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The general leerary canans of Geong Lukios aee by now redanivedy well-
krtown bn the English-speaking world. Transk tions of his nuast ingportanst
theoretical cssays of the thirties have sill, however, W be published.
It was during this decade thar Lukics, having abandoned polirical
responsibitities in the Hungarian Communist Party, wrened 1o aesthetic
writings and gradually acquired @ commanding position as 2 uricic
within the ranks of the German literary left. [is debut in this rode cocurred
in the Third Period phase of the Comintern, as 2 coneributor to Finds-
Furve, the ofpan of the Buwd Prelevarisch-Revolutiondrer Schrefisielier
(BPR3} ot Asseciation of Proletarian Revolutionary Writers, created by
the KPD in Jate 1928 Laikdiss first distinguished bimself in Linksbnree
by moerdant artacks on novels by Wil Bredel, 3 worker-writer who lad
been a turner in the engineering melustry, and Frnse Orewalt, 3 cloge
essociate and collaborator of Dreche, for what he alleged was the sub-
stitution of journahsric *reportage’ for classical *creation of characters”
in their Aetion® Brecht himselt, rogether with the Soviel writer Tret-
yaiov, was expressly Hoked to the negative trend exemplified by these
writers, and his conceprion of an objectivist “and-aristotebisn’ theatre
repudiated. After the Nal sereure of pawer in Germany, and the switch,
of the Third Internatignal to Popular Front policies against Fascism,
Lukdcs’s [iterary views became increasingly influential in the official
organs of the German Communist emigration, where they could be used
as an acsthetic counterpoing to political artacks on ‘leftism’ within the
intelligentsia and the workers' movement? In exile, Lukdes™s mext

' See “Wilh Bredels Remane' in L mavemier 1931, ard Beportage oder
Gestulteng ¥ Kritische Hereerkengen ankisslich vines Ronans von Orawall’ in Lisbsboroe,
July-Augus! P32, Tullawel by a rephe b Onwals amd o enseclading rejsisder by Lukics in
subscgaenn issues. U8lwabl coscripued the Bl Audle F-emege with Brecl s che sane AT

* Sinve the Second Worbé War, it has ofen Beon adleged char Lukics's criteal siews can
be scen essentialiy as a culleral usrilictin, rivateve uf he Popular Frone. 1)

1here
al as such, it is amplaically oo

15 ner loubr thar chey seees w0 be politekly imsiramenrs

i
H
i

Lo,

Fresertavion 14 6f

tirger was the legacy of expressionism in German literarure, which he
vigorously befaboured in the journal faternationale Literatur in January
954, in an exsay entitled *Grosse und Ferfali des Expressionfsmus’. Brecht,
like mwany weher German writers of his generation, had of course searted
his varesr s a para-cxpressionist himself, in his plays of the earl
taenties. Lukdcs had thus assailed, in reverse arder, bath the swo main
phwses o his own artiste develspmenn, Twa vears later, Lukaes [ruin-
lished Tis richest and wiost seminal essav of the period. Fraiblen odor
feschresben?. | this 1ext, he sl out the main categorics and principles

of the doctrine of lterary redliso: thar he was 1o maintain G the rest ol

his 1ilc: the redterated aneinhs bweete paturalism sand reslism, she
notion e the tepical charactier as s sexis of the social and indivadeal, e
rejection of beth exterml reportage and imternal psyehologism, the dis-
inction between passise Jescn plecn andgd sictive rarrative, the exeolmem
af Haleac and Tolstoy as classica) models (or the centemporary novel.
‘FThose nraders artists whe tgnored or contravened these cegulat v nor
of [iterary creation were msistenthy pillorsed for Tormalism’ be Pukics

lreche, the greatest Geeman wiiter o bave emerged 1 the Weimar

epmch. and a feflow Marxise, cvidently came o feel an increasing pressure
and isolatian as Lukics's preceps, sbly articulated in the USSR i
iwhere Pukies hod moved in 1933) and seconded by Sesser associares
like Kuretla, acquieed more and more official autherin within the
amivence of the Comntern. Beniamin, recording his conversatians with
Brecht in enmark in 1935, noted : “The publications of Lulacs, kurelly
et wdare giving Breche o good deal of 1rouble’ Nonminally, Bresh was

the

1ie v : v pasd faen adapration of ciomy an ks « o
U the: condraey, having absmdond politicd for llerary wark i 1929 precisely heeause ol
R uppesitnn g the seegarian policies of thw Third Period, he anteeipaied Papular 1o
artcattationg in fis new Bedd By oac least thees vears, This was sarnduxiclle s
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Feyght of the KIPFLFs rabid campsigns agains “social-Fascism', becruse of the pr
1950 of Heime Nevmann and W il Munzenberg, whe soughr s use the vl ApparaLus
of 1w prarey mere lesibly chas i niainline Istraters warranied, and covered [ubiics's
linzrar flanks in Linkibarce, (Por the cumplex history of das conjunciune i the BPRS,
Flelgn Galles, Marrivasche foterat we-thearne, Neuwied Berln 1971, ipo pp- Al GE 9 Mim
Alter the N azi seicure of power, Lukdes™s mrack on expressionism still predated the adoprion
of the Popahir Fremt wen by some montlis. Fhe advent ol the new Py o nad - 1934
whick dinally synchreniaal Bukdvs's evolition with thas ol the Camianern, a0 meast afeoed
the tctical trimnmings of his pranceneenents, The sebsrance ot his avstheric prsitians fud
Been arrivet a1 by an oniginak ol independent route much earlice.

" e oo, *Conversatings wath Breche', b 95, 10 should by remembered, in asses
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himself one of the three co-editors of the emigré front journal Das Wor,
published in Moscow between 1936 and 1939; his two colleagues being
Witli Bredel and Leon Feuchtwanger. In fact, his name was used for
prestige reasans on the mast-head, and be had no say in its policy frem
his own exile in Svendborg. During 1938 however, besides giving vent
1o his feelings in violent objurgations in his private diaries, he wrow 2
sertes of irenchant and sardonic countec-attacks against Lukdes, designed
as public mterventions in Des Hort - where a major debate was mean-
while still raging over the issue of expressionism, whose merits had been
defended by, among athers, Ernst Bloch and Hanns Eisler. The four
most important of these texes writeen by Brechr, encitled respectively
Die Essays von Georg Lackies (1), Gber den fovmalistizchen Charabter der
Realismusthearie (11}, Bermevkungen zu einom Aufearz (FI, and Falk-
stiinpdechbeir amd Realiomuws (1V), are translaced below. MNone of them
were ever published in Pras Wors, or anywhere else, in Brechn's life-tGme.
Whether Brech: submitred them 1o Das Wors in Moscow and they were
rejected, or whether his own characteristic tzcrical prudence dissuaded
him from ever sending them, still remains unclear, Benjamin, 10 whom
he read some of the texts, reports that: *He asked my advice whether to
publish them. As, at the same time, he told me that Lukdcs's position
“over there’ is at the moment very strong, 1 10ld him [ could offer no
advice. “"There are questions of power involved. You ought o get the
opinion of semeone from over there, You've got friends there havent
yu*" — Breche: “Actually, no, | haven't. Neither have the Muscavites
themuelves — like the dead ™' At the height of che Grear Terror, Brecht
my well have himsell” decided zgainst any redezse of these articles. In
the event, ehey ficse came to light in 1967, wilb tw posthumous puebli-
cation of Subrkamp Verlag's edition of his Schrifien s Kaws wnd
fareratur in West Germany.

Brechr’s polemic against Lukdes, while avoiding overly frequent invo-
cations of his name afrer the first text, was in oo way defensive in wone.
(ha the centrary, it was caustic and aggressive, mustering 2 wide range
of arguements designed to demolsh the whele wnor of Lukdcs's aesthetic
To stant with, Brecht fastened on the mamifest contradiction between
Lukdess view of the great Furopesn realists of che 19 century as
essenially bourgeois writers, and his clsim that their Hrerary achieve-
ments shoutd serve a5 4 guide to proletarian or soctabist writess in the
2th century: for if the novels of Baizac or Tolstoy were determing e

* See below, pp. 97--8.
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products of 4 particular phase of class history, now Mcﬁmqmanm, honw
could any Marxist argue that the principles of their hetion could ._u.n.
recreated in a subsequent phase of history, dominated by the .mﬁz._mw__ﬂ of
another and antagonistic class? The social reality of _nmw:uu_m:... had
undergane vadical modifications in the 20ch century, and ﬂnnnmmm_.g:_ e
longer produced historical forms of individuality of the mm.mpn_mﬁ ot
Tolstevan type — hence to refurhish such figures in new n@sm_:a__ﬁ
would actually be a signal flight feoem realism. The positien of women in
the contemporary LSA, lor example, let alone the Cmmﬂ_ structurally
precluded the peculiar pattern of conflicting ?,.mm.,c_s.m J,E.ﬂ._ of wpr“mn.
Conversely, where Lukics charged 'modernist’ writing with formalism
because of its use of such fragmented rechniques as interior monolegue
oF nontage, # was actuaily Lukdcs himsell who bad m..:nm, inte a defuded
and timctess formalism, by attempting te dedues norms for prose purely
irom literary readitions, withowt regard for the historical reality that
encompasses and transforms all Literature in its own processes of change.
True realisin, of which Brecht considered himself 10 he a .mﬁzaor
champion and practitioner; was not merely an acsthetic aE.:k it was 2
political and philosophical visien of the world and the material struggles
that divided i, At the same time, Brecht poirited oud the extremely
narrow range of fiterature in terms of which Lukdes's theory was con-
structed, even within the aesthetic Reld irself — s overwhelming pre-
oceupation wath the novel, 1o the exclusion of poetry or ,__ma_m. The
omitied genres were, of course, those in which Brecht E:.Hmm.m excelled.
More generally, many of the mest radical innovatdions within German
culture after 1918 had heen first developed in the theatre. Brecht stressed
the indispensabie need tor experimentation in the arts, and the necessary
freedom of the artist o be allowed to fail, of only partially to mumﬂa&m
as the price of the invention of new aesthetic devices in any :mdm:,o:mw
epoch of history. Interior menologue, montage, or mixture of genres
within a single work were all permissibie and fruitful, so lopg as ﬁ.r.mu__
were disciplined by & watchful truthfulness to social reality. Fenility
of rechmique was not the mark of a ‘mechanical’ improverishment H.Hm art,
but a sign of cnergy and liberty. The fear thar technical novelties as
such tended to render warks of art alien or incomprehensible 1o the
masses, moreover, was a fundamental ervor. Tartly reminding Lukdcs
that working-class readers might often find notable ?__m:ma:.d.: the
leisurely parratives of Halzac or Tolstoy, Brech _E_:__rﬁ his own
experience 45 a plavweight as evidence that proletarian audiences and
participants weleomed experimental awdacity on the stage, and were
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generons rather than censorious twwards artistic excesses, where these
were committed. By contrast, any fixed or inherited concept of "popular
art' (Folkstmdickkeity was contaminated by noioriously reactiomary
iraditions, especially in Germany. To reach the exploited classes in the
tempestuous era of their final struggle with their exploiters, art had tw
change together with their own revolutionary change of the world and
of themselves,

The legitirmacy and stringeney of Brecht's viposte te Lukics i the
oblique polemic between the 1w, wre plain and tonic. Brecht's positions
have, in fact, won very wide assent en the Marxist Left in West Germany
since the recent publication of his texts, on the eve of the polirical rebirth
of 1968 Few critigues of Lukics's aesthelic theory have been so tersely
effective in their ¢wn terms. Brecht’s diagnosis of the insurmeuntable
anomabics and contradictiens of his adversary’s recommendations for
contemporary art remains frgely wnenswerable. Moreover, perhaps no
other Marxist wrirer has defended {and Hluserared) so forcefully — becanse
saberly - the basic necessity for constant freedom of artistic experiment
in the socialist movement. The intensity of Brecht's feelings shout the
dangers 0 his own work latent in the generic strictures of Lukics and
his colleagues in Moscow againse formatism, can be judged from his
outburst to Benjamin: *They are, to put it bluntly, enemies of production,
Production makes them uncomfortable. You never know where you are
with production; preduction is the unforesceable. You never know
what's going to come put. And they themselves dan't wanr 1o produce.
They want o play the apparaichik and exercise contrei over other
prople. Every one of stheir criticisns containg a theeat.'* This reaction
of the artist to the critic, a5 practioner to spectator, confers much of jes
strength on Brecht’s case. At the same pme, it also indicates s limita~
tions as a negative fin de nom recevoir. For while Breehr was abe o single
out the weaknesses and paradoxes of Lukices's lherary theory, he was
not capable of advancing any positive alterpative to it, on the sanic plane,
For all its narrowness and rigidity, Lukdcs’s work ropresented a real

_attempt to construct a gystematic Marxist account of the hiszorical

development of European literature from the Enlightenment onwards.
The precepts for 20th-century art with which it concluded were often
nostalgic or reirograde; bur apalyticaliy it was far more serious o ils
attention to the past, as the precondition of the present, than anything
Brecht was to assay. Brechuan sesthelic maxims always remained pro-

* Below, p. 97,
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gramme notes for his own preductions. A remarkable achievement in its
vwn way, even his doctrine of the theatre was essentially an expeditious
apology for his particular practice, ratker than a genuine explanatory
typology of wniversal drama. Brecht's precepts were far more eman-
ciptted than those of Lukdes, but his theoretical reach was much
shallower, The great viees of Lukics’s system were its consistent Euro-
pocentrism, and dts arbitrary selectivity within the diverse strands of
European lirerature itself - in orher words, it suffered from too lnde
history. Brecht was not in 2 position to correet these defects: his awn
attitude to the European past was at best empirical and eclectic {random
borrowings, rather than repressive traditions), while his sporadic en-
thusiase for Asian cultures was superficial and mythopoeic® Tendencies
t axe contemporary acsthetic debates within Marxism mo centrally
along the contrast between Brecht and Lukies, such as have currendy
developed in West Germany, overlook certain limits vhat in different
ways they shared. In their own time, Lubdcs’s aversion w Joyee, Brechrs
to Mann, are suggestive of the divisions between them. Buat their com-
mon denunciation of Dostoevsky or Kafka is 2 reminder of the political
and eultural bonds that made them interlocutors 4s well as ansagonists
in the thirties.

This degree of affinity can be seen most cleatly by comparisen with the
twor other outstinding German Marxists conoerned with literature in
the same period, Benjamin and Adorne.” Bath the latter, of course,
assigned pivotal importance o the work of Kafka, not we speak of
Mallarmé or Proust. At the same thme, there s 2 curious synunerry
between che relationships of Denjamin to Adorno and B3reche to Lukics.
With the Nazi consclidation of power, the German emigration had
dispersed in oppoesite directions. By 1938, Lukics was institutionally
installed in the USSR, Adorno was similarly established in ehe USA:
Brecht remained solitary in Denmark, Benjamin in France. The per-
sonal, perbaps political, friendship beeween Brecht and Benjamin was
much closer than their official relationships with Eukdes or Adorne.
Nevertheless, the main intellcctual field of tension for both Ly with
their symbolically distributed correspondents in Moscow and New

® s uncritical eule of she Chinese philosaphers Mo Ui {sce his Such der Wendungeny
and Confucias {to whors he dedicared £ projected play), as repositorics of Griental wisdam,
are examples. Tie virulent campaigns recently orchestraved against Confucius in China case
an ironic light on Breche's predilection for the lacter. Meedless o say, neither aritude
twowards Contucios has anything in common with historical materialism.

?See the imparsant correspondence berwern Adorno and Benjumin, pringed bebaw,
ppe LID-E41
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York, respectively, From each of these capitals, theoreticat challenges
were made 1o the two men, which engaged the whole divectian of their
work, In both cases, the ideological interpellation was not exempt from
institutional pressures, but was never reducible to the latter.® The
organizations] co-ordinates of the Communist movement created a
common space between Lukdcs and Brecht, as the more impalpable
ambience of the Institute of Social Research linked Benjamin so Adorno;
but ultimately Aderno's criticisms of Benjamin and Lukdes’s of Brecht
acquired their force because of their degree of cogency and proximity
of concern to the work at which they were directed. It is noticeable thar
the “Western' debate reproduced the same dual problematic as its
‘Eastern’ counterpart: a dispute over both the art of the historical past
of the 19th cenmary, and the present aims and eondiviens of aesthetic
practice in the 20th century, Consenant with Brecht's desire 1o broaden
Maryist Hterary theory beyond the novel, the prime object of the
Adorno-Benjamin exchange was the poetry of Baudelaire. At the same
time, whereas the clash between Lukdcs and Brecht over contemporary
issues invelved opposed conceptions of what socialist works of art should
be within a framework of declared politieal militancy, the dispute between
Benjamin and Adorno over modern cultural practice had different para-
meters: it was concerned with the refations between ‘avant-garde’ and
‘commercial’ arg under the dominion of capital. The continuity and
inteactability of this prebiem has made &t 2 central focus of sesthetic
controversy on the left ever since, where the coneradiction between
‘high’ and “low’ genres — the ene subjectively progressive and obicctively
elizist, she other obiectively popular and subjectively regressive - has
wever been durably evercome, despite x complex, crippled dialeciic
between the two, Against this history, Brechts art retrospectively
acguires 2 unigue relief. For his theatre represents perhaps the only major
bedy of art produced after the Russian Revolution to be uncompro-
misinglv advanced in form, yet intransigently popular in mtention. The
most important of Brecht’s claims in his palemic with Lukdes was his
assertion that his own plays found a vital resonance within the German
working-class itself. The extent of the validity of this claim needs some
scrutiny. Brecht's biggest successes in the Weimar period — above all,

& The caincidence of daies is sriking. Brecht's remarks o Benjamin sboar ihe implicanons
of Lukdcs's crificisms, cited above, were made an July 1938 Memjarin recervid the faledul
conmments from Adorno on his Bawdelaire study on bis return to Pans 4 few months ke,
in Movember. However, it should always be resmernbered that, altheugh potential sanctinns
lay in the background ef 1heir interventions, nesther Adorne nor Lukdcs were themsebves
st all secure in their own contrasted asylims.

[
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The Threepenny Opers - enjoyed a large bourgeois audience, in ordinary
commercial theatres. His fuller conversion to Marxism post-dated them,
His greatest plays were then written during exite and war without any
contact with a Grerman audience of any kind {Morher Courage: 1939;
Galileo Galiles: 1939; Puntifa: 1941, The Cancasign Chalk Circle: F944-5)
When they were finally staged in East Germany after the War, their
audiences were certainly in the main proletarian, but since altermative
entertainments {to use 2 Brechtian term) were not widely available in
the DDR, the spontancity and reality of working-class responses to the
Berliner Ensemble remain difficuit to estimate. But that the overall
structure of Brechts dramaturgy was always potentially lucid and com-
prehensible o the spectators for whoen it was designed, cannot be
doubted, The magnitude of this achievement is suggested by its wery
solation. After the Second World War, despite a plethora of socialist
writers, no comparable work was produced anywhere in Eviope; while
in the West, the ascent of Beckett {critically consecrated by Adorna) as
a new avatar of “high' art, was actually te provoke Brecht to plan a play
deliberately intended as an antidote to Gads. The fragility of Brecht’s
synthesis, already evidenced in this episode shortly before his death, has
only been confirmed by aesthetic developments since. The collapse of
the cinema of Jean-Luc Godard, in many ways the most brilliant and
ambitious revolutionary artist of the last decade, when it attempted a
political turn and aseesis Aot unlike that effected by Brecht’s theatre in
the thicties, is the most recent and eloguent testimony Lo the implacable
antipomies of cultural inoovation in the imperialise world, Brecht's
example marks a frontier that has not been passed, or even reached

again, by his successors.
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Bertolt Brecht

Against Georg Lukacs

[The Essavs of Georg Lukics]

B

1 have occasionally wondered why certain essays by Georg Lukacs,

althcugh they conmin so much waluable material, severtheless have

something unsatisfying about therm. He starts from a sound principle,
and yet one cannot help fecling that he is somewhat remote from reality.

" He investigates the decline of the bonrgeois novet frem the heights it

occupicd when the bourgeoisic was still a progressive class, However
courteous he is in his treatment of contemporary novelists, i se far as
they follow the example of the classic medels of the bourgeois novel and
write in at Jeast a formally realistic manner, he cannot help secing in
them too 4 pracess of decline. He is quite unable 1o find i them a reakisn
equal to that of the classical novelists in depth, breadth and anack. But
how could they be expected to rise above their class in this respect? They
inevitably testify, ton, to a decay in rthe technigue of the novel. There is
plenty of technical skill; it is merely that rechnique has acquired 2
curious technicality — 2 kind of tyranay if you like. A formalistic quality
insinuates itsell even into realistic types of construction on the classical
model.

Some of the derails here are curious, Even those writers who are
conscious of the fact that capiralism impoverishes, dehumanizes,
mechanizes human beings, and whe fight against it, szem to be part of
the same process of impoverishment: for they tuo, in their writing, appear
ta be Jess concerned with elevating mam, they rush him through events,
treat his inner life as 4 guantité negligeable and so on. They o rationalize,
as it were. They fall into line with the ‘progress’ of physics. They
abandon strict causality and switch to statistical causality, by aban-

64
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doning the individual man as a causal nexus and making statements onky
abour large groups. They even — in their own way — adopt Schrodinger's
uncertainty principle. They deprive the observer of his authority and
erveit aned mobilize the reader against himsell, advancing purely subjec-
tive propositiens, which actually characterize only those who make them
{Gide, Jovee, Dobliny! One can follow Lukics in all these observations
and subseribe to his protests.

But then we come o the positive and constructive postulates of
{.ukdcs's conception. With a wave of his hand he sweeps a way “inhuman’
technigue. He tens back ro our Forefathers and implores their degenerste
descendants 1o emulate them, Are writers confronted by a dehumanized
man? Has his spiritual life been devastated? TIs he driven through
existence At an intolerable pace? Hawve his logical capacities been
weakened? Is the connection berween things na knger s visible?
Writers just have o keep to the O Masiers, produce a rich life of the
spirtt, hold back the pace of events by a slow narrative, bring the indivi-
dual back ro the centre of the stage, and so on. Here specific instructions
dwindle into an indistinet murmur. That his proposals are impracticable
is nbviows. ™Ne one who believes Lukdcs's basic principle to be corseet,
can be surprised at this. ks there no solution then? There is. The new
ascendant class shows it 1t 15 not a way back. B is not Boked ro the good
old days but to the bad new ones. 1t does not mvolve undeing eechniques
but developing them. Man does not become man again by stepping nat
of the masses bur by stepping back mte them. The masses shed their
dehumanization and therchy men become men again - but not the same
men as befare. This i the path that literature must take in outrage when
the masses are beginning to atwract to themselwes everything that is
valuable and human, when they are mobilizing people against the
dehumanization produced by capitalism in its fascist phase. M is the
element of capitulation, of withdrawal, of utopian idealism which stil]
lurks in Luk#cs’s essavs and which he will undoubtedly overcome, that
makes his work, which otherwise contains so much of value, unsatis-
factory; for it gives the impression that what concerns him is enpoyment
rather than strugele, a way of escape rather than an advance.

U Abfred Dablin (1878- 1957} German ngvelist and exponent bath of Expressionism and
Mewe Sachlickberr (MNeo-Objectiviey). His major wock was Berlin Alezanderplasz (1929,
written under the influence of Joyce and Dos Passas,
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On the Formalistic Character of the Theory of
Realism

The lormalistic nature of the theory of realism s demonstrated by the fact
that not only is it exclusively based on the form of a few bourgeois
novels of the previous century (more recent novels are merely cited in
so far as they exemplify the same form}, but alse exclusively on the
particatar genre of the notel. But what about realism in iyric poetry, or
in drama? These are two literary genres which - specially in Germany —
have achieved a high standard.

1 shall continue ina personal vem soas te provide conerete material for
my argument. My activity is, as 1 see it myself, much more diverse than
our theorists of reslism believe. They give a totally one-sided picture of
me. At the present fime I am working on two novels, a play and a collec-
tion of poems. One of the novels is historical and Teguires extensive
research in the Beld of Roman history. [t is satirical. Now the novel is

“the chosen sphere of our theorisis. But I am not being malicious o 1

say that 1 am unable o get the smallest tip from them for my work on
this novel: The Business Affairs of Herr Fuitus Caesar. The procedure,
taken over by 19th century nevelists fromr the drama, of massing all
manner of personal conflicts in lung, expensive drawing-roon $cenes,
s of no use ta me. For harge sections 1 use the diary form. [t has proved
necessary for me 1o change the point of view for other scctions. "The
montage of the points of view of the two fientions authors incorporites
my point of view. ] suppose that this son of thing ought not to have
proved necessary. Somehow it does not fit the intended pattern. Bur this
technigue has proved to be necessary for & firm grasp of reabity, and [
had purely realistic motives in adopting it. My play, on the other hand,
is 2 cycle of scenes which deals with life under the MNazis. So far [ have
written 27 separare scenes. Some of them fir roughly imte the 'realisiic’
pattern X, if one shuts one eye. Orchers don't — absurdly enoagh, betause
they are very short. The whole work doresns fie into it at all. [ consider
it to be a realistic play. I learnt more for it from the paintings of the
peasant Breaghel than from treatises on realism.

I scarcely dare 1o speak about the second novel, on which T have been
working for 2 long time, so complicated are the problems involved and
so primitive i the vorabulary which the aesthetic of realism - in ns
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present stare — offers me. The formal difficulties are enormous; | have
constantly to comstrugt models. Anyone who saw me at work would
think | was only interested in guestions of form. T make these models
because [ wish to represent reality. As Far as may lyric poetry goes, there
too 1 take a realistic point of view. But T feed that one would have 10
proceed with extreme cantion i one wished to write about it. On the
other hand, there would bea great deal to be learnt abow realism in the
noved and drama,

While [ am looking through a stack of historical tomes (they are
written in four languages, in addition to translations from two ancient
languages) and atrempting, full of scepticism, to verify a particular fact,
rubbing the sand from my eves the whole time, 50 ro speak, 1 have vague
notions of coleurs at the back of my mind, impressions of particular
seasons of the year; E hear inflections withowt words, see gestures with-
out meaning, think of desirabie groupings of unnamed figures, and so on.
The images are extremely undefined, in no way exciting, sather super-
ficizl, or so it seems to me But they are there. The “formalist’ in me is
a work. As the significance of Cledius's Funeral-Benefir Associations
stowky dawns on me and | experience 1 certain pleasure in the discovery,
[ think: ‘If one could ondy write & very long, wansparent, autamnal,
crystal-clear chapter with an irregular curve, a kind of red wave-lorm
eanming throwgh it! The City puts its demecrat Cicero into the conisulate
he buns the armed democratic street clubs; they turn imo peaceful
Fuperal-BDeneht Associstions; the Icaves are golden in the apnrumn,
An unempboved man's funeral cosss wen dollars; you pay & subscription;
il you are too long W dying, @t i 2 bad bargain. But we have the wave-
form: sometimes weapons suddenly appear in chese Associations;
Cicero is driven from the city; he bas Josses; his villa is burnt down; it
costs millions ; how many? Let us look 1t up — no— it"s not relevan here.
Where were the street chubs on 9 Navember 91 BCF “Gentlemen, [
cannaot give any guaranices’ {Caesar).

! am at an early stage of my work.

Since the artist is constantly occupied with formal matters, since he
constantly lorms, one must define whar one means by formalism care-
fully and practivally, otherwise sne conveys nothing to the artise. 1f one
wants to call everything that makes works of art unrealistic firmafisar,
then ~ if there is to be any mutpal understanding - one must nor con-
struct the concept of formalism in purely aesthetic rerms. Formalism on
the cne side — contentism on the orther. That is surely too primitive and
metaphysical. Looked at purely in terms of aestherics, the concept
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presents no special diflicules. For instance i someone makes 1 stite-
ment which 35 unirue — or wrelevant - merely because it rhymes, then
he is a formalisc. Bue we have innumerible works of an unrealistic kind
which did not become so because they were based on an excessive sense
of form,

We can remain entirely comprehensible and yet give the concept s
further, more productive, moere practical meaning. We have only to look
aside from literature for a moment and <descend ingo “everyday life”.
What is formalism there? Let us take the expression: Formulfy ke o
right, Thar means that actually be is nor righ, bue be is right accordimg
to the lorm of things and only according w this form. Or: Formally the
task rs sodved means that actually it is oot sebved, Or: £ &6 if 1o preserce the
form. That means that what | did s not very mnpartant, 1 do what [
want to de, bur I preserve outward forms and in this way [ cao besi do
what | want. When [ vead that the sutarky of the Ihird Reich is periec
on paper, then 1 know that this is & case of political Formalism. Natienal
Socialism is socialism in form - another case of political fermalism,
We are not dealing with an excessive sense of (orm.

If we define the concept in this way, it becomes both comprehensible

.- -and important. We are then in 4 position, i we retsrn o literarure

{without this time abandoning everyday Hite altogether), to characterize
and unmask as formabistic even waorks which do not elevate literary
form over social content and ver do not correspond 1o reality. We can
even unmask works which are realistic in form. There are a great many
of them.

By giving the concept of formakism this meaming, we acquire 2 yard-
stick. for dealing with such phenomena as the svani-gards. For a
vanguard can lead the way abong 4 rerTear or into an abyss. 1t ean march
so lar abiead ehat the main army canner foflow e, because it is lost From
sight and so on. Thus its unrealistic character can become evidenr. 1 it
splits off from the main body, we can determine why and by what
means it can reunire with it Nafrafism and a certain type of amerchisie
mamiage can be confronted with their socizl effeces, by demaonstraring
that they merely reflect the symptems of the surface of things and not
the deeper causal complexes of society. Whole tracts of lirerature which
seem, judging by their form, 1o be radical, can be shown to be purely
reformist, merely formal efforts which supply sofutions en pager.

Such a debnition of Tormalisny also helps the writing of novels, lyric
poetry and drama, and — last but not beast - ¥ does away once and for all
with a certain formalistic style of criticism which appears to be interested
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only in the formal, which is dedicared o particular forms of writing,
confined Lo one periad, and acermnpts o solve problems of liverary
creation, even when it "buills in' occasional glances ar the historical
past, in purely licerary terms.

In Joyee's great satirical nowel, £75uses, there is ~ besides the use of
varwous styles of writing and orher unusual festures — the so-called
interior monofogue. A petny-boargeois woman Fes in bed in the morn-
ing and meditates. Her rhoughts are reproduced disconnectedly, criss-
crossing, lowing into each other. This chapter could hardly have heen
written but for Freud. The attacks which it drew upon its author were
the same as Freud in his day sufivred. They rained down: pernography,
morbid pleasure in fiith, overestimation of events below the navel,
immorality and so on. Astonishingly, some Marxists associasted them-
sefves with this nonsense, adding in their revulsion the epither of petty-
bourgeois. As a technical method the interior monslogue was ﬂsu_.:..
rejected ; it was said to be formadistie, 1 have never understond the reason,
The fact thar Tolstay would have done it differently is no reasan 1o rejecr
Joyee's method. The criticisms were so superficially formulated that one
gained the impression that if foyce had only set his monologue in 2
session with a psycho~analyst, everything would have been all righ.
MNow the interior monologue is a method which ts very difficult to use,
and it Is very usefid to stress this fact. Without very precise measures
(mgain of a technicat sort} the interior menologue by no means reproduces
reality, that is to say the tutabity of thought or asseciation, as it super-
ficiatly appears to do. It becomes another case of enly formefly, of which
we shoukd ke heed — s falsification of reabity. This is net a mere formal
probiem that could be solved by the slogan ‘Back 1o Tolstoy’. In purely
formal terms we did once have an interior monologue, which we acgually
prized very highly, [ am thinking of Tucholsky #

For many people to recall expressionism is w0 be reminded of 2 creed
of libertarian sentiments. | myself was also at that rine against “seli-
expression’ asa vocation. {See the instructions for acters in my Fersuche.)
I was sceptical of those painful, disturbing accidents in which someone
was found 1o be *beside himself’. What does this pesition feel like? It
was very soon evident thar such peaple had merely freed themsebves from
gramomar, not from eapitalism. Hafek won the highest honours for
Schweik. But T believe that acts of liberation should alse abways be taken
seriously. Today many people are still refuctant o see wholesale assauls

 Kurt Tucholsky (1890~ 1938): radical publicist and novelist of the Weimar period, and
editer aoff fiie Welrbdiine
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on expressionism because they are afraid that acts of liberation are being
suppressed for their own seke - sell-liberation from constricting rules,
old regulations which have become ferters; that the aim of such attacks
15 1o preserve methods of description which suited land-owners even afeer
land-owners themsebves have been swept aside. To take an example
from politics; if you want to counter pursches, you must teach revolution,
not evolution.

Lirerature, to be understood, must be considered in its development,
by which 1 do not mean seli-development. Experimental phases can then
be noted, in which an often almost unbearable narrowing ol perspective
occurs, one-sided or rather few-sided products emerge, and the applic-
ability of resaits becomes problematic. There are experiments which
come o nothing and experiments which bear lare frudts or paltry fruits.
e soes artists whe sink ander the burden o their materials - con-
sciencious people whe see the magrirude ol the rask, do nor shick i,
bur are inadequate for it They do not zlways pereeive thedr own ervors;
sometimes others see the errors at the same time as the problemns. Some
of ther become wholly absorbed in specific questions — bur not all of
these are busy rrying to square the cirgle. The world has reason o be
bmpatient with these people and it makes abundant use of this right. But
i also has reason to show patience towards them.

In art there is the fact of failure, and the fact of pareial seccess. Cur
meraphysicians must umlerstand this. Works of art can feil so easily;
it 15 so difficalt for thern to succeed. One man wilk fall silent becawse of
lInck of feeling; another, Because s emotion chokes him, & thied tress
himself, mat from the burden that weighs on him, but ondy from a feel-
ing of unfreedont. A fourth breaks his tools because they have too long
been used o exploit him. The world is not obliged w be sentimental.
Teteats should be acknowledwed; but one should sot conclude from
them thae there should be no more struggles.

For me, expressionism is not merely an 'embarrassing business’, not
merely  deviaton, Why? Because | do not by any means consider it to
be merely 2 ‘phenomenon’ 2nd stick a label on it, Realists who are willing
10 learn and took for the practical side of things could team 1 great deal
from it. For them, there was a Jode o be exploited n Kaiser, mﬁm.am@ﬁqw,
Toller and Goering.® Frankly 1 myself learn more easily where prob-
lems similae to my own are tackled. Not to bear about the bush,  learn
with more difficalty {less) from Tolstoy and Balzac. They had to master

1 Georg Kaiser, Les Sreznberg, Frnst lotler and Reinhared Goering were all expresstonist
phayweights and auhors of 1he immediate pest-Warid War One peiod.
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other problems. Besides — il T may be allowed w use the expression —
miuch of them has become part of my flesh and bleod. Naworally |
admire these people and the way in which they dealt with their tasks.
Chne can learn from them too. But it is advisable not to approach them
singly, bur alongside other authors with other tasks, such as Swifi and
Voltaire. The diversity of aims then becomes clear, and we can more
easily make the neccssary abstractions and approach them from the
standpoint of our own problems.

The questions confronting our politically engaged literature have had
the effect of making one particular problem very actual - the jump
from one kind of style to another within the same work of are. This
happencd ina very practical way. Political and philusophical considerations
failed w shape the whole structure, the message was mechanically
fitted ineg the plor. The "editorial’ was wewally ‘inartisticaily” concoived

i CEIVED

~ 50 patently that the inarustic nature of the plot in which it was em-
bedded, was overlooked. {Plots were in any case regarded as more
artistic than editorials.) There was a complete rift. In practice there
were two possible solutions. The editorial could be dissolved in the
plot or the plot in the editorial, lendling the latter artistic form. But the
plet could be shaped artistically and the editorial woo (it then nazarally
lost iss editorial quality}, while keeping the jump from one idiom to
another and giving it an ardstic form. Such 5 solution seemed an inno-
vation. But if one wishes, one can menton earlier models whose artistic
guality is bevend dispute, such as the interruption of the action by
choruses in the Awic theutre. The Chinese theatre contains similar forms.

The issue of how nany wlusions one needs i deseriptions, of whar is
toe plastic and what st plastic enough, can be deale with pracrically
irom case 1o casc. In certain works we can manage with fewer allusions
than our ancestors. Se far as psychology 3 concerned, the guestions as
to whether the results of newly established sclences should be employed,
is not a matter of faith, It is in individual cases that ome has 1o test
whether the delincation of a characrer is improved by Incerporating
scientific insights or not, and whether the particular way in which they
are utilized is good or not. Lirerature cannot be forbidden to employ
skills newly acquired by contemporary man, such #s the capacity For
simultaneous registration, bold abstraction, or swift combination. If 2
scientific approach i to be involved, it is the tireless energy of science
thar is needed o investigate in each individual case how the artistic
adoption of these skills has worked out. Ariists ke to rake short cus, to
conjure things out of the air, to work their way shrough large sections
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of a continuous process more or less consciously. Crivicism, ar beast
Macxist criticism, must proceed methodically and concretely in each
case, in short scientifically. Loese wilk is of no help here, whatever irs
vocabulary. In no circumsiances can the necessary guide-lnes lor a
practical definition of realism be derived from diterary works alone, (Be
like Tolstoy - but without his weaknesses! Be tike Balzac — only up-to-
date!) Realism is an issue not only for lkersture: it-is a major politcal,
philosophical and practical issuc and must be handled and explained as
such - as a marter of general human inrerest.

I11

[Remarks on an Fssay]

One must not expect ton much from people who wse the word “form’
too Muently as signifying something other than content, or as conmected
with content, whatever, or who are suspicious of “technigue’ 15 something
‘mechanical’. One must not pay too much attention 1o the fact thar they

quote the classics {of Marxism} and that the werd “form' oceurs there
" 1005 the classics did not reach the technigue of writing novels. The
word ‘mechanical” need frighten no ane, as long as it refers to technigue

there is a kind of mechanics that has performed great services for man-

* kind and still does so - namely technology. The 'right thinking” people

among us, whom Sialin in another context distinguishes from crearive
peaple, have a habit of spell-binding our miends with cermain words used
in an exrremely arbiteary sense.

Those who administer our cultural heritage decree thar ne enduring
figures can be created withour ‘reciprocal human relationships in
sruggle’, withous “the testing of human beings in real actien’, without
‘close imteraction between men in struggle’. Bur where in Haaek are the
‘complicated’ (1) methods with which old authors set their plots
maotion. Yet his Schweik s certainly 2 figure whe is hard 10 forged. [ do
net know whether it will *endure’; nor do I know whether a figure created
by Tolstoy or Balzac will endure; 1 know no more than the next man.
To be frank, [ do not set such an excessively high value on the ‘coneept
of endurance. How can we foresce whether future gencrations will wish
to preserve the memary of these figures? (Balzac and Tolstoy will scarcely
be in a position to pblige them 10 do su, however ingenious the methads
with which they set their plots in motion.) 1 suspect it will depend on
whether it will be a socially relevant starement if someone says: “That®
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fand “that’ will refer to a contemporary} “is a Pére Goript character.”
Perbaps such charaeters will nor survive ar gbl? Perhaps they arcse in a
web of contarted retarionships of 2 type which will by then no longer
CXisT,

Characters and Balzac

L have no reason to advoeate the mantage technigue wsed by Dos Passos,
rgainst wind or tide, When [ wrote a novel 1 myself iried to create some-
thing in the natare of ‘clase interactions between human beings in
struggle’. (Whatever efements of the moentage technique [ used, lay
clsewhere in this novel). Bur | should not like 10 allow this technique 1o
be condemned purely in favour of the creation of durable characters.
First of all, Dos Passos himsell has given an excellent parerayal of ‘close
interactions between humwan beings struggle’, even if the struggles
R depicts are not the kind Tolstoy created, or his complexities those of
Balzac’s plots. Secondly, the novel certainly does not stand or fll by fis
‘characrers', ler alone with characters of the type that cxisted in the i9¢h
century. We must not conjure up a kind of Valhaila of the enduring higures
of literature, 2 kind of Madame Tussaud’s panepticon, filled with nothing
but durable characters from Antigone to Nana and from Aeneas to
Nekhlyudov (whao is he, by the way 'L I see nothing disrespecefal in

laughing 2t such an idea, We know something abouwt the bases on which
the cule of the individual, as practised in class society, rested. Fhey are
historical bases. We are far from wishing to do aveay with the individual,

But we nevertheless notice with a certain peastvencss how this (Jistorical,
particular, Passing} cult has prevented a man like André Gide from
discovering any individuals among Soviet youth. Reading Gide, 1 was
on the point of discarding Mekhlyudoy {whoever he may be) a5 an

enduring figure, if — as certaindy scemcd possible - this was the only

way those figures among Soviet youth, whom I have seen myself, could

endure. T'e come back 1w our basic question: it is absolutely false, thar

i to sav, it leads aowhere, it is not worth the writer’s while, to simplify

his problems so much that the immense, compiicated, actuz tife-process

of human beings in the age of the final struggle berween the bourgeots

and the proletarian class, s reduced 1o 2 ‘plod’, serting, or background

for the creation of great individuals. Indjviduals should not oceupy

much more space in books and above all not 2 difterent kind of space,

! Mekhbyadey: liberal aistocrar whi is the cenrral Agure of Tolstow's nuvel Reserrecrion.

FReferenie o Gide's Retwr de o LRSS, which had heen translared imn German the
previsus vear (19373,
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than in veality. To raik in purely practical terms; for us, individuals
emerge from a depiction of the processes of human co-existence and
they can be ‘big” or *small. It is absolutely false to say that one should
take a great figure and allow it to respond in manifold ways, making is
relationships with other figures as significant and fasting as possible.

The drama (force of collision), the passion (degree of heat), the range
of the characters - none of this can be separaced rom soctal functions,
and portrayed or propagated apart from it Those close interactions
berween human beings i struggle are the competitive strugghes of
developing capitalism, which produced individwals in a quire particular
way. Socialist emulation produces individuals in a different way and
shapes different individuals. Then there is the further question whether
it is a5 individuaring a process 15 the competitive struggle of capitalism.
In 2 certain sense, we hear trom our crticg the fatend slogan, dhee
addressed to individuals: ‘Enrich yourseives’.

Balzac is the poet of monstrosities. The multiplex character of his
heroes {the breadth of their sunlit side, the depth of their shadowy side)
refiocts the dialectic of the progress of production 45 the progress of
misery. “With him business became poetical’ {Taine) bur: ‘Balzac was
first of all 2 businessman, indeed a businessman I debt . .. he ook to
speculation . . . suspended payments and wrote novels w pay his debts .’
So in his case paciry in its tuta became a business. In the primeval
forest of carly capitatism individuals fought against individuals, and
against groups of individuals; basically they fought against ‘the whole of
society’. This was precisely what determined their individuality, MNow
we are advised o go on creating individwals, ko recreate theen, or rather
ro creare new ones, who will naturally be different bue made in the same
way. So? ‘Balzac’s passion for collecting things bordered on mono-
mania. We find this ferishism of abjects in his novels, too, on hundreds
and thousands of pages. Admattedly we are supposed to aveid such a
thing. Lulkdcs wags his finger at Treryakov on this account. But this
{etishism is what makes Balzac™s characters individuals. It i ridiculous
to se¢ in them a simple exchange of the social passions and funcions
which constitute the individual. Droes the production of consumer geods
for a collecrive today construct individuals in the same way 25 ‘oollecting’ ?
Maturally one can answer ‘yes' here too. This process of production does
take place and there are individuals. But they are such very different
individuals that Balzac would not have recognized them as such {and
Gide today does not do so). They lack the element of monstrosity, the
combination in one person of the lofty and the base, of criminality and

[
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sanctty, and so an.

Mo, Balzac does not indulge in montage. But he writes vast genealogies,
he marries off the creatures of his fantasy as Napoleon did his marshals
and brothers; he follows possessions (fetishism of objects) through
generations of families and their ransference from one to the other. He
deals with nothing but the ‘organic’: his families are organisms in which
the individuals ‘grow’. Should we therefore be reconstructing such cells,
or the factory or the soviet — given that, with the abolition of private
owngrship of the means of production, the family is generzlly supposed
to have ceased to shape individuals? But these new institutions which
undoubeedly shape individuals today are precisely — compared to
the family — the products of montage, quite Heerally *assembled’. Foe
example in contemporary Mew York, not to speak of Moscow, woman is
fess “formed” by man than in Baizac’s Paris; she is iess dependent on him,
So far this 1s quite simple. Certain struggles “to a fever-pitch’ therefore
cease; other struggles which take their place (maturally others do take
thetr placed are just as ficrce but perhaps less individualistic. Mot thae
they have no individeal characteristics, for they are fought our by
individuals. But allies play an immense part in them, such as they could
nat in Balzac's time.

v

Popularity and Realism

Whaever looks for slogans 1o apply to contemporary German lirerature,
must bear in mind that anvthing that aspires o be catled litersture is
printed - exclusively abroad and can almost exclusively be read only
abroad. The temn pepufar as applicd to Heerature thus acquires a curious
connotation. The writer in this case s supposcd to wnite For & people
ameng whom he does not live. Yet if one considers the matter more
closely, the gap between the writer and the people is not as great as one
might think. Today it & not guete as great as it seems, and formerly it
was not as small as it seemed. The prevailing aesthetic, the price of
books and the police have always ensured that there is a considerable
distance between writer and people. Nevertheless it would be wrong,
that is 10 say unrealistic, 10 view the widening of this distance as a purely
‘extornal’ one. Undouwbtedly special efforts have to be made voday in
order to be able ro write in a popular style. On the other hand, it has
become easier; easier and morg urgent. The people have split away




