a desire for tranquility,

or from & need for outward action,

or from self I:.I\_'I'I!Ul'l'l{l!'li.l

or for moral reasons
he renounces that which s unique in him; if he agrees
with those who muintain that without experience of life
nnd awareness of responsibilities, there can be no human
wssertion, that without them there can be no trile posses-
sion of oneself:

and if he interferes with whatever revolutionary power
may reside in the activity of those who might be tempted
1o learm from this first lesson;

Dada accuses Maurice Barrés of offence against the
security of the spirit

(Handball)

Rattegangen mot Barréds. Paris 1921.

Barrés Trial, Paris, 1921,




Surrealistisk vérldskarta
{Ur Varietas 19249)
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Den surrealistiska

revolutionen

Innebérden av "den surrealistiska revolutionen”
1824—-35, de &r da surrealismen tog form som roreise,
kommer sdkert att betraktas — tillsammans med #ren
1830 och 1831 — som de mest upproriska, de mest
"omojliga” fréan nagon faregivet social synpunkt. All kon-
formism awvvisades. Den viarld vi levde | tyckles oss |
grunden frammande, galen: tillsammans kom vi att ogil-
tigiGrklara alla de principer som styrde den. Det var
onddigl att friga oss var vl stod. Da som anslot sig Hll
o8s tvingades till det, drevs av ett bittert behov att for-
neka principerna, av avsmak och hat mot allt vad de
lett till, Det géllde | forata hand en rad begrepp som av
havd holls for okrdnkbara — “familjen”, “faderneslan-
det” och “religlonen”, Men vi gjorde heller inte undan-
tag fér "arbetel”, eller ens for "Gran" — i dess mest vid-
striickta betydelse, For oss var allisammans thckmant-
lar for uppenbart smutsiga hanteringar: vi visste mycket
vil vilka offer de gudarna krivt av manniskorna, och fort-
for att krdva. Pressen, som den gangen villigt gjorde sin
offertjdnst, svammade Gver av dumhet, arrogans och cy-
nism. (Tiderna &r sig egentligen ganska lika,) Vi kdnde
att den haér vériden var forbrukad, att den drev mot sin
undergadng — att den bara hade e&n chans att Gverleva
om den yiterligare skdrpte sina tabun, uistrickte sitl
tvaing &nnu langre — och vi var fast besiutna att dra oss
undan den. Men en sadan hallning skulle, ensam, ha in-
neburit en undfallenhet; | sjélva verket var vi ocksa be-
satta av tanken pa en total omstartning.

Vill man forsta hela betydelsen av uttrycket "'Den sur-
realistiska revolutionen™ — det skulle inom kort komma
att anvéndas av oss — mdéste man kénna till allt detta.
Det var inte &verdrivet, &ven om det — yiligt sett — kun-
de farefalla vara det just da.

Forr sller senare skulle vi, pd nagot sdtt, foreta en
vedergaliningsaktion mot en vérld som wpprort oss!
(André Breton: Entretiens. Paris 1962.)

Deklaration av den 27 januari 1925
1. Vi har ingenting med litteraturen att géra; Men vi ar
myckat val | stand att, vid behov, anvinda oss av den,
Vi som alla andra.
2. Surrealismen &r inte ell nytl eller |attare satt att ut-
trycka sig, och inte haller en poetisk melafysik.
Den ér mediet 1ill en total frigérelse av medvetandet

och allt som liknar del.
3. Vi ér fast beslutna att gdra en Revolution.
4. Vi har fort samman ordet surrealism med ordet revo-
lution enbart 1&r alt pavisa hur sjélvstindig, oférsvuren,
hur fértviviad en sadan revolution &r,
5. Wi tror oss inte om alt kunna foréndra ménniskors
sélt alt lava men vl ldnker visa dem hur skéra deras
tankar &r och pa vilken vacklande grund, pé vilka brack-
ligt tackia schakt de har byggt sina hus.
6. Vi utfardar denna varning:
Samhadlle, se upp med era falska finter — vi skall inte
missa dem. ..
7. Varfe gang samhéilet slar in pA nya vigar, mater vi
bakom hornet.
8. Vi &r specialister pd revolt.
Dat finns ingen handling som vi inte &r | st&nd att, om
s behdvs, bega.

Surrealismen &r inte en poetisk form.

Den &r el skri ur medvetandet nér det &tervinder till
sig sjalvt, for att | fértvivian sld sénder sina bojor, och
om sa erfordras med materiella hammare!

(M. Nadeau: Histoire du surréalisme. Paris 1948.)

The surrealist
revolution

The meaning of "La révolution surréaliste™

The years 1924 and 1925 which were the years in which
surrealism was formulated and organized, together with
the years 1930 and 1931 were those which found s
most actively rebellions against oll Kinds of conformity.
and most determinedly "anti-social’. The society in which
we live is totally repugnant to us; ns one man we
denounce the principles which conirol it. That poes with-
out saying when each new addition to our number is led
to us by his exasperated rejection of these principles, by
his disgust und hate for evervthing they bring into being,
disgust and hate which we feel above all for those con-
cepls it is conventional to regard ns sacred, the most
prominent being, ‘family’ ‘homelund” and ‘religion’
although we don’t exclude 'work' and “honour® in the
widest sense of the word, Packaging like that seemed to
us to hide the most sordid merchandise; nlways present
in our minds was the memory of the sacrifices thai these
gods had demunded and were still demanding. The press
al that time, the humble worshipper of those gods, spewed
out a constant stream of stupidity, arrognnce and cynic-
ism (things have changed only relutively). We felt that
a run-down society, rushing towards its doom could only
succeed in prolonging its existence by reinforcing its
taboos and multiplying its constraints and we were
determined to defy them. But so far that determination
had only been passive: now we were possessed by a
desire (o subvent everything.

It is essential to understand this if the words "La
Révolution Surréaliste” which were current a little Tater
are 1o gain their full meaning and cease 1o sound like the
exnggerated rhetoric which they scemed at the time. o
those outside the group, During this period we were
determined to reply in kind to a society which shocked
and disgusted uvs,

(André Breton: Entretiens. Paris, 1962.)

Declaration of 27th January 1925
1. We have nothing to do with literature. But we are
guite capable, if need be, of making use of it like every-
one else.
L. Surrelisnt is not 4 new means of expression, nor a
simpler one, nor even a melaphysic of poetry. It is a
means of totl liberation of the mind and of all thar
rexembles in,
3. We are determined to create a Revolution.
4. We have bracketed the word Suerealism with the
word Revolution solely to show the disinterested, detached
and even quite despernte character of this revolution.
3. We lay no claim to change the mores of man Kind
but we intend to show the fragility of thought, and on
what shifting foundations, what hollow ground we have
built our trembling houses.
6. We hurl this formal warning to society; Beware of
your deviations and ferx-pas, we shall not miss a single
ane,
7. Al each turn of its thought, Society will find vs wail-
ing,
8. We are specialists in Revolt. There is no means of
action which we are not capable, when necessary, of
employing,

Surrealism is not a poetic form.

It is a ery of the mind turning toward itself and de-
termined in desperation to crush its fetters,

And, if need be, by material hammers
(M. Nadeau:; Historie du Surréalisme, Paris, 1948.)
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LE COMMUNISME DU GENIE ?

Bureau de recherches Rllqr'n::llisl-'s

b, rue de Grenelle, Jde § b, 17

Centralen f6r surrealistisk forskning

Avan om en hel dal av den surrealistiska litteraturen har
blivit — varfér 1&rmeka det? — oldsbar, har den &nda
spelal en viktig roll fér négra genom sina avsiGjanden
och den har frambragt verk | nivd med det mest Inspire-
rande som skrivits under alla &rhundranden. Poesin blir
en dvning som avslbjar personlighaten | dess helhet och
autencitet vilket paverkar andra genom en gétiull kom-
munikation. Diktaren “inspirerar”, provocerar nya hand-
lingar, okanda tankar, fGréndrade liv. Han arbetar inte
langre | ett elfenbenstorn, han utséndrar naturligt poesl
i vardagslivet, av vilket han &r en del och ur vilket han
hela tiden séker ny stimulans,

CENTRALEN FOR SURREALISTISK FORSKNING
Denna uppfattning av poesin maste anses som ett av
huvudskélen till uppriltandet av “Le Bureau des Re-
cherches Surréalistes". Den stod Sppen far alla som ha-
de nagot att sdga, bikta, skapa och som, fangade | var-
dagslivets maskor, inte vagade frigfra sig fran den bor-
da, som krossade dem. De erfarenheter som de bidrog
med vidgade surrealismens rackvidd, de som de grans-
kade tkade antalet medliemmar i rérelsen och 8retirkte
den. "Surrealistcentralen”/''Le Bureau des Recherches
Surrealistes férijinade verkligen sitt namn. Den alstra-
de ny kraft. Aragon som har skrivit denna epoks historia
skildrar den sélunda:

"Vi h@ngde en kvinna | taket pa ett tomt rum och varje
dag fick vi besok av &ngsliga mén som bar pad tunga

Si vous aimez

i 6 h. 1

"Surrealisman —
geniets kommunism?"'
"Surrealism — the
communism of genius?™

The Surrealist Central
If n whole portion of surrealist production has become,
and why deny it? unreadable, it has, nevertheless, for
some, playved its I'ﬂ,"'\l."'.'lli”b" role, produced works on o
level with the most 'm'\.rl-im{l of all time. Poetry becomes
a practice which reveals the personality in its integral
wholeness and its :1III:|h‘I'IIh.:|.I?._ which influences others |1'!,.'
means of mysterious communications. The poet “inspires,”
provokes new acts, unknown thoughts, transfigures lives.
He no longer works in a ivory tower, he sccretes poetry
naturally into the everday life of which he is a part and
from which he constanily seeks new stimuli.
THE SURREALIST CENTRAL

We must regard this conceplion of poetry as one of the
main reasons for the creation of a "Bureaun of Surrenlist
Research™ open to all who had something to say, to
confess, to create, and who, caught in the meshes of o
banal existence, dored not free themselves of the burden
that was crushing them. The experiences they contributed
enlirged the surrealist scope; those they examined increas-
ed the number of adherents ond the force of the move-
ment. The “Surrealist Central™ fully deserved ils nome.
It was the generator of new  encrgies. Aragon, who hos
traced the history of this period, described it in these
terms:

"We hung a woman on the ceiling of an empty room,
und every day rececived visits from anxious men bearing
heavy secrets. This was how we came 10 know Georpes

FAmour

vous aimerez

. durréalisme

L. rue e Grenelle, Paris-7-
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"Om du dlskar
KARLEKEN —
kommer du att dlska
SURREALISMEM.™

"If vou love LOVE -
you will love

SURREALISM."

LE SURREALISME

¢ edl /c’Ey?'/zzfcif rnees

Burean de recherches. 15, rue de Grenelle, 15

“Surreallsmen ér skriften
farnakad"

Burrealism is writing
denied.”

hemligheter. Pa si sall larde vi kdnna Georges Bes-
sidre, som eit knytnavsslag. Vi holl pd med an uppgift,
som var gatfull 1&r oss sjalva, framfér en volym Fanto-
mas, som var lastnaglad vid vaggen med gafflar. Beso-
karna, fédda under fjérran stjdrnor eller nastgards, hjalp-
te till att utarbata denna fruktansvarda maskin med syfie
att forgora det fungerande och fullborda det som inte
fungerar. PA nummer 15, Rue de Grenelle, dppnade: vi
eit Romantiski Vérdshus 16r icke-klassilicerbara idéer
pch standiga revolier, Allt som fortfarande fanns kvar av
hopp | detla IGriviviande universum skulla kasia sina sis-
ta, vanvettiga blickar mot var patetiska disk. Vad vi syss-
lade med var att formulera en ny deklaration av de
manskliga rattighetarna.™

Pressreleaser sindes ul. Pa varje "blad" fanns centra-
lens adress. Kraftig reklam férkunnade att har fanns |
Paris, elt gott stycke in pa tjugonde seklet, att labora-
torium av nyit slag dir alla kunde bidra till uppfinnandet
av elt nytt liv. En annons | tidningama angav mer | de-
talj att "Le Bureau des Recherches Surréalistes” hamia-
de sin ndring ur livet sjélvi och att den tog emot alla
dem som bdr pa hemligheter: uppfinnare, galningar, re-
volutionfrer, missanpassade, drommare. Deras fortroen-
den skulle leverera rimaterialet till en ny alkemi och de
vises slen skulle ges till alla. Georges Bessiére och
Dede Sunbeam horde till dem som nar de en gang lyss-
nat till sirénsdngen inte langre kunde frigbra sig fran
hennes trollkralt; de blev aktiva medlemmar av rorelsen.
(M. Nadeau: Histoire du Surrédalisme. Paris 1948)

de & b, i 6l %

Bessiére, like a blow of the fist, We were working at a task
enigmatic to ourselves, in front of a volume of Fanlomas,
fastened to the wall by forks. The visitors, born under
remote stars or next door, helped elaborate this formid-
able machine for killing what 5 in order to fulfill what
is not. Al number 15, Rue de Grenelle, we opened o
romantic Inn for unclassifiable ideas and continuing re-
volts, All thot still remained of hope in this despairing
universe would turn ils last, raving glances toward onr
pathetic stall. It was a guestion of formulating o new
declaration of the rights of man.”

Press releases were assued. Each 'leaflet’ carried the
address of the Bureau. The greatest agitation let it be
known thot there existed in Paris, well on in the twentieth
century, a laboratory of a new kind where all could
contribute to the invention of a new life. An adverfise-
ment in the papers specifies that the surrealist central
is nourished by life itself, that it receives all bearers of
secreis: anventors, madmen, revolutionaries, misfits,
dreamers. Their confidence would form the raw material
of a new alchemy, and the philosophers® stone will be
given to all. Georges Bessiére and Dédé Sunbeam were
among those who, having answered the siren’s call, could
not cast off her charms; they became active members
of the movemnent.

(M. Nadeau: The history of surrealism, London, 1968.)

JOIE ENORME CODMDNE

| DY DES!
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D'HERCULEC !

"En Iycka sa stor som
Herkules testiklar,"

"A happiness as greal as
Hercules' testicles."

15. rue de Grenelle. Paris-7-




Fotomontage av Stuart Wise, 1968, enligt et f&rslag ur
"Le Surréalisme au Service de la Révolution™,

5—8. 1933. André Bretons forslag till 16rskéning av
Paris: Justitiepalatset. Jdmna det med marken: tomten
gkall tickas av ett magnifikt klotter, avsatt att

ses fran luften.

Paris omvandling

Angéaende vissa mdjligheter att irrationellt
férskdna en stad

FRAGOR:

Skall man bevara, flytta, &ndra, forvandla eller riva:

1. Triumibagen 2. Obelisken 3. Eiffeltornet 4. St. Jae-
ques-tornet 5. Chappe-statyn 6. Gambetta-statyn 7. Jean-
ne d'Arc-statyn (rue Rivoli) 8. Paris under kriget 8. Fér-
svaret av Paris ar 1870 10. La République (Place de Ia
Républiqua) 11. Venddme-kolonnen 12. Sacré-Coeur 13.
Trocadérc 14. Chevalier de la Barre 15. Belfortlejonet
16. Operan 17, Les Invalides 18. Juslitiepalatset 18
Saintet Chapelle 20. Chabanais 21. Notre-Dame 22. La
Mationale 23. Panhard-statyn 24, Alfred de Musset-sta-
tyn 25. Clemenceau-statyn 26. Panthéon 27. Henrik V-
statyn 28, Victor Hugo-statyn (Palais Royal) 29. Ludvig
AlV-statyn 30. Gare de I'Est 31. Camille Desmoulins-
statyn.

Phatomontage by Stuart Wise, 1968, from a suggestion

printed in "Le Surréalisme au Service de In Révolution™,

5—6, 1933, André Breton's sugpestion for the em-
bellishment of Paris: The Paloce of Justice, Raze il:
the site to be covered by a magnificent graffitti to be
seen from the air,

Transforming Paris

On certain possibilities for the irrational
embellishment of a town

QUESTIONS:

Should one conserve, shift, modify, transform or knock
down:

I. The arc de Triomphe 2, The Obelisk 3. The Eiffel
Tower 4. La Tour St. Jacques 5. Statue of Chappe 6.
Statue of Gambetta 7. Siatue of Joan of Arc (rue de
Rivoli) 8 Paris during the war 9, Defence of Paris in
IE70 10, La République (Place de la République) 11.
Venddme Column 12. The Sacré-Ceeur 13. The Troca-
déro 14. The Chevalier de In Barre 15, The Lion of Bel-
fort 16. The Opera 17. Les Invalides 18. Palace of Justice
19, Sainte Chapelle 20. Le Chabanais 21. Notre Dame
22. La Nationale 23, Statue of Panhird 24, Stutue of
Alfred de Musset 25, Statwe of Clemenceau 26. The
Panthéon 27. Statue of Henrn IV 28, Statwe of Victor
Hugo (Palais-Royal) 29, Statue of Louis X1V 30, La
Gare de I'Est 31, Statue of Camille Desmoulins.

SVAR: (et urval)

André Breton:

2. (Obelisken) Flytta den till ingangen till I'Abattoir
[slakthuset] och 141 en enorm behandskad kvinnohand
halla den

11. (Venddme-kolonnan) Ersétt den med an fabriks-
skorsten pa vilken an naken kvinna klattrar

14, (Chevalier do la Barre) Lal den vara som den ar.
En vacker kvinna skall varje dag komma och behagiulit
posara vid hans sida

16. (Operan) Forvandia den till en parfymfontan. Byag
om trappan och anvand ben fran farhistoriska djur som
matarial

18, (Justitiepalatsel) Jamna det med marken: lomien
skall tickas av alt magnifikt klotter, avselt alt ses (ran
luftean

21. (Notre-Dame) Byl ut tornen mot ett anormt bords-
stall, och fyll den ena flaskan med blod och den andra
med sperma. Byggnaden skall férvandlas till en sexual-
skola for junglrur

24. (Allred de Musset-statyn) Kvinnan skall sticka in
handen i hans mun, cch ndr hon klappar till honom |
dandan, skall del tAndas ljus | hans Ggon

Paul Eluard:

1. (TriumfbAgen) Lagg den pa marken och forvandla
den till Frankrikes vackrasta pissoar,

2. (Obelisken) For forsiktigt in den i spiran pa St. Cha-
pelle.

6. (Gambetta-statyn) Mala den | trompe I'mmil-taknik, si
att den kommer att forestdlla ett snoigl alplandskap i
skymningsljus.

7. (Jeanne d'Arc-statyn) Lagg an bronsskit pa hennes
huvud och sétt en grovt tillyxad lallos | hennas mun.

17. (Les Invalides) Ersatt den med en aspskog

23, (Panhard-statyn) Lagg dit en snul som ramlar un-
der hjulen

31. (Camille Desmoulins-statyn) Stall honom pa en
métrostation. En mekanism gdr sa alt han klipper biljet-
terna och stanger grindarna

Arthur Harfaux:

27. (Henrik IV-statyn) Stall upp bakom honom en liten
rad statyar, som bestér av tre koplor av Henrik IV som
blir alit mindra och mindre och allt svampigare.

29. (Ludvig XIV-statyn) Byt ut hésten mot ejderdun.
Satt ett |jus | handen pa Ludvig XIV. Hans lysande ogon
och det ténda ljuset skall vara torgets enda belysning.

Maurice Henry:

7. (Jeanne d'Arc-statyn) Ge henne eft |Gsskdagg och
andra hasten till en enorm gris

12, (Sacré-Ceeur) Byt ut den mot en enorm Kvinno-
hand som héller en pappersrulle.

24. (Alfred da Musset-statyn) Poeten och hans musa
pa béanken | stillning 69.

Benjamin Pérel:

14. (Chevaller de la Barre) Konstruera den 100 ganger
stérre | glas. Placera den hogst upp pa ett mycket hagt
torn, eklarerat pa natten.

25. (Clemenceau-statyn) Forstir den, bygg pa samma
plats en av de guldpissoarer som Lenin talade om,

29. (Ludvig XIV-statyn) Byt ut den mot ett sparris-
knippe, dekorerat med Hederslagionan.

Tristan Tzara:

2. [Obelisken) Fasa av kanterna och placera en stal-
fijader, som &r lika hdg, ovanpa.

4, (8t. Jacques-tornet) Riv ner det och ateruppbyag
det | gummi. Satt en tom snécka pa taket.

ANSWERS: (A selection)

André Breton:

2. (The Obelisk) Remove it i the entrance of the
Abbattoir where it will be held by a woman's immense
gloved hand,

11. (Venddme Column) Replace it by a factory chim-
ney being climbed by a nude woman.

14. (The Chevalier de la Barre) Leave it as it i5. A
beautiful woman will come each day to perform admir-
able poses beside him.

16. (The Opera) Transform it into a fountiain of per-
fumes. Reconstruct the staircase in prehistoric amimal
hones

18. (Palace of Justice) Rare it the site to be covered
by a magnificent graffith to be scen from the air,

21. (MNotre Dame) Replace the towers by an enormous
glass cruet, one of the bottles filled with blood, the
other with sperm. The building will become a sexual
school for virgins

24, (Statve of Alfred de Musset) The woman will place
her hand in his mouth, on hitting his arse his eyes will
light up,

Pal Elnard

I. (The arc de Triomphe) Lie it down, and make it the
most beautiful pissotiére in France.

2, (The Obelisk) Delicately insert it in the spire of
St, Chapelle.

6. (Statve of Gambetta) Paint it in trompe 'eil to
represent @ snowy Alpine landscape at twilight.

7. (Statue of Joan of Arc) Place on her head a gilded
bronze turd, and in her mouth a rodely sculpted phallus.
17. {Les Invalides) Replace it by a forest of aspens.

23. (Statue of Panhard) Add a flic rolling under the
wheels.

11, (Statue of Camille Desmoulins) Install him in &
Métro Station. A mechanism will make him punch the
tickets und close the barriers.

Arthur Harfanx:

27. (Statue of Henri 1Y) Construct behind it, in indian
file, three replicas of Henri IV, smaller and smaller, less
and less consistent.

29, (Statee of Louis XIV) Change the horse into eider-
down. Put a candle in the hand of Louis XIV, His
luminous eyes and the lighted candle will be the only
lighting on the sguare.

Matrice Henry:

7. (Statue of Joan of Arc) Give her a false beard and
change the horse for an enormous pig.

12, (The Sacré-Coeur) Replace by the enormous hand
of 1 woman holding a roll of paper.

24, (Stntue of Alfred de Musset) The poet and his
muse, on the bench, in position No. 69,

Benjamin Férer:

14, (The Chevalier de la Barre) Reconstruct it 100
times bigger in glass. It will be placed at the top of a
very high tower, Luminous at night,

25. (Statue of Clemencan) Destroy it, and put in its
place one of those gold pissotiéres Lenin spoke of.

29, (Statue of Lowvis XIV) Replace by a bundle of
aspargus decorated with the Légion d'Honneur.

Tristan Tzara:

2. (The Obelisk) Make its section round, and place on
top a steel feather the same height.

4. (La Tour St. Jacgues) Demolish it and rebuild it in
rubber, Place an empty shell on the roof.




15 (Bellort-lejonet) Fast den | en enorm spottloska
och lat den rotera | bronsflammor.

16. (Operan) Satt in den pa zoo, pa avdelningen for
apor och Rangurur. Ersatt den yitre dekorationen med
skelett: pa trapporna skall en cykel, lika hég som fasa-
den, placeras.

20. (Chabanais) Fyll den med genomskinlig lava, och
sla sdnder ytterviggarna, nér lavan stelnat.

3. (Camille Desmoulins-statyn) Stall ett sovrums-
méblemang vid den fdrstorade sockeln. Varje dag skall
eldan tdndas | galiret.

Georges Weinstein:

17. (Les Invalides) Riv ner det. Placera kupolen mitt |
en trddgard och satl en motorcyklist | brons pa toppen
Han skall modosamt pumpa [uft i en ring

27. (Henrik IV-statyn) Andra den. Henrik I\ skall stiga
av hasten och klappa honom | rumpan, medan den sak-
ta gar och betar

28. (Victor Hugo-statyn) Iford underkldder haller han
ett snorliv | handen, P& huvudet sitter en liten rav hop-
krupen och ovanpa den vilar ett blackhorn, krént av en
liten bronsslaty av Rodin — naken.

(Le surréallsme au service de la revolution. No. 5—6, 1933)

15, (The Lion of Belfort) Transfix il on an enormous
spit and rotate it in bronze [lames.

16, (The Opern) Install it in the zoo, in the monkey
and Kangaroo section, Replace the exterior decoration
with skeletons: on the steps, a steel bicyele as high as
the facade

200, (Le Chabanais) Fill it with transparent lavi, when
it has solidified demolish the exterior walls.

11, (Statoe of Camille Desmoulins) Add to the enlarg-
ed base all the furniture of a4 bedroom, each day the fire
will be lit in the grate

Georges Weinsiein:

17, (Les Invalides) Eraze it. Place the cupola in the
middle of a gorden and on top put a bronze motorcyclist
inflating with great difficulty a tyre of his machine,

27. (Statue of Henri IV) Modify it, Henri IV having
dismounfed to graze his horse, s patting its rump.

28, (Statue of Victor Hugo) Wearing his combinations,
he will be holding a pair of corsets in his hand. On his
head a little erouching fox, on which will rest an inkwell
topped by a small bronze statue of Rodin nude,

(Le surréalisme au service de la révolution, No. 5—6,
1933.)

Maurice Henrys forslag
fér Sacré-Ceaur: Byt ut
den mot an enarm
kvinnohand som haller
an pappearsrulle.
Fotomontage av

| Stuart Wise, 1968,

Maurice Henry's
suggestion for Sacré-
Creur: Replace it by the
enormous hand of o
woman holding a roll
of paper.,
Photomontage by Stuart
Wise, 1968,

André Bretons forslag for
MNotre Dame: Byt ut tornen
mot ett enormt bordsstall
och Iyll den ena {laskan med
blod och den andra med
sparma. Byggnaden skall for-
vandlas till en sexuziskola
for jungfrur.

Fotomontage av Stuart Wise,
1968

André Breton's suggestion
for Notre Dame: Replace the
towers by an enormous
glass cruet, one of the bottles
filled with blood, the other
with sperm. The building

will become & sexual school
for virgins.

Photomontage by Stuart Wise.
15968,
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Det surrealistiska objektet

Nér jag till exempel ar 1924 foreslog att man skulle till-
varka och sdlja fdremal som ldrekommer | drommen sa
betraktade jag tillgangen till dessa foremal | konkral
form — hur canvandbara de &n kunde te sig — snarare
som ett medel &n som ett mal. Férvisso viantade jag mig
da alt mangfaldigandet av sadana foremal skulle orsaka
prisfall pA de ting som | sin allmant accepterade nyttig-
het (som anda ofta ar diskutabel) belamrar den &. K. verk-
liga vérlden; detta prisfall tycktes mig vara av just den
arten att det skulle frigéra skapande krafter som — en
ligt vad vl nu Kan veta om drommen — flammar upp nar
de kommer | kontakt med foremal av drémursprung
autentiska begar som antagit konkret form. Men del mal
jag siktade mol, utéver skapandetl av de har féremalen,
var ingenting mindre &n att konkretisera sjdlva dromakii-
viteten; ge den tilltréde till verkligheten.

En liknande vilja att objektivera, man som den gangen
rorde del undermedvelnas aktiviteler | vaket tillstand
kan sparas i de "féremal med symbolisk funktion™ som
Salvador Dali definierade &r 1831. Detla géller | stort
sett ocksa alla de loremal som faller under dessa vl —
eller angrénsande — kategorier. Allt det kénslofylida |
dagens intellektuella liv gar tillbaka pa denna vilja att
objektivera som arbelar utan uppehall och som skulle
forrada sin egen nalur om den lat sig ndja med sina
redan vunna SEqQrar FDHT—.IfIrﬂ HEI.I'I inte araovras en g.ﬂr\g
for alla for att sedan bortse fran de molsagelser som ar-
farenhetan standigl har | beredskap. Det &r framfBr alit
stravan efter erfarenhet som ar viktig: fornuftet foljer all-
tid efter med bindel for égonen som &nda tycks strala

André Breton: Féremal med symbolisk funktion. 1931
Coll. Robart Lebel, Paris.
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The surrealist object

In 1924, {or instonce, | suggested that objects seen in
dreams should be manufactured and put on sale. When 1
did sa, I conceived their assumption of concrete form
outrageous though they might turn out to be as n
means much more than as an end. | certainly hoped that
by their quantity they would caunse & slump in the esteem
attached to the objects that infest the so-called real
world by wirtue of their often dubious ‘conventional
utility”. A slump, 1 thought, was just the thing lo sel

fnventive powers free, and the latter though the most

we can hope to know of dreams is hmited might well

be fired by the sight of dream-engendered objects, by
true desires in concrete form. Yet the end I had in mind
went far beyond creating hjects of that sort
nothing léss, in [aet, than to externalize the very
dreaming, to translate it into concrete form.

Salvador Dall made & similar attempt in 1931 ta

put the unconscious working of the mind into visible

form when he defined 'symbolically-functioning ob
jects’, and the same is broadly true of any objects falling
under either of these heads or under any other of o simi-
lar Kind

It 1= to this unremitting urge to externalize that the
whole pathos of modemn intellectual life s due; and the
urpe is one that would betray its very nature if it were (o
relax and exploit its past achievements, The mind can
never treal its own allainments as unguestionable and
thus ignore the evidence against it which experience may
it any time produce, Pursuit of experience s thus the
vital thing. Reason will always follow along her eyes
blindfold as usual yet appearing o be luminous

André Breton: Object to function symbolically, 1931,
Coll, Robert Lebel, Paris

André Breton: Foremal med symbolisk funktion
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André Breton: Object to function symbolically, 1931.




Marcel Jean: Gardenians vélnad. 19386,
Museum of Modern Art, New York.

Marcel Jean: Spectre of the Gardenia, 1936,
Coll: The Museum of Modern Art, New York,

Vi maste till varje pris stdrka de forsvarsmedel som kan
ferhindra attl sinnevaridan invaderas av de ting som man-
niskan anvander sig av, mer av vana &an av behov. Har
som overallt bryta vanans makl, Dessa fGravarsmedel
existerar, Sunda lornuftetl kan hell enkealtl inte ldrhindra
alt den varld av konkrela féremdl, pa vilken dess vidriga
makt grundar sig, hotas och undermineras fran alla hall
Utan tvivel finns detl en strukiurgemenskap mellan det
moderna votenskapliga tAnkandet och det konstndrliga
For bada galler att det &r hog tid att man upphdr att 16r-
blanda verkligheten med del redan givna, den omedel-
bart kdnda kvantiteten. | forts@tiningen exploderar verk-
ligheten | alla rikiningar; och bada har bara en bené-
genhet: atl fbrenas

(André Braton: Objekiels kris. Ur Cahlers d"Arl. 1836.)

Salvador Dali:
Afrodisiasisk
smoking. 1936.

Salvador Dali:
Aphrodisine jacket,
1936,

We must, at all costs, fortify ourselves by every meuns

against the danger that the world of our perceptions may
be invaded by the things men use from habit more than
from any need. Here, ns elsewhere, the mad beast known
as ‘convention” must be hunted down, Means of defence
exisl. The hateful reign of common-sense is founded on
the world of concrete objects; bul common-sense cannot
pridect that world or prevent ils being undermined from
every side. There is, beyond all doubt, an identity of
structure between modern scientific and artistic thought.
To esch, it seems high lime reality should cease to be
confounded with the donné, the immediate known guant-
ity. Henceforth renlity explodes in all directions; and the
two have but a single lendency — 1o merge.

(André Breton: Crise de I'objet, from Cahiers d'art, 1936.)
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Stillbild ur Buniuels och Dalis "L'Age d'or” (Guld-
aldern), 1930,

Bufiuel och "L'Age d'or"”
Den dag &r ndra da vi — trots alla tdrnar och slitningar
som frater som en syra i vart inre — maste insa att sjal-
va grundvalen for den frigGrande aktivitet, som ar et
farsok till ett renare liv mitt | hjértat av den mekanism
dar vara stader depraveras av ondskan, ar

KARLEKEM
Endast kérleken lever kvar bortom de granser som var
tankelormaga kan omfatta, Ur vindarnas djup, ur dia-
manibraddade kallor harskar den over andens skapelser
och kottets logik.

Det problem som var kansloutarmning utgér och som
ar intimt forknippat med kapitalismens problem har &n-
nu inte fatt sin Iosning . . .

Bufiuel har, med hj8lp av det mest gripande resone-
mang, formulerat en teori om revolution och Karlek som
pa et djupgaesnde sitt berdr den manskliga naturen
Hela tiden, mitt i ett Gverflod av valgorande grymheter,
finns detta enda 6gonblick d& vi med sammanbitna |ap-
par fdller denna ocdndligt avi@gsna, &ndd nérvarande
langsamma och bevekande stamma som slutligen skri-
ker s& hogt att man knappast kan hora:

KARLEK... KARLEK ... KARLEK ... KARLEK...

... Alla som annu Inte blivit skramda av de uppgifter
som censuren |&ter trycka | tidningarna borde ga och
se "L'Age d'or'. Den ar ett nodvandigt moraliskt komple-
ment till bdrsens alarmerande rapporter och dess ver-
kan &r omedelbar just pa grund av dess surrealistiska
karaktar. .. Grunden har |lagis, konvenansen blir dogm,
poliserna knuffas precis som vanligt, och | vanlig ord-
ning intraffar det, mitt | det borgerliga samhallet, en mas-
ga olyckor som bemots med total likgiltighet. Dessa
olyckor — man kan notera att de | Bufiuels film férekom-

5.3 }'

Still from Bufivel's and Dali's "L Age d'or”, 1930

Bunuel and “L’Age d'or”
The day will scon come when we realize that, in spite of
the wear and fear of life that bites like acid into our
f[lesh, the very comerstone of that violent liberation which
reaches out for a cleaner life in the heart of the techno
logicil age that corrupts our cities is,

LOVE
Only love remains beyond the realm of that which our
imagination can grasp, dominating the deepness of the
wind, the well full of dinmonds, the constructions of the
spirit and the logic of the flesh

The problem created by the bankruptey of our emo-
tions, intimately linked with the problem of capitalism,
has not vet been resolved . .

Bufivel has formulated a theory of revolution and love
which goes to the very core of human nature; that most
tragic of all debates, galvanized by well-meaning cruelty.
finds its ultimate expression in that umique instant when
a distant vet wholly present voice, so slowly vet so
nrgently, vells through compressed lips so loudly that i
can scarcely be heard:

LOVE... LOVE... LOVE... LOVE

« oo All those who are not vet alarmed by what the cen-
sorship allows them to read in the newspapers must go
and see "L'Age d'or.” It complements the present stock-
exchange crisis perfectly, and its impact is all the more
direct just because it is surrealistic ... The foundations
are laid, conventions become dogma, policemen push
people around just as they do in evervday life; And, just
us in everyday life, accidents occur in bourgeois society
witile that society pays no attention whatsoever. Bui
such accidents (and it must be noted that in Bufiuel's
film they remain uncorrupted by plavsibility) further

mer | filosafiskl ren form — lGrsvagar molstandskralten
hos all redan ruttnande samhalle som forsoker Gverlava
sig sjaht genom att anvanda sig av prasler och poliser
som enda siod. Den slutliga pessimismen som | och
mad optimismens upplésning ulvecklats inom den hars-
kande klassen blir | sin tur en miktig kraft vid splittring-
en av denna klass. Den antar formen av negation och
framirader strax | den anlireligiosa kampen som samti-
diglt ar én ravolutionar kamp, eftersom bekdmpandet av
religionen ocksa Innebér bek@mpandel av viriden.
Passimismens overgéng fran tillstand till handling styrs
av Kdrleken — | den borgerliga demonologien betecknad
som detl ondas princip — vilkén kraver att man or dess
skull offrar alit: status, familj, ara, man vars misslyckan-
de inom samhdllets ram {oder revoltkanslor. Ett liknan-
pp kan observeras | Markis de Sades [iv och
vark som Ar samtida med "I'Age d'or” (Guldaldern) och
dan absolula monarkin Det &r alltsa mngen I--'i1i1i:'\q-
hat att Bufuels blasfemiska film &r ett eko av de ha-
delser som den gudomliga markisen vralade ul genom
langelsegaliren. Sjalviallet aterstdr att bevisa huruvida
denna pessimism har nagon framiid | proletariatets
kamp och slutliga seger som Innebar avskaffandel av
kiassamhallet. | detta "vaimdagans™ tidevary maste "I'Age
d'or':a sociala funktion bestd | ait sporra de fortryckia
att tillfredsstalla sina destrukiiva behov och kanske dven
att underblésa fortryckarnas masochistiska tendenser
allt som holar att IGrkvava denna film, tror vi, att
den pa ett myckel effekilivt satl kommer atl spranga de
himlar som aldrig | skénhet kan mata sig med dem som
den sjalv visat 0ss | en spegel
(L’Age d'or. Paris 1831.)

Y
Stillkild ur "L'Age d'or’. 1930,

debilitate an alrendy rolting society that tries to prolong
ity existence anificially by the use of priests and police-
men. The final pessimism born within that society s its
optimism begins 0 wane, becomes a powerful virus that
hastens the process of disintegration, Thit pessimism
tnkes on the value of pegation and s immediately trims-
lnted into anti-clericalism; it thus becomes revolutionary
since the fight against religion is alse the fight againss
the world as it s,

But it is Love which brings about the transition from
pessimism (o action; Love, denounced in the bourgeois
demonology as the root of all evil. For Love demands
the sacrifice of every other value: status, family and
honour. And the failure of Love within the social frame-
work leads to Revolt. This process can be seen in the
life and works of the Marquis de Sade, who lived in the
golden age of absolute monarchy ... so that it is no
coincidence if Bunuel's sacrilegious film contains echoes
of the blasphemies which the Divine Marquis hurled
through the bars of his gaol.

It still remains to be demonstrated that the final oulcome
of this pessimism will in fact be the struggle dnd the vic-
tory of the proletariat, which will mean the abolition of
a society made up of different classes.

In this age of so-called prosperity, the social function of
"L'Age d'or”™ must be to urge the oppressed to satisfy
their hunger for destruction and perhaps even to cater for
the masochism of the oppressor.

In spite of all the threats to suppress this film, we believe
that it will win out in the end and open new horizons in
a sky which can never maich in beauty that sky it show-
ed us in o mirror.

(L'Age d'or, Pans, 1931.)
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Sull from "L'Age dor™, 1930,




Stillbild ur "L'Age d'or”. 1930,

Andens sista korstag

Pa vissa attityder, reaktioner; plotsliga, avsiojande ulbrott
av nervositet kommer polisen att borja misstanka over-
vakade konsumenter fér surrealism. Harifrdn kan jag se
dessa provocerande agenter, deras ranker och rattial-
lor. An en gang kemmer individernas ratt att sjalva ut-
forma sina liv att beskaras och ifragasétias, Man kom-
mer att aberopa faran 16r det allmanna, folkets intresse,
hela ménsklighetens framtid. Haderligt folk kommer atl
gripas av stark indignation mot denna ofdrsvarliga akti-
vitat, denna epidemiska anarki som hotar att rycka bort
den enskilde ur gemenskapen for att skapa ett Indivi-
duellt paradis 4t honom, dessa lankar pa villovagar
som man mycket snart kommer att benamna "intellek-
{uell malthusianism™. Vilka fantastiska skovlingar: nytto-
principen kommer att te sig mycket frimmande f&r alla
dem som &gnar sig at denna hbgre synd. De kommer
inte lAngre att &gna sig At nagot andligt liv. De kommer
alt se granserna farskjutas, och deras berusning Kom-
mer att delas av allt vad jorden har som &r brinnande
och otilliredsstallt. Hals over huvud Kommer de unga att
hénge sig at denpa allvarliga och sterila lek. Dat kom-
mer att {érdndra deras liv. Universitetean kommer att
overges. Laboratorierna stdngs. Ingen armé &r langre
mdéjlig, inga familjer, inga Karrigrer. Da, infor detta vax-
ande sociala missndje kommer en stor sammansvarjning
att bildas av varldens alla dogmatiska och realistiska
krafter mot illusionernas spbken, De kommer att segra,
dessa krafter, sammanslutna av "varfar inte" och "leva
trots allt”. Det kommer att vara andens sista Korstag.
(L. Aragon: Le Paysan de Paris. Paris 1926.)

- -
Still from "L'Age d'or”, 1930

The last crusade of the spirit

The customers, under police surveillance, will be suspec-
ted of surrealism which they will betray by certain postu-
res, certain reactions, sudden nervous gestures. 1 can sec
the agents-provocateurs, their tricks, their little traps. The
individual’s right to do with his life as he pleases will
once more be denied and disputed. Public safety will be
invoked, the General Interest, the preservation of the
entire human race. Respectable people will be seized by
A great indignation against this indefensible activity, this
contagious anarchy which tends to snatch the individual
from a common fate and creates for him an individual
paradise, this deflection of thought which they will not
hesitate to call ‘intellectual malthusianism'l What magni-
ficent destruction: the prnciple of usefulness will be
unknown to those who practise this superior vice. For
them all application of mind will cease. They will see its
boundaries roll away, they will arcuse everyone who is
eager and dissatified to join in their intoxication. The
voung will give themselves up entirely to this serious and
fruitless pursuit, Their way of life will be abnormal. The
Universities will be empty. The laboratories will be clo-
sed. There will be an end to the army, the family, a
carcer, Then, in the face of this growing social disaffec-
tion, a great conspiracy will arise from all the dogmatic
and realistic forces of the world against this phantom
ilusion. And they will win, these united forces of “why
not’ and “life-must-go-on-all-the-same’, 1t will be the last
crusade of the spirit.

(L. Aragon: Le Paysan de Parns. Paris, 1926.)

En sida ur en pamilett som publicerades av
surrealistgruppen '"L'aflaire de L'Age d'or’. 1931.
Page from the pamphlet published by the surrealist
group "L'affaire de L'Age d'or”, 1931,

La critigue du ciel a¢ transforme en critigue de la
terrw, la eritigue de la religion en critigue du droit, la cri-
tigus de la théalogie en critigue de la politigue

hAltl, MAILN

Il n'y a pas de spectacle aussi doux gque celui e
f'uﬂﬂnrr o un prelre,
MALKRLCL DBE GURRES

Cette vue du film aurait provoquée lintervention, auprés du Gouvernement
francais, de I'ambassadeur d'ltalie, qu feindrait d'y reconnailre ses souverains.

Leurs Majestés italiennes, qui font massacrer
les ouvriers révolutionnaires — telles qu'elles
sont dans la triste réalité.




Den surrealistiska kritiken

Nagra drag som utmérker den civiliserade
mentaliteten

Min avsky riktar sig mot sjuka men dnda levande fore-
teelser; gangse grotiga forestéliningar, all varldens —
en hatad vérids — inkorda tankebanor; fdreteelser som
jag bara Amnar batrakta under en irrande, abstrakt pro-
menad mitt ibland dem; svampiga slott, rosliga fal, ett
"kollektivt medvetandes™ obotliga svulster (till slut kan
vi @nda kdnna oss lugna, den sista dorren leder verkli-
gen UT). Att kapitalismen som nédvandigt komplement
forutsétter vizsa satt att tanka eller inte ténka, som defi-
nitionsmassigt garanterar dess aldrig sviktande, eviga
fortvaro, &r en tanke som tillats bli abstrakt under myc-
ket fa Ggonblick av vart vakna liv. Konventioner som
langsamt fortér &ven de renaste — forestdliningar som
cirkulerar med blodet och gor konventionernas smitt-
gmnen permanenta och konkreta, hidr har vi den farla-
mande omagivning, dar de sjdlar som sysselsitter sig
med sjalen vissnar bort. Dessa specialister — liksom
alla andra — géar standigt omkring med en fundamental
odveransstammelse mellan det som de officiellt star for
och det som #r deras sanna jag. De skulle gripas av en
rimligen dodlig svindel, om de nagon gang lyckades
forestdlla sig sig sjalva ulanfdr de konventioner — hu-
vudsakligen av yrkesmassigt, familjart och militért slag —
som utgdr de rankiga ki@dhangare, pa vilka de varje
kvill, INNAN DE SOMMNAR, hanger upp sitt eget jag.
Dat blir sdkerligen inte p& nagot varligt satt som en stor
del av dessa manniskor kommer att berdvas sina [ag.
Deras “verklighet" &r for Gvrigt pa samma satt som de-
ras jag en mask. Deras positivism — en underkastelse
intér det som existerade fore en sjalv — ér ett av de
ideclogiska trick som borgerligheten anvander sig av
for att overleva, Positivismen anser alla "fakta™ vara
farvirvade och bortser helt lugnt fran den dialektiska
lag om deras tiliblivelse som ensam kan ge dem en
mening. Atl férneka "werkligheten' ar att underkanna
den sociala organisation som ar dess nddvdndiga infra-
struktur (eller omvant; att aktivt underkénna samhallat
8r ocksa att forneka den verklighet som samhallel gar
ansprak pa att aldgga oss). Det &r genom cirkelbevis
som (civilisationen) kaénner igen sig | dessa bardmda
"fakta” | och med att den tilldmpar sina egna kategorier
pa sig sjdlv. Vidare fortsatter positivismen att ndra det
skorviga dibarn som for alltid borde skaffas ur vigen,
ndamligen den realistiska konst som bestir av “observa-
tioner" och som aldrig nagonsin kan f6ra forskandet i
var verklighet framat, eftersom det inte finns nagot verk-
ligt forskande annat &n del som riklas mol DENNA virld.

L1

Skaka om | den borgerliga moralens huvudbegrepp, och
ni far hora klirrandet av pengar. Jag kan ocksd genast
bekréfta att alla ord som utlrycker dessa begrepp OCK-
SA har — eller har haft — en merkantil och finansiell in-
nebdrd, Om man &r dat minsta uppmérksam p& dessa
ords betydelse, blir det “moraliska" bedrégerist genast
uppenbart. PLIKT &r SKULD, ett helt och hallet kriste
bagrepp om en skuld som manniskan aldrig upphért att
betala. Denna plikt som framf&r allt gynnar innehavare
av obligationer kallas sjalv OBLIGATION. Dess upplyl-
lelse, sager de moraliska handbbckerna, skinker subjek-
tet ett VARDE. (Vérde &r eit av de ord som {&rekommer
oftast | detta slags skrifter, oftare &n ordet GOD). Man
behdver bara séita orden obligation, virde och god |
pluralis for att inse vad det hela gar ut pa. Man skulle
kunna tillfoga ordel merit (fran ett grekiskt ord som be-
tyder andel) och | férbigéende Konstatara att BERIKA,
FORVERKLIGA — sjalvialiet | ordens “andliga” bemir-
kelse — ar alla officiella moralprofessorers favorituttryck.
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The surrealist erifique

On certain traits particular to the

civilized mentality

My particular grudge is against things sick yet alive,
current-notions, the thick vertebrae of everyone’s thoughts
— everyone most hateful — things which I shall take just
a brief look at, in the course of a casual, abstract stroll
amongst them, soft castles, fields of rust, incurable
growths of a "collective conscience” (at last we can be
at ease, the back door really does open onto THE OLUT-
SIDE). That capitalism deems ceriain ways of thinking
or not thinking its necessary complement, things which
tend by definition to - guarantee its effective survival, is a
consideration which few moments of our waking life
allow to become abstract, Conventions which slowly cor-
rode even the purest people — concepls, circulating like
blood, and thanks to which the virnulence of these con-
ventions is permanent and concrete, this is the paralysing
medium in which the minds of those concerned with the
mind wallow and stagnate. These specialists — like all
others — ceaselessly maintain o fundamental discordance
between their official and their true selves. They would
be seized with a relatively mortal fit of vertigo if they
could conceive of themselves as outside conventions —
mainly professional, family and military conventions —
which are the shaky clothes-pegs where every night, BE-
FORE THEY SLEEP, they hang up their selves, It is
assuredly not with gentleness that the selves will be
taken from a considerable number of these people. What
is more, their "reality™ is as much a mask as their selves.
Their positivism — submission to that which already was
before one existed — is one of the ideological tricks by
which the bourgeoisie maintains itself. Positivism regards
the "facts”™ as ecqguired, neglecting the dialectic law of
their becoming by which alone they can assume menn-
ing. The denial of “reality” is a negation of the social
organisation which is its essential infrastrocture (inversely,
the active negation of society is also a deninl of the
reality which it claims o oppose.). It is by a vicious
circle that the civilized mentality, applving ils own cate-
gories 1o itsell, recognizes itself in the famous "facts”.
Furthermore, positivism continues to suckle an infanl
covered in scabs which should always be cudgelled to
death: that is, realist art consisting of “observations"
which can never bring real investigation any [urther
forward, becawse there can never be any real research
except it be directed against THIS world.

BRE

Shake the principal tenets of bourgeois morality, and they
make the jingle of money. I affirm here and now that
all the words expressing these tenets have ALSO or hove
had — a financial or mercantile sense. 1f one accords
even the most fleeting consideration to the sense of these
words, the "moral” froud becomes immedintely apparent.
DUTY is DERBIT (DEVOIR c'est DETTE), a perfectly
christinn potion of a debt that man has never finished
repaying. This duty which profits first of all those who
hold obligations is itself called OBLIGATION. Its fulfil-
ment, according to the moral handbooks, confers o
VALUE vpon the subject. (The word value is one which
occurs most frequently in such works, more frequently
than the word GOOD). One has only to pul the words
obligation, value and good in the plural, and it becomes
immediately evident what it is all about. One might also
add ment (from & greek word meaning share) and
observe, incidentally, that ENRICHMENT and REAL-
15E, taken naturally in their “spiritual” sense, aré favour-
ite expressions of the professors of official morality.
Certain others, which are opénly military (hierarchy, sanc-
tion ete.) are also features of a humble attitude of zealous
obedience to the strictly financial swearwords, If the

Vissa andra, direkt militdra uttryck (hierarki, sanktion
elc.) intar ocksa en Gdmjuk hallning av fjdskig lydnad
gentemot de rent finansiella grovheterna. Om handbéc-
kernas teorier ratteligen strider mot borgerlig praxis
(tankandet ar har lika med den verkliga, omkastade bil-
den av varandet), s& aterspeglas ocksd denna hégst
kristna dubbelhet pa ett hAmnande satt | dessa ord med
ivd mycket exakia betydelser varav den ena belyser
den andra. Inte ens de yvigaste "filosofer” lyckas Gver-
skyla dessa begrepp som sa uppenbart “TJANAR EN
OHYGGLIG INDUSTRIELL OCH MILITAR UTSUGNING'.

I den civiliserade mentaliteten forutsétter baskatego-
rien “varde eller “rikedom”, d.v. 5. det som Ags, som
korrelat baskategorin “den person som &ger detta varde
eller denna rikedom". | Frankrike, till exampel, finns det
ingenting om vilket man inte kan stalla den ofrankomli-
ga, larviiga och heliga fragan ''vem tillhér det?'’. Inte ens
samvetel uppfattas ndgonsin som annat &n en dgodel,
| bocker och publikationer av olika slag talas stéandigt
om den-och-dens tankar, om andan hos den-och-den
Individen, nationen, yrkesgruppen, familjen eller land-
skapet. Jag atar mig har — {6r det ar hér det skall géras
— att 8n en gang upprepa foljande pastaenden: Den
som skriver uttrycker inte sina egna tankar utan tanken
sjdlv, d.v.s. det som &r tdnkt och det dr bara som en
myckat tillfallig vird han hyser den inom sig. Tanken
gom genomilar mig kan pa intet satt betraktas som min.
Den kommer Lill mig fran Icke-mig, den har samma
bruksvarde for alla. Individualismens mest sansade ut-
tryck star att finna | det beromda "cogito™ {f5tt av krist-
na fordldrar), dér Descartes som grundat den franska
borgerlighetens filosofi placerar jaget fére tanken och
tanken fore varandet. Som en jamfdrelse vill jag anfdra
Arthur Rimbauds uttalande: "Det &r fel ait siga jag tén-
ker, man borde siiga man tdnker mig.” (Den ande som
ar instangd 1 et sa eldndigt féngelse forrutinar; och
denna férruttnelse dr — | en eller annan form — gud).
For den civiliserade individen ar det aldrig fraga om
annat an att HA. Och allt som jaget har, maste det ta
frén andra. Darfor maste [aget vara den starkaste, d. v. 5,
det maste forsdkra sig om att dess person, férvisso god-
tyckligt abstrakt, ar Gverldgsen alla andra. Den civilise-
rade manniskans mal — tecknat pa hennes framgang i
varlden (f. 6. ett obegripligt uttryck), ar, objektivt sett, att
utifrdn patvinga andra varelser sina egna granser. Indi-
vidualism, nationalism, imperialism, kolonialism etc. "Var

IHustration utan bildtext ur "La révolution
surréaliste™. 1925,
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theories of the handbooks are deservedly contrasted with
bourgeois practice (the thought here is the real inverted
image of the being) this most christian duplicity s re-
flected vengefully in these wornds which have two very
precise meanings, one illustrating the other. The woolliest
"philosophers” clothe wvery imperfectly these notions,
which are visibly "IN THE SERVICE OF THE MOST
MONSTROUS INDUSTRIAL AND MILITARY EX-
PLOITATIONS".

In the civilized mentality the basic category of value
or wealth, ie. whal is possessed, supposes correlatively
the basic category of the person who possesses that value
or wealth, In France, for example, there is porhing about
which the indispensable, ignoble, sacramental gquestion
"who does it belong to?” cannot be asked. Even conscien-
ce 15 never conceived except as the property of a subject,
Books and publications of all kinds invariably speak of
the thoughts of Mr. So-and-So, of the spirit of such and
such an individual, nation, corporation, family or land-
scape, 1 shall take it upon myself, for that is their place,
to go once more here over the following propositions: a
writer does not express his own thoughts, but thought
irself, which ix ro say thar which is thought, to which he
cian consider himself nothing more than the very provi-
sional frosr. Thooghts which pass through me can in no
measure be considered mine. They come fo mie from
non-me and are treated by people as commonplace values,
The most tranguil expression of individualism is to be
found in the celebrated "cogito™ (born of christian parents)
wherein Descartes, founding the philosophy of the French
bourgecisie, places the I before the thought, the thought
before the being. By contrast, the declaration of Arthur
Rimbaud: “ft is folse to sav I think, one should rather say
[ am thought. (The mind, imprisoned in such miserable
limits, putrifies; and this putrefaction is, in ong form or
another, god). For the civilized individual, all that matt-
ers is TO HAVE., And what the I has must be taken by
it from others. He must therefore be the strongest, thot
is, he must make sure that his person, arbitrarily abstract
in fact, is superior to the rest. The aim of the civilized
person — the sign of his success in the world (an in-
comprehensible expression anyway) is objectively, to im-
pose from outside his own limits on other people. Indivi-
dualism, nationalism, imperialism, colonialism, ete. "Cur
civilization, writes M, René (Manuel de Sociologie, p. 397)
may he described as the sum-tetal of those valies which

Uneaptioned illustration from
"La révolution surréaliste™, 1925,




civilisation”, skriver René Hubert [(Manuel de Socio-
logie, sid, 397) kan karakteriseras som summan av de
viirden som kan l&nkas | abstrakta termer och FOLJ-
AKTLIGEM ANVANDAS PA DEN MANSKLIGA RASEN |
SIN HELHET", Undersirykningen av detta iImperialistiska
katekesbud ar min egen.

Galningen som Inte l&ngre kan Iinjaga respekt och som
inte langre kan anpassa sig till verkligheten ar bland da
civiliserade ett offer {ér tabufdresialiningar som sociolo-
garna sdkerligen inte har studerat med samma iver som
de tabu som skyddar honom bland vissa infédingsfolk
och som U &r de vidrigaste och mest avskyvirda man
overhuvudiaget kan tanka sig. Vad poeterna betraffar,
g8 gor de civiliserade folken livet svart 16r dem och ut-
talar sig med storsta reservation om deras verk, far aftl
sedan, nar de val ar ddda, borja studera dem.
kg

Surrealismen som ar en dialektisk fortséttning pad Dada
har fart poesin tlll granstrakter dar den inte ldngre till-
hir litteraturen, Driven till diktens yitersta grins aterstér
for poesin ingenting annat &n att ta spranget. | dag kan
dess litterdra form fortfarande forklaras av antipoetiska
sociala villkor som inte slutgiltigt kommer att utpldnas
farrdn nagon lid efter den kommunistiska revolutionens
seger | global skala, Surrealisterna bereder vag far den
“Gvergang fran kvalitet till kvantitet” som Tzara talar om
och som har det klasslosa samhallet som ett nddvandigt
villkor. Danna dvergang innebér att poesin upphdr att
vara form for att | stallet bli innehall. En grupp ménni-
skor varslar om poesiens underbara atervandande till
kdllorna; i stallet for att uttrycka vérlden kommer den
att delta | varlden. Poesin som fGrmekas av det kapita-
listiska samhéllet kommer att ulnyltja alla de medel till
kommunikation ménniskor emellan som denna civilisa-
tion har utvecklat. Det styrda tankandet, vetenskap och
industri kan tjana som befordringsmedel fér drémmen.
"Fardelningen”, sager Engels (Anti-Dohring 1I, sid. 102)
“"kommer | den man dan leds av rent ekonomiska &ver-
vaganden att genomfdras | enlighet med produktlionens
intressen, och det som mest kommer att gynna produk-
lionen ar ett fordelningssatt som tillater alla medlemmar
I samhéllet att utveckla, bevara och uléva sina farmagor
s mycket som mojligt | alla bemarkelser.” Och Laulréa-
mont tilldgger: "Poesin maste géras av alla, inte av en."
D& medel som later oss komma i besitining av de kon-
troller som Astadkommer foréndringar &r okéinda. Man
Kan bara fastsla den dialektiska nodvandigheten av de-
ras framstélining. Surrealismens dialekliska framatskri-
dande maste bestd | att Gvervinna det avstdnd som
skiljer ordet fran det faktiska innehallet | det som det
representerar, Del &r allisd frAga om att dialektiskt &ter-
uppfinna det magiska, genom att anvinda de resuliat
som uppnatts under en epok som fornekade magin. Poe-
ten kan salunda se sig sjilv som en tekniker for over-
gangen fran ord till varid. Ingen far emellertid kdnna sig
lugnad av dessa betraktelser Gver poesin, ty surrealis-
terna agnar en allt stirre del av sin tid &t ett synner-
ligan malinriktat tinkande — revolutiondr teori och pro-
paganda — =& langt har vi hunnit | dag. Men det som
poeten var, kommer senare magikern som fdrgor drom-
men att vara; en magiker i en vérld dér det daliga sam-
valat — det moraliska samvetet (som "verkar néra be-
sldkial med Angesten", som Freud helt diskret uttrycker
dat | "Totem und Tabu”, sid. 993) har absorberats, dir
lustprincipen identifieras med verklighelsprincipen och
det rationella med det verkliga | en absolut férening.
Moralen uppsiukar psykologin, poesin uppslukar versen,
handlingen uppsiukar individen, ménniskan uppslukar
laget, virlden slukar tingen. Men de skimrande viigarna
fdr vidare sin eviga diamant.

may e thought of in abxirac: termx o and CONSE-
QUENTLY APPLIED TO THE HUMAN RACE AS
A WHOLE", The underlining of this piece of imperialist
catechism i1s my own,

aaw
The madman who can no {onger command respect, who
can no longer come to terms with reality, is o victim,
among civilized peoples, of taboos which have certainly
not been studied by sociolopists just a8 those which pro-
tect him among certain native peoples, and which are the
vilest and most repugnant that one can imagine. As for
the poets, the civilized peoples start by making life very
difficult for them, by making the greafest reservalions
a5 to the value of their works, then, when it is certain
that they are dead they are studied.

e
Surrealism, providing dialectic continuity for Dada, led
poetry to reaches where it no longer belonged to litera-
ture. Perched at the extreme limit of the poem, poetry
has now only to jump. Even today, its literary form may
still be explained by anti-poetic social conditions, which
will not uitimately be stamped out until some time after
the wvictory of the communist revolution on a global
scale, The surrealisis are preparing the ground for the
"transition from qoality to guantity” mentioned by Tzara,
for which one of the essential prerequisites is a classless
society, This transition will mean that poetry will cease
to be form and become matter. A group of men predict
the formidable return of poetry to its sources, from
expression of the world to participation in the world.
Poetry, denied by capitalist civilization, will take adwvant-
age of all the means of communication from man to man
evolved by this civilizatin, The directed thought, science
and industry, might serve as a vehicle for dream. "Re-
distribution, says Engels (Anri-Dudreing 11, p. 102), in so
far as it will be governed by purely cconomical consider-
ations, will be carmed out according to the interesis of
production, and production will most successfully be
promoted by f method of redistribution permitting all
members of society to develop, maintain and exercise
their faculties to the utmost capacity and in all direc-
tions.” And Lautréamont adds: "Poetry must be made
by all, not by one.” The means by which we shall gain
possession of the controls governing chonges of stafe are
unknown. One can but affirm the dialectic necessity for
their production, The dialectic progress of surrealism
must consist in forcing the distance which separates the
word from: the actual matter of its representation. What
this means 15, a dialectic reinvention of magic, by means
of @ utilisation of the results of an ern which has denied
magic. The poet might thus see himself a5 a technician
of the transition from word to world. But let no one be
reassured by these thoughts on poetry, for the surrealists
are consecrating a greater share of their time to the most
directed of thoughts — revelutionary theory and pro-
paganda — so much for the present. But what formerly
was the poet, will later become the magician who liberat-
es the dream, magician of a world in which the bad
conscience — rhe moral conscience (wich, says Freud
discreetely in Totem et Tabow, p. 933, "shows a great
affinity 1o anxiety”) has been reabsorbed, in which the
principle of pleasure is identified with the principle of
reality, the rational with the real, in an absolute marriage.
Morality corrodes psychology, poetry corrodes verse, acts
awallow up individuals, man engulfs the I, the world
engtlfs things. But the clear courses ferry onwards their
continuons - diamond.
English translation by Hal Suicliffe.
(J-M. Monnerot: Le surréalisme au service de la
révolution, N:o 5—6, 1931)

Revolutiocnen och vardagslivet

r

Stillbilder ur “Fyra fracka fripassagerare”. Broderna Marx.

The revolution and everyday life

y |

Stills from "Monkey Business™, Marx Brothers,




Paris: Maj 1968

Den nya sensibiliteten bryter fram
Den radikalt utopiska karaktaren hos deras Kray over-
traffar till stor del de hypoteser som framférs hér; och
anda utvecklades och formulerades dessa krav under
sjalva handlingsférioppet; de ar ett uttryck for konkret
politisk praxis. Aktivisterna har diskvalificerat begreppet
‘utopl” — de har forkastat en oriktig ideclogi. Vare sig
deras aktion var en revolt eller en ofullgangen revolu-
tion utgor den en vandpunkli. MNar de proklamerar den
“permanenta utmaningen’ (la contestation permaneante),
den "kontinuerliga utbildningen'’, det stora Avstandsta-
gandet, kdnner de igen det sociala fortryckets pragel
aven | den traditionella kulturens mest sublima manifes-
tationer; och | de tekniska framslegens mest idgonfal-
lande resultat. De har ater uppvickt ett spoke (och
denna gang ett spike som hemsoker inte bara borgar-
klassen utan alla exploaterade byrakratier): spoket av
en revolution som underordnar utvecklingen av produk-
tivkrafterna- och den hbgre levnadsstandarden under
kKraven pa att skapa solidaritet med den manskliga ar-
ten, att avskaffa faltigdom och elande bortom alla na-
tionella granser och intressesfdrer, att uppna fred. Med
ett ord: de har brutit ut idén om revolution ur den kon-
tinuarliga repressionen och satt in den i dess autentiska
dimension: frineten

De unga aktivisterna vet eller Kanner att det hell en-
kelt &r deras liv som star pa spel, deras liv som méansk-
llga varelser, som blivit en leksak | handerna pa politi-
ker, direktGrer och generaler: Rebellerna vill ridda det
undan dessa hander och gora det vart att leva: de &ar
medvaina om att detta idag fortfarande &r majligt, och
atl uppnaandet av detta mal nodvandiggor en kamp som
inte langre kan foras med reglerna hos en pseudo-
demokratl | en Fri Orwellsk Vérid. Dem tilldgnar jag
denna bok
(H. Marcuse: An essay on liberation. London 1969,)

T B

Paris: May 1968

The New Sensibility Explodes

The radical otopian character of their demands far sur
passes the hypotheses of my essay; and vet, these de-
mands were developed ind formulated in the course of
action itself; they are expressions  of concrete political
practice, The militants have invalidated the concept of
"utopin”™ — they have denounced a vicious ideology,
Nomatter whether their action was o revolt or an abortive
revolution, it is a4 tuming point. In proclaiming the
"permanent challenge™ (la contestation permanente), the
"permanent education,” the Greal Refusal, they recognize
the mark of social repression, even in the most sublime
manifestations of traditional culture, even in the most
spectacular manifestations of technical progress. They
have again roised o specter (and this time o specter which
haunts not only the bourgeoisie but all exploitative
bureancracies): the specter of a revolution which sub-
ordinates the development of productive forces and high
er standards of living to the requirements of crealing
solidarity for the human species;, for abolishing poverty
and misery beyond all national frontiers and spheres of
interest, for the attainment of peace, In one word: they
have taken the idea of revolution out of the continuum
of repression and placed it into its authentic dimension:
that of liberation.

I'he young militants know or sense that what is at stake
is simply their life, the life of human beings which has
become a plaything in the hands of politicians and ma-
napgers and generals. The rebels want to lake il out of
these hands and make it worth living; they realize that
this is still possible today, and that the attainment of this
goal necessitates a struggle which can no longer be
contaned by the miles and regulations of a pseudo-
democracy in a Free Orwellian Waorld
(H, Marcuse: An essay on liberation. London, 1969.)

Paris. Maj 1968
Paris, May 1968,

Paris maj 1968
"Gatorna har blivit politiserade — detta faktum visar pa det
politiska tomrum som rader inom de félt som beh&rskas av
experterna.”

(Lefebvre)

Ett forsok till revolution, riktad lika mycket mot byrakratin
och bristen pa engagemang som mot Iénestrukturen. En re-
volt som visade hur sarbar den moderna staten och dess
férsvarsmekanismer &r. En revolt som avsldjade det ovénta-
de infiytandet fran de radikalaste konstnérliga experimenten
i detta arhundrade. Ett inflytande som man | allménhet inte
anade att det existerade och som &r s& helt olika de stilis-
tiska influenser som sa ofta har dirigerats om for att hjalpa
kapitalismen att sélja sina varor. Inskriptioner var det me-
dium som revolutionen anvénde for att sélja sina férhopp-
ningar.

Paris May 1968
*The streets have become politicized — this fact points up the

political void prevailing in the specialized areas.”

(Lefebvre)
An attempted revolution directed as much against bureaucracy
and non-participation as against wage structure. An upheavel
which revealed the frailty of the modern State and it’s defence
mechanisms. An upheaval- which revealed the unexpected in-
fluence of the most radical artistic ventures of this century. An
influence not generally realized to exist, and uviterly different from
those stylistic influences which have so often been redirected in
order to help Capitalism sell its goods. Graffitti was the media
through which the revolution sold it’s hopes.




kan dlskar tinget Man makes love with things,

Féremadl, gém dig. — Ba| dig ner och beta Object, hide. — Bow down and graze
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Under stenlaggningen, sandstranden Under the paving-stones, the beach

Jag ejakulerar med galstenarna.

I revel in the paving-stones.
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4 o, . Den vackraste skulpturen ir gatstenarna, de tunga The most beautiful sculpture is the sandstone
i e e . 5 . kubiska stenarna, stenarna som man kastar pa paving-stone, the heavy, cubic paving-slone,
= snutens kaft, the paving-stone you can throw at the mugs of the police.

Barrikaderna. Paris. Maj 1968 The barricades, Paris, May 1968,
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Jag tar mina onskningar fér verkliga for jag tror pa det I
varkliga | mina dnskningar I

tal
believe in the reality of my desires,

ke my desires for reality becaunse
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.ﬁ.tl leva — utan nagon déd tid
att njuta hémningslost.

Detta ar det utopiska begreppet om socialismen, som
tar i betraktande frihetens insteg | nédvéndighetens rike,
och féreningen mellan nodvandigl orsakssammanhang
och orsakssammanhang av frihet, Det férsta skulle be-
tyda att man gér fran Marx till Fourier; det andra fran
raalism till surrealism.

Ett utopiskt begrepp? Det har varit den stora, verkliga
dverskridande kraften, "I'idée neuve™ | det f6rsta mékti-
ga upprorel mot hela det existerande samhaéllet, uppro-
ret for den totala omvérderingen av de accepterade
vardena, for kvalitativt annorlunda levnadssétt: majre-
volten | Frankrike. Da affischer och véggtidningar som
gjordes av "de unga arga" forenade Karl Marx med
André Breton; parollen "fantasin till makten" gick val
ihop med "kommittéer (sovjeter) dverallt”; pianot med
|azzmusikern stod mellan barrikaderna; den roda flag-
gan passade bra pa statyn av forfattaren till "Samhallets
olycksbarn" (Hugo); och strejkande studenter i Toulouse
krévde aterupplivandet av albigensiskan, trubadurernas
sprak. Den nya sensibiliteten har blivit en politisk kraft,
Den gar tvirs Gver fronten mellan den kapitalistiska och
kommunistiska vérlden; den ér smittsam darfor alt atmo-
sfaren, klimatet | de etablerade samhéllena f&r smittim-
net vidarae,

(H. Marcuse: An essay on liberation. London 1963.)
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Live without dead time
play without fetters.

This is the utopian concept of socialism which envisages
the ingression of freedom into the realm of necessity,
and the union between cavsality by neceszity and causali-
ty by freedom. The first would mean passing from Marx
to Fourier; the second from realism to surrealism.

A utopinn conception? It has been the great, real, tran-
scending force, the "idée newve” in the first powerful
rebellion against the whole of the existing society, the
rebellion for the total transvaluation of values, for quali-
tatively different ways of life: the May rebellion in
France, The graffiti of the "jeunesse en colére” joined
Karl Marx and André Breton; the slogan "Fimagination
au pouvoir” went well with "les comités (sovieix) par-
four”; the piano with the jazz playver stood well between
the barricades; the red flag well fitted the statue of the
author of "Les Misérables™; and striking students in Tou-
louse demanded the revival of the language of the Trou-
badours, the Albigensians, The new sensibility has be-
come @ political force. It crosses the frontier between the
capitalist and the communist orbit; it s contagious be-
cause the atmosphere, the climate of the established socie-
ties, carries the virus.

(H. Marcuse: An essay on liberation, London, 1969.)
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from Jay Leyda: Kino, London, 1960,

"NMew" monuments

from R. Fiilop-Miller: The mind and face of
Bolshevism, London, 1927,

Novy Lef: Vertov and the Factograph

Manifesto; Ten, from Novy Lef, 1928,

Art destroyed by art

from M. Seton: Sergei M. Eisenstein, New York, 1960,
Principles of "Kino-Eye™

from Dziga Vertov: Conférences sur le Ciné-(Eil, 1925,
Man with a Movie Camera

from Jay Leyda: Kino, London, 1960.

El Lissitzky: From Suprematism
to Constructivism

New Suprematist planet

from EI Lissitzky: Suprematism in World
Construction, 1920,

The revolutionary "Object™

from El Lissitzky: The blockade of Russia moves
towards its end, 1922,

The electro library, from El Lissitzky: Our book. 1926/7.
Mechanomanic architecture

from El Lissitzky: Architecture in the USSR, 1925,

Letatlin

The air-bicycle: counterpart to technology
from Viadimir Tatlin, Exhibition catalogue,
Moderna Museet, Stockholm, 1968,

Malevich’s death

Triumph of Suprematism
from The Inner and the Outer Space, exhibition
catalogue, Moderna Museet, Stockholm, 1963,

Dada on the streets of Paris

Dada’s new orientation
from M. Sanouillet: Dada & Paris, Paris, 1965,

The Barrés Trial, handbill, 1921.

The surrealist revolution

The meaning of "La révolution surréaliste”

from André Breton: Entretiens, Paris, 1962,
Declaration of 27th January 1925

from M. Nadeau: Histoire du Surréalisme, Paris 1948,
The Surrealist Central

from M. Nadeau: The history of surrealism,

London, 1968,

Transforming Paris

On certain possibilities for the irrational
embellishment of a town

from Le surréalisme au service de la révolution, 1933,
(Collages by Stuart Wise)

The surrealist object

from André Breton: Crise de I'objel, Cahiers d’art, 1936,
Bufiuel and "L*Age d'or”, from L'Age d'or, Paris, 1931,
The last crusade of the spirit

from L. Aragon: Le Paysan de Paris, Paris, 1926,
The surrealist critique

from J. M. Monnerot: Le Surréalisme an service

de la révolution, 1933,

Paris: May 1968

The MNew Sensibility explodes
from H., Marcuse: An essay on liberation, London, 1968,
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