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DONALD DUCK:
AN INTERVIEW

by Dave Wagner

The following interview was originally planned to be col-
lected with a pumber of other documents preparéd by
members of the Southern California Oral Hiatory Project
(SCOHP) into a’ booklet examining various aspects of that
region’s Iabor struggles in the 1930s-and "40s. Each group
of project workers had its own area of concentration : some
were interested primarily in the organizations of the un=-
employed in which displaced farmers- had participated
during the Depression; others taped interviews with women
who had worked In government-operated dav-care centers
in defense plants during WWII, while still others —the
smallest group—focused their attentlon on discusgions
with membeérs of the Screen Actors Guild who had been
active in studic strikes of the "30s or who had experienced
first-hand the blacklistings and red scares of the McCarthy
period.

For reasons more personal than political 1 was drawn o
the work of the last named group in SCOHP. Although there
was already a surfelt of literature on the studio purges,
little ‘actual field work had been done among the lesser
publicized victims or among those actors, directors, amd
writers who had managed to avoid outright expulsion to
remain in the Industry — often at the cost of a diminished
guality in their work. Here was an oppertunity, Ifelr, o
correct an imbalance in the record and, not incidentally, to
develop information from primary sources for the history
of American film, an area which had long interested me.

Originally ‘we had made no plans 1o interview Donald
Duck, whom we frankly considered to be representative of
the worst petit bourgeois tendencies In American popular



culture. We were aware of rumors from a number of sour-
ces that Duck was the only Disney actor whom HUAC had
planned to call to its hearings, and that In order to avoid
embarrasgment he agreed secretly to reveal the names of
leaders in the Disney studio strike of 1939, Only on the
urging of a fellow actor, who claimed to be one of Duck's
few political intimates during those harried years and who
insisted that the rumors were false (thav in facy Duck hod
played an important role In the political debates of the
period), did we decide to break in on the elusive actor’s
semi-retirement,

We met by appointment at his spacious split-level house
near the Santa Barbara suburbs in Goleta, next to a free-
way and separating two all-night shopping centers. Greet-
ing me ar the door was the famous thin-billed, large-eyed
duck, standing exactly two feet high in a cutaway blue
middy blouse. He gave mea confident smile, shook hands,
guided me without a word into a large den where he indi-
cated that | was to sit in an overstuffed chalr opposite his
smaller one, and after offering me a drink, asked that the
interview begin at once, 1 switched on the tape recorder:

Q. I guess that voice you uzed in the cartoons wasn't
real after ail?

A. Of course not. That was ordered by one of Disney's
men after he overheard me doing my Imitstion of Mel
Blanc. There was never any question that it was a silly
device, but my director felt it went along with the kind of
character I was playing at the time. You know, the hair-
trigier temper, the tantrums, and so forth. I never felt
entirely comfortable with that business in the cartoons.
The moment I got into the comics with Carl Barks we got
rid of all that, the garbled voice and everything, It just got
in the way of the story.

Q. Apparently you were glad, then, to go from cartoons
to comics. Was it the greater freedom that atrrscted you ?

A. Well, at first it was the money. Disney had decided
initially that he would go Into the comic-book business to
get another cycle of profits from the dailly newspaper
strips by reprinting each month-long serial by the Mouse,
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The  rest of our strips were reprinted in there wo, In a
kind of magazine, really, Disney saw it as a children’s
magazine more than a real comic book; and he mainly
wanted to use it—the back covers, that is — to advertise
his feature~length animated films.

It wasn't until later, the early "40s, that the supply of Te-
printable strips began to run out. Some of the strips had
been reprinted several times, but they still didn't have
énough to fill the migazlne. And the number of pages that
were turned over to the strips had Increased to the point
where they realized they had to find a2 new supply of mate-
rial.

. 50 Disney sort of backed into the comics field ?

A, Yes, but you have to remember that no one in the “30s
—not until the last minuge, anyway — understood that this
was a new medium. Everyone thought it was a scrapheap
for second-hand animation. The comic book lacked the
cinematic advantages of scund and movement and had no-
where near the circulation the strips got in the daflies, It
was just another pulp souvenir.

. Another example of why Disney could be called the
Henry Ford of media production, the mass saturation prin-
cipiec .,

A, Exacrly. By the time we started 1o understand that we
had "a 'whole new medium here, one with unique qualiries
that still haven't been fully déveloped, the super-hero art-
ists had established a beachhead on the idea that the stories
could be unified far more subtly, with & more complex ser-
fes of visual rhythms, than z dally adventure strip could,
The great naive inpovators Jerry Siegel and Joe Schuster
with their high-school daydream, “Superman®; C.C. Beck's
jocose "Captain Marvel™; Bob Kane's gothic "Batman”; and
the brilliant Dick Cole's "Plastic Man" all opened up the
medium and lald the foundations for neaxly everything that
was to happen until the rise of the “Mad” arrists over at
Educational Comics. The Superman and Batman styles were
based on the naturalistic adventure strips of the ‘305, while
Captain Marvel and Plastic Man depended more on the old-
er tradition of satire and caricature. But betweenthem they



worked out the most effective ways to tighten up continuity,
explore spatlal effects over a wider area, and so forth,
They invented the formulae, in other words, of depicting
action in the larger format. The size change is the chvious
advantage of comic books over the daily strips, but there
was also In the "40s the growing use of that mervelous en-
gine, the photo-offset press, whose chemical process not
only printed rich and steamy celors, but also etched in the
background details far more faithfully than the compara-
tively clumsy lead plates of the newspaper presses.

Q. How much of an influence did the super-hero artiste
have on your and Barks's work 7

A, Not 30 much, really; they just suggested possibilities.
We found that the representation of comic action has a
whole different set of problems. Even Plastic Man, for
example, was devoted to a: dynamic effect on the page, a
general feeling of energy and motion. Our action, on the
other hand, was more deeply rooted in the narrative; in
comedy eve:q.rﬂﬁng depends on the context and above all on
the timing of the movement. So as stories we had little o
learn from them, Oh, they have that edge that adventure
gives even the most realistic narrative, but they continue
to insist on going Into fantasy from fantasy — a basic nar-
rative Ineptness, Barks used to call it. In other words, if
you wake up on Krypton and your whole comic=book day is
spent there, no matter what happens it'll just be another
day on Krypton. There's no expansion of the ordinary in
that, no opening up from the everyday, the concrete, the
sometimes banal here-and-now we all share, You have to
start from right here and now and then rip a hole right
thmugh reality to really get the comic working.

Q. I'm net sure I understand.

A, Well, look at ir this way. Nobody cares abour raw
fantasy. It’s cheap. What we're really interested in is what
fantasy bas to do with what's going on every day right
under our noses, Our opendng scenes usually introduced
the characters in Burbankish Duckburg while I was working
on my stamp collection or Uncle Scrooge had a business
problem or the kids were playing with a hose in the back-




yard., Our environment was wholly human, whith merely
meant that we shared the readers’ premises, as the pun
ran at the time. We found that a story, if it starts with the
details of all these daily bump-and-grind situations;, makes
the Hft-off into fantasy much more Hluminating because it
shows just how circumscribed a thing ordinary life is when
it's stacked next to (or taken over by) the imagination.

Q. I'see, And that's what you and Barks did?

A, Yes, in a way, Sometimes.

Q. When did this general approach start to become
clear 7

A, Actually it took guite a while. When the Disney people
saw that more fodder was needed for the comic books, they
picked in-betweeners out of the film-animation shops and
put them to work on the books.

Q. In-betweeners were....?

A, The artists who drew the hundreds of cells, or sep-
arate frames; that filled our the movement “between” the
main parts of 4 cartoon scens, Barks was one of the studio
in-betweeners, and he went over to the comics: in 1942, For
awhile he just illustrated the stories someone else had
written, but then he got permission to make changes in the
scripts. he thought were particularly sloppy. Eventually
they gave him writing assignments, and he wound up being
the only guy in the studio who both wrote and drew his own
stories, With that kind of freedom, we could begin to move.

Q. When did Barks go to work for Disney, do you know,
or how old was he at the time 7

A, I'guess he must have been in his 308, He came from 2
rather poor family in rural Oregon, and Is credited in
legend to have tried his hand at and quit a variety of jobs
before joining up with Disney. He's supposed to have been
a sailor at one time, or a cowhand, All I know is that some-
time during the Depression he 'was working on'a railroad
riveting gang when he decided to take up cartooning as an
“pggier” way to make a living. Mike Barrier at Funnyworld
15 the only real awthority on all of this.

Our real work together began when Barks took over the
duties of doing the lead, 10-page story in each issue of



“Walt Pisney's Comics and Stories”. There was a steady
flow of those stories from month o month from 1943 o
1964 —almosat 300 of them. But the-most ambitious work
was done in Uncle Scrooge's comlic and in my book-length
adventures that were called “one-shots® because they were
designed as complete novellas with no continuous number-
ing system.

Q. 1 wonder if we can be more specific about your idea
of what all of you were doing in those stories. | mean, what
sort of character were you playing 7 Sometimes you seemed
weak-willed -and ordinary, and at other times you were
capable of courage and insight. It was rather complicated.

A, It was complicated, naturally. We were trying to do
something difficulr. In some ways 1 think we succeeded, but
there are tlmes when it seems like we never accomplished
much of anything. Barks got dispirited fairly often in the
lare 50 and didn’t take gz many risks, | guess the reyr of
us, ‘without his leadership — which was always decigive, by
the way, very strong in the background — the rest of us
just drifted when he did.

But in the early days, and especially berween "48 and '53,
we took care of a lot of important maiters.

Now in regard to the character | was developing, it wes
supposed fo rise realistically to the level of complexity of
the ordinary guy on the street. Old “unca” Donald was able
to move through the whole keyboard of emorions: some=
times he was pessimistic and hard-headed, sometimes a
naive dullard. In the long stories he could even be hercic;
and in those moments he was Everyman— cast in the form
of a duck to show that he, like the rest of us, even in the
midst of heroism, was only a step from the comic, from
the absurd continuity of contemporary life. He showed what
supposedly ordinary people are capdble of when they are
freed from the banal process of reproducing everyday life
at work, at home, In the roller-skating rink, wherever.

On the other hand, Barks sometimes just used us as
vehicles in the service of a didactic plot, In those stories
we just played along, reacting in predictable ways to for-
mulaic fantasy siruations. All we did in one of the 10-pagers




in 1957, for example, was register a range of “gee whiz"
expressions. 1 was sitting In Gyro's imagination machine
and took the kids (Huey, Dewey and Louie — DW) to planets
and stars that looked exactly like earth but were geometri-
cally vast in scale, That was just Barks showing kids how
huge the macrocosm really is, and bow small our place in
ir.

Maybe one of the best examples I can give you of bow all
this worked is one of Uncle Scrooge’s classics, "Land Be-
neath the Ground”, the March-May issue for 1936. In that
one, Scrooge is worried abour esrthquakes cracking a hole
in his money bin and swallowing all of his cash. At that
time, and if you look It up you can check this, Scrooge had
“five billion guintuplacillion umtuplariilion multuplatillion
impossibidillion fantasticatrillion dollars”, and to satisfy
his worries he sank a spiral shaft into the ground to gee if
there were any fissures in the bedrock,

Four miles down the workmen cut into the roof of a
cavern 30 miles deep, and throogh an odd turn of events
Scrooge and the kide and 1 were the only ones to actually
descend ‘into the cavern. We discovered down there a welrd
nation of living rubber balls divided into two camps, the
terries and the flrmies. They made earthquakes for fun by
rolling in herds of millions against namural pillars and by
cramming under ledges and lifting up all at once.

In that story I got'to play the hero, but Barks kept me in
character in a useful way. Scrooge decides thata jousting
contest between me and & champion terry (one of the rol-
lera) would save BPuckburg and his money—if 1 won, that
is. Scrooge tries to convince me to do it by appealing to my
patriotism.

"You can't chicken out, Donald,” he sava; “YOU HAVE
TO TRY TO SAVE DUCKBURG! You must sut-bump this
terry to save your house, and Daisy's houge, and—"

“And your money binl” I shout back.

The terries, meanwhile, vote unsnimously to accept
Scrooge’s challenge. And 1 finally agree to go along with it,
stalking angrily toward the contest ramp with the line,
“Well, all right. I'l1 do it to save my house 1"



The point, you see, was that I saw right through Scrooge’s
manipulations. You wouldnt have caught him bumping
against that fat terry. (Ilost, by the way — he knocked me
two miles.) I only agreed to do it because saving my own
house made sense. And Barks included in the script another
characteristic gesture. Just before [ get knocked on my
pinfeathers I crack a joke, something like : “I'd feel more
sure of winning If this were a foot race.” The terry firmi-
ans didn't have any feer, see.

But there I was, the ordinary hero, like Donald O'Connor,
comic champien in a ridiculous and dangerous situation,
willing to risk my neck but able to crack a joke because
I knew the whole thing was crazy.

Q. Are you saying that Barks was amacking a ruling elite
or the munitions manufacturers who sponsor wars for their
own profit, the way Right-wing populists often argue ? Or
is it a vague pacifist polemic, something like : “Well, the
rick folks engineer national wars and then refuse to fight
in them"” ?

A, There may appear to be:some of that in the story, but
I think if you examine it more closely you'll find something
else. The real point ¢omes in a later scene, and I think it
BUms up the sense of whar Barks was getting 2t in thege
stories, especially the ones built around Scrooge’s wealth.

The terry firmians, you see, had learned their English
{in a country drawl, by the way) from these “geranium
slabs” that picked up Duckburg's country-and-western radio
station, C-0-R-N. They also gor feedback on their earth-
quake efforts that way.

As it turned out, Scrooge and the kids and [ got out of the
cavern and escaped up the tunnel to warn the Duckburgians
to evacuate before the city toppled and fell apart. Scrooge
had stolen the trophy that was to be awarded either the
terry or the firmy faction, depending on who made the big-
gest quake. They were so mad when they found it missing
that both factions jolned forces. and blasted hell out of
Duckburg's. underpinnings, right below Scrooge's money
bin. All those cubic acres of cash were dumped down the
hole by the force of the galloping earth crust, and the terry




firmians understood it as a sign that Scrooge was sending
it down to pacify them.

The climax comes when the terry firmians pick up hand-
fule of the coins. “What is THIS stuff that came pouring
down the shaft?” one of them asks. "Maybe it's something
that old McDuck sent dowm in exchange for our trophy.”

7If it ts,” another flrmy says, it must be money | I've
heard broadcasts saying he has tons of the soufi.”

“Money, huh? That old trophy spatcher has his nerve.
We all know how much money is worth. They try o GIVE it
away on their radio programs! We've been insulted|”

They go on to call it trash, and figure out a way to get
"that messy money" back up the shaft, and they finally get
rid of ir. But the important thing is the way Barks handles
one of his favorite themes with verve and-a grand sensa of
the ridiculous. The Introduction of money as an instrument
of capital accumulation distorts everyone's lives, totally
abatracting everyone from their senses. In this and in doz-
ens of other stories money 1s shown to be worthless in iteelf
and socially worthless in its accumulated form. The terxy
firmians reject It out of hand. They see right through the
manipulations of an artificial economy on' the earth over
their heads just as Donald saw through Scrooge's manipu-
lations.

There 18 @ larger unity, though, that hes to do with the
continuity of our characters from comic t comic. The
rubber balle didn’t need cash because all they wanted fo do
was bounce around. Scrooge, as: Barks consistently cast
him, was actually the same way with his money. All he
wanted to do was swim around in ir; it was no more an
abstraction for him than bouncing was for the rerries,
though for the moment In this story he ia the butt of the
lesson, Barks’s characterization of Scrooge, for that mat-
ter, was one of his finest accomplishments. Where | was
supposed ro play a typleally American figure {too indivi-
duslistic to held a job for long— which gave us a certain
narrative flexibility; always caught in the moral conflict
between get-rich-quick schemes and my social responsi-
bilities — which pointedly win out in the end), Scrooge was



more delicarely balanced as a deeply ambivalent character.

Above all, he represented a biting parody of the bourgeols
entrepreneur in the competitive stage of capitalism. That
proved useful for the sheer technical requirements of our
narrative form by enabling us to focus an ongoing political
theme on an Individual character. But we were keenly aware
that that historical type had been extinguished with the ad-
vent of the monopolistic and imperial stage of the political
economy. For thar Teason Barks developed two contradic-
tory impulses in Scrooge which sarirized the division in the
bourgecis personality and prefigured its complete collapse
ag a cultural and ideclogical force. All this as comedy, you
aee.

Q. It would be clearer if you describe this balance, or
diviaion in the personality, as you call it.

Ay Well, basically this is Barks's comic version of Ahab,
the man whose personality is torn between the logic of
capital ltself — that is, the limitless accumulation of sur-
plus capital through expanding production — and the chses-
glon dt created in the capitalist of the era to submit every-
thing else in the world to thar logic, Including joy and
spontaneity, just as those qualities in himself had submitted
long before. Ahab was broken because he tried, in the end,
to turn all his resources to the submiszion of the white
whale, and in that act he mrned against the very forces that
bad created his obsession in the first place. Another way to
say it s that ar some point Ahab’s cbsession lost its cost=
effectiveness, or more grandly, that the hubris of the cap-
italist bero is that he thinks he can defy the necromantic
aspirits, thar made him.

Scrooge’s personality is alse torn— between the logic of
capital and the ridiculous ferish ircreares in him for money
itself, If he keeps his capital inthe money form, he won't
be -able to expand, and -all will be lost. Butif he invests it
he will be deprived of his only source of delight, which is
to swim and bathe in piles of the stuff. It's a nicely prepos=-
terous contradiction, the source of all of Scrooge's endless
anxieties, Needless to say, Scrooge is not broken by this
state of affairs, or the comedy would be lost. He Is always




seen sitting there on his money piles, his arms wrapped in
ecstasy around his cash, and in this embrace he and Barks
expose with a grand flourish the essence of bourgeois uto-
plan sexuality — coprophilia.

(. That, if you don’t mind my saying s¢, Is a rerrible
welght of analysis for a comic book e carry around.

A, 1 suppose so. But what the hell ? Those are the things
that emerged from the work as we pushed it to its Hmits.
1 don’t think it's impossible to understand why Melville, in
his time, in that period of bourgeois culture, would develop
his: themes tragically. But for bourgeois culture dn this
period, pregnant with death and swollen with emprynass
since lts last vigorous type disappeared (when all that re-
malns is a reified shell, a skeleton strung with wirel,
comedy is all that's left.

In another Scrooge story, “Tralla La® (May-June 1954 —
DW), be unleashed a devastating attach on Western imperi=
aliam by showing that the gold standard (ironically symbol-
ized as the bomtle-cap standard) is an urter insanity in an
economy devoted strictly to use- value mediated only
through agriculmural barter. The soclety Scrooge disrupts
with his bottle caps, by the way, is located in Indochina,
A prescient rouch on hie part, | think.

In all of this Barka remainéd one of only a handiul of
comics artists who did honest and thoughtful work in the
trash medium, as most people still think of it. He could’ve
been a hack, working as he did in complete obscurity.
Disney studios never even allowed him to slgn his work.

., Where is Barks now 7

A, He's been living right here in Goleta singe his retire-
ment in 1964. He still keeps his hand in by scripting the
“Huey, Dewey, and Louie Junior Woodchucks™ book,

Q. Let 'me ask you & question about your [llm career.
I'm particularly interested in knowing your reaction to a
critique of your cartoon work contained ina study by Max
Horkhelmer and Theodor Adorno of the devaluation of
Western culture,

A, Yes?

Q. I don't know if you're familiar with it, bur the book

1



is entitled Dalectic of Enlightenment, -and it rakes you to
task for, basically, teaching your audiences how to accept
the daily pain that is inflicted on them in this society,
It suggests that the character you played in the films of the
late "30s and afrerward, in which you were nearly always
portrayed as the victim of generzl violence, was designed
to prepare people to “take their own puniuhmem" I think
the phrase ran,

A; Oh yes, that plece. Well, I have to admit that of all
my critics, Adorno had the sharpest eye. When the book
was originally published —back in 1947, I think it was—
I was still searching for a way to clarify theoretically in
my own mind the direction In which Barks and 1 were
alrem:l:,r pushing our work. I was handicapped because I
couldn’t read German, and had to wait until recently to ex-
amine the whole thing in translation. In fact, I never would
have known abour Adorne if my cousin Luwig von Drake had
not brought it to my attention and translated a few snatches
of it for me....

You've never seen Ludwig? Sunday nights, perhaps?
Well, the kids would know. He broke into the business in
the "60s, mostly as a narrator for Disneycartoon documer-
taries. It was thought that his thick Austrian accent would
be useful for their “scientific” pieces and so forth, but he
originally arrived here In the "30s—a “Fluchtling”, he
calied himself. He kept abreast of these matters hecause
he had studied at the Institute for Social Research at
Frapkfurt for a short period, and with that background he
was invaluable in those late-night discussions with Bugs,
Daffy, Heckle, Jeckle, and the rest of the circle that had
some sens¢ of the importance of the task at hand,

MNow as for Adorno’s specific critique, I think it's clear
by now that it has limitations that —but let’s look at'the
passage you referred to.

You apparently don't have the quote with vou? Just a
moement. (Leaves the room.) All right, here it Is — page
138. Read It into the machine — the passage I've marked,

Q. Here 7 OK, it says;

12




Cartoons were once exponents of fantasy as op-
posed to rationslism,. They ensured that justice
was done to the creatures and objects they elec-
trified, by giving the maimed specimens a second
life....Now, however, time relations have shifred.
In the very first sequence a motive I3 stated 8o
that in the course of the sction destruction can get
o work on it: with the audlence in pursuit, the
protagonist becomes the worthless object of gen-
eral vielence. The quantity of organized amuse-
ment changes into the quality of organized cruel-
t¥.... Fun replaces the pleasure which the sight
of an embrace would allegedly afford, and post-
pones satisfaction until the day of the pogrom.
Insofar as cartoons do any more than accustom
the senses to the new tempo, they hammer into
every brain the old legson that continuous friction,
the breaking down of all individual resistance, is
the condition of life in this scclety. Donald Duck in
the cartoons and the unfortunate in real life get
their thrashing so that the audience ¢an learn to
take their own punishment.”

A, All right, now let me say [first that the value of
Adorno’s thinking derives from his ability to actuslly look
at the details of mass culture, at the particulars of the en-
vironment it creates. Marcuse may share the general sweep
of that cririque, but his Counter-Revolution and Revolt
shows no similar acquaintance with the culture’s tissue and
cell-structure, as It were, that Adorno painstakingly ac-
quired during his exile here. (I keep referring to Adorno,
by the way, because Idoubt that Horkhelmer had much of a
hand, except philosophically, in writing the secton of the
book we're dealing with, namely the essay called *The Cul-
ture Induatry : Enlightenment as Mass Do-\:eption"_]

But now what of the accuracy of his attack on my films ?
He is of course quite correct in observing that we had
speeded up the pace of the acton, which was decided early
on when we saw the breakthroughs made by the Marx broth-
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ers, especially in “Horsefeathers”. I remember sessions
ar which Moe, Curly, and Larry resisted our arguments
about the necessity for reflecting in a new tempo the ur-
gency of the soclal situation in that period, but we were
adamant.

Eventually, though, it became the basis of the whole
Three Stooges atyle.

Q). Could wedigress just a momenton the Three Stooges 7
Frankly, I have never seen anything in their stuff but a kind
of lumpenized theater of cruelty. As for the pace, they re-
mind me of those lines from Pound, “The age demanded an
image / Of its accelerated grimace.”

A, Well, that's just re-stating Adorno’s case, Pound —
though God knows he stood way at the other end of the high-
culture traditlon — nonetheless shared that feeling of hor-
ror and disgust at the debasement of the Western rradicion.
It's a precise position to take, bur it’s also a limitation.
What are the next few lines in that poem ? What else did
the age demand?

Q). "Something more for the modern stage,

Not, at any rate, an attlc grace.”

A. 1 leave it to you to weigh the value of depicting the
artic graces during the Depression. Moe and Curly were
bent on creating a style based on American slapstick that
would show Depression audiences how their violence, when
it was directed against each other, was absurd in that it
was self-defeating, When they locked arms In their excel=
lent madness, though, they disrupted and demolished the
organization of rullng-class board meetings, music salons
and dinner partes, movie studios, and so on. Of course,
once the war started, like everyone else in the popular-
culture front they were drawn into the anti-fascist struggle
and never recovered their original sharpness afterward.

That, by the way, was one reason 1 stuck pretry much to
the comics after the war; therse was little elbow room for
critdeal work anywhere else until the "60s. Nobody was
leoking over our shoulders but the kids. In the face of total
integration, the artist dives for cover into invisibility, into
whatever pockets of free activity remain.
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One more thing on the Stceges,and then we must get back
to Adorno. In one of their pre-war pieces, the three of them
were operating a business called the K-9 Laundry, an as-
sembly-line dog-washing operatlon for soclalites. This
story was one of their best, The assembly line —this
elaborate assortment of levers that. operates  sprays,
mechanical hands, scrubbers, and towels — is driven by a
chaln comnmected to a hicycle, operated in this case by
Curley. At one point Curly calls Moe, the foreman, from a
phone near his bike. "Hey Boss,” he squeaks, “I'm quirmin’ !
I'm not gettin’ anywhere.”

And Moe starts to seethe, “Why you...®, and pulls a
lever in his office wall that springs two mechanical hands
out of the assembly liné machinery to smack Curley smare-
ly on the ass. And the barder he pedals to show how pro=
ductive he is, the faster the hands swat him because he's
supplying the motive power for his own punishment. Nothing
lumpen, as you call it, about that analysis. At the end, of
course, one of the socialites is sent through the assembly
line to be scrubbed down. And bear Inmind that in the great
majority of thelr short filma they appear as workers who
wind up in a violent confrontarion with bourgeois charac-
ters.

Q. 1 think. I see your peint, Mr. Duck, though ivstrikes
me a8 8 bir literary, If we could 1'd like to move on to the
question Adorno raises at the end of the passage where he
says: "Donald Duck In the cartoons and the unfortunate in
real life get thelr thrashing so that the audience can learn

A. "...to take their own punishment.” Ah, let me be
succinct this time, If I can, Adornoc moves from the first
statement, “Cartooms were once exponents of fantasy as
opposed to rationalism,” to the position that we were help=
ing to prepare people for, in effect, Dachau. My contention
is. that we were, under the impress of the times, moving
consistently cleser to the real situation of daily life,

€. I'm not sure that helps me understand your paint
exactly. Do you mean to say that fantazy had become criti-
cally Inoperable—1lost {ts negarive punch, so to speak —
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and that the soclal crisis demanded & kind of realism ?

A, Not at all. As 1 indicated earlier, it’s the distance
between fantasy and everyday life that's Important. Fantasy
speaks for other possibilities, and in that respect itisa
critical exercise. But the best fantasy, in my opinion, con-
sciously approaches the real social experience of people,
presenting it from a position outside it—as it were, in
relief. What we were trying to isolate in laughter was that
element of recognition that told us our audiences saw
something of thelr own experience in the violence Inflicted
on us, It's & technique that's been drawn out to its last
implication in R. Crumb’s recent Funny Animals book in
which ehitkenold cartoon charactersare horribly brutalized
and remain brutalized. i he were to "dispense justice” o
these figures, as Adorno prefers, he'd be serving the in-
terests of illusion, not fantaay. The relation between fantasy
and real life is inverted in Crumb, whose irony, as it isin
the best of this tradition, is relentless and nearly fanaric,
It s the distinction between personal and social fantasy we
are dealing with here, and the lesson is this: One may as
well ‘accept the soclety of ducks and chickens as suffer
these enormiries, '

Q. What you are suggesting, it seems to me, is not only
that Adorno has missed the point here, bur that he has read
the entire physiognomy of mass culture somehow back-
wards. ’

A, Certainly in the sense that he is observing my own
acting, for example, and the mask of mass culture at large
through the eyes of a man who refuses to abandon the best
of the bourgeois tradition. Where he warches what the
masses watch, 1see the masses themselves, albeir only as
an sudience. Nonetheless it is a critical distinction, He
says In the preface of the book that “It is a critique of
philosophy, and therefore refuses to abandon philosophy.”
He could-as easily have written, It is a critique of cultura,
and therefore refuses to abandon Culture in the upper-case
sense of the word.

I'm afraid, however, that it is Adorno who is abandoned,
in no small part because he systematcally pushed his cat-
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egories forward to the point where his critique of mass
fetishlzed relations can now be turned upside-down. In at-
tempting that, we discover for the first time the possibility
of seeing those relations inverted, stripped of their ferish-
ism as they are overturned by mass revolutlonary action.
We are all bound to the task of discovering the submerged
movement of mass revolutionary - activity which has not
stopped- =ince the first crude appearance of industrial cap-
itnl, and as an indispensable first step we attempt to break
away from Adorne's pessimism.

One tries to take a philosophical step that parallels and
prefigures the direct action of the masses. In saying this,
1 am aware that we are only &t the beginning of a specific
philosophical task, and not, like Adorno, at the end of one.

What Is best in Adorno and the oritical school genperally
is their description of the “total integration®, in Adorno’s
phrase, of modern society — “the falze identity of the gen=-
eral and parcicular®. It is the identity of the masses’ con-
crete daily sctivity and their aspirations for the universal-
ity of total freedom which, under bourgecis ideology, can
find expression only In the arena of the commodity, as
buyer or seller. And since that is the case, it must be clear
that mass activity roward self-liberation has no choice but
to find its expression In alienated forms. That's what we
have to Iook for, Whar new forma would mags activity take
if it were unleashed from its alienation? It's'a matter of
seeing the signs rhrough the wvell of barbarism, of seeing
both tendencies in the same phenomensa.

There is an admoniticn from Lukacs to the effect that the
proletariat must “substitute its own positive contents” for
the bursting forms of bourgeols culture and beware of the
imitatdon of its “smpriest and most decadent forms”. Itis
g caution toned on the hour by the crirical school. Yer where
are these substitutions ? That is more difficult, almost
impossible, for them to speak of, and it i2 a vagueness that
undermines the utopian commitment.

But it is not incomprehensible why an impasse of this
sort would conclude the work of intellectuals who represent
the best, last strain of c¢ritical Enlightenment thought in its
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European dress. What we're after, however, are the uses
of this body of thought, among others, for American mass
workers,

Q. The inference here is that you and your animators
have none of the vagueness you just described. Your utopian
claims are no doubt far-reaching and exhaustive ?

A, 1 see I'must shrive myself of any show of excitemsnt.
But since you press the matter — yes, there are a few last
comments in order.

The first is that, of course, the revolutionary pessimism
of these thinkers may in the end be absolutely justified.
There may emerge a barbarism so integrated and so per-
fectly welded at it tinlest points of stress that the end of
human higtory is in sight. I agree that it is a question in-
creasingly posed in abszolute terms as a race to the death:
soclalism (in the classic slogan) or barbarism.

What has to be kept in mind, however, ls that in this
period Hke every other it is the masses of workers who
create the conditions both of their oppression and of their
lberation. When we enter the period of monopoly capital,
there may be very few signs of free activity on the part of
the masses; they may not even be visible if they are there,
But it s still necessary to understand how the process of
self-liberaton is continued as much in the culture of the
masses (which iv creates for and against {tself) as it is in
production.

There is the same urge for universality displayed nega-
tively on every hand — in comic books, in the mass organi-
zatlon of food distribution In supermarkets (that name alone
has mystified its possibilities as an unleashed choff dump
dedicared to pleasurs), in Luney Istand as erotie archi-
tecture, in the Brooklyn Bridge as promenade into imag-
inary space, in: bathrooms and movies as invitations ro
pre-historical laziness....

| am merely suggesting that human beings concretize
their ongoing demands for universal freedom in their own
daily activity, even when it is consistently turned against
them. One searches for the focal points of the coming re-
versal, the nodes in which the Invading soctalist society is
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half-disguised with the veldl of a barbarism which may just
as easily cover over the last hope of an awesomely patient
humanity.

Q. Would you conclude this interview with an observation
on the counter-culture of the "60s ? 1 assume that it is less
than a node, as you ¢all it, of the coming reversal,

A, No, it's simply part of the larger process, the most
recent burst of energy in the continuing struggle o create
a real revolutlonary culture. Inite demise as a movement,
it oo makes the contribution of its: ingights to the battle at
large; and indeed some aspects of it (like this joint I.am
about to light) I admire very much. But it just can’t last in-
to the dying light of capitalism.

It takes more of ug than that, and more different kinds of
ua,
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The Strange Romance
of Dirty Harry...

by Anthony Chase

Don Siegel’s latest film, “Dirty Harry®, is an elegiac,
necrophiliac, fascist love poem. Siegel, the most boyishly
“B" of Manny Farber’'s underground film-makers ("The
Line~-Up" 1s leaner than “High Sierra®, “Edge of Eternity”
a shade closer to pop art than "Red Line 7000%)® turns out
o be more sinisterly underground than we bad imagined in
our worst nightmares, "Dirty Harry”™ s a crippling film for
those who (a) smiled with pleasure when Clu Gullagher
randomly slugged Angie Dickinson in "The Killers®™ or
laughed with glee when Clint Eastwood nearly put his fist
through Tisha Seerling's prety face in “Coogan’s Bluff” and
(b) have read enough Freud (e.g. Fiedler) or Marx (e.g.
Althusser) or both (e.r:. Reich) to understand just exactly
how sick and profoundly dangerous a film like “Dirty
Harry™ is. Worst of all, it gives the whni_r:_ game away.

In terms of craftsmanship, the director’s ability to com-
municate through his visual style a consistently personal
and provocative sense of reality, Don Siegel is unquestion-
ably one of the most accomplished of all active American
film-makers. It 18 apparent from the Time magazine re-
view of "Dirty Harry” that this knowledge 18 no longer the
sole possession of a handful of acdon-movie fanatics and
auteur film critics. We might never have considered those
explosive montage sequences Slegel puts up on the screen
in the context of what goes on between the screen and the
audience If it were not for one of Siegel s early defenders,
Jean-Lue Godard.

In 1969, an interviewer asked Godard this guestion: "Don
Slegel’s films are usually very Right-wing. The idea of an
action film, which you were cbviously influenced by in your
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early Tilms, usually leads to a kind of Right-wing philoso-
phy, whereas now vou've gorten rid of the-action....”
Godard replied: “I don’t know what action is. I'm trying to
demystify the movies at the same time as making them.
I'm always amazed that so many of the militants are so
fond of westerns, which I hare, They are not bothered by
the - fact that it’s a fascist form, They don't éare. They
eénjoy it. But a lot of people who lack their intelligence or
their militancy are poiscned by that.” (1) I "Harry” is
poisonous and not just dirty, maybe we shoold take & closer
look at the film and its Implicit as well as explicit content
to find out why,

First, the skeleton of a plot, that series of evenrs which
for Siegel provide the occasion for violent action, A maniac
sniper shoots and kills a young lady taking a dip in her
penthouse pocl high above the streets of San Francisco and
threatens  further mavhem 1If the city does not fork over
$106,000 immediately, Enter police officer Harry Callahan
(Clint Eastwood), his own wife mysteriously dead, quistly
resolved to put the killer out of action in his own way even
though the liberal mavor (John Vernon) wants to play ball
with the nut. After Callahan takes time out to shoot a few
black bandirs who are holding up a downtown bank and the
crazy kid (Andy Robinson), true to his word, blasts a young
black boy and nearly cops a priest, Harry and his buddy
(Reni Santoni) get down to & litle serious police work. The
damned pervert has gone and burled a fourteen year-old
girl named Ann Mary Deacon somewbere beneath San Fran-
cisco ‘with only a few hours oxygen and is mot kidding
around, Good old Harry, always stuck with the dirty assign-
ments, gets to make the connection, ransom in hand, and in
the process ls geverely bearen, puts a knife in the freak's
leg, 15 saved from execution only by the quick gunplay of his
gidekick Chice, and screws things up generally as the kill-
er gets away while sweet Ann Mary, we suspect, breathes
none (0o easy.

With Chico wounded and out of commission, Harry is on
hiz- own. He ‘catches up with the kid in Keezar Stadium,
bloodies his leg a ittle with a .44 magnum handgun, and
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steps on it. Unable to stand the pain, the ski-masked sniper
divulges rhe underground burial where Miss Deacon, once
she is dug up, is very pale and very dead, But at leastHarry
got even, right? Wrong. Apparently the District Attorney
and the boys upstairs don’t take rape and murder seriously,
because one, two, three, Scorplo is free.

Believe it or not, just because Harry got the truth out of
the psychopath by slightly illicir means {(tormire) the solid
case evaporates, and guess who is out on the streets again,
chuckle. Before long he kidnaps a school bus full of kids;
and with a Hitle spending money thrown in, wants Frisco to
pick up the ticket for an alrline cruise to somewhere —
maybe Morocco, where dope is cheap, but definitely out of
Callahan country, the USA.

Once again invited by Ciry Hall to play the uncaged kill-
er's game, this time Harry refuses and instead goes: after
a little sweet, suicidal revenge. Jumping onto the hijacked
bus  from a highway overpass and forcing a crack-up;
Callahan finally corners his prey outside a mine shaft, and
after daring the punk 1o go for his gun, blows the little rat's
guts into the river, Probably out of a job for his unorthodox
police work (and who wants to fight a losing battle agalnst
crooks coddled by the courts anyway 7 ) Dirty Harry Calla-
han (you won't have me to kick around any more) quietly
takes his badge from his wallet and skips it across the
surface of his lagt victim’s watery grave,

Burying the skeleton for a moment, we shall examine the
lacerated flesh, the delicious emotions which slide along
the surface of Siegel's action images. The visceral thrill
which attaches ltself to each violent demonstration of Dirty
Harry's masculine morality, his enormous and decisive
capacity to 'obliterate a perverse and chaotic social men-
ace, has in ira origins & complex and intricately developed
peychological terror: the fear of eroric sexuality. In Love
And Death In The American Movel, Leslie Fiedler writes
“The failure of the American fictionist to deal with adult
heterosexual love and his consequent obsession with death,
Incest, and Innocent homosexuality are not merely matters
of historical interest or Urerary relevance. They affect the
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lives we lead from day to day and influence the writers in
whom the consciousness of our plight is given clarity and
form.” (2)

Fledler's scandalous thesis. created havoc when it first
appeared on the literary scene Just over ten years ago. But
a recent issue of the Samurday Review of Litératire claims
that no PhD candidate in English would dare question Fied-
ler's propositions today; and Fiedler himself, in the pref=
gce o a revised edition: of his book published in 1966,
laments the possibility that he has almost singlehandedly
created the new conventlonal wisdom in the American lit-
erary academy, Whar {s interesting for our purposes is that
the notion thar American culpure is dominated by images of
men fleeing from wornen in search of an elusive masculine
El Dorado where violence often becomes a3 subatitute for
erotic sexuality s almost never used o descoribe the cen-
tral character of American cinema, and yet it is at least as
appropriate in regard to American film-makers as in re-
gard to American novelises. (3)

Describing the gothic quality of their work, Fledler
writes that

«» » OUT great novellsts, though experts on indignicy
and assault, on lonellness and terror, tend to avoid
treating the passiondte encounter ‘of a man and &
woman, which we expect at the center of a novel,
Indeed, they rather shy awsy from permitting in
their fictions the presence of anmy full-fledged,
mature women, giving us instead monsters of vir-
tue or bitchery, symbole of the rejection or fear
of sexuality. (4)

Isn't he perfectly describing the essential similarity be-
tween the most American of film genres : the Western and
the gangster film, the war movie and the black cinema of
the private eye? Manny Farber describes our great film-
makers as- “the tree masters of the male action Hlm —
such soldier-cowboy-gangster directors as Haoul Walsh,
Howard Hawks, William Wellman, William Keighley, the

23



early, pre-"Stagecoach™ John Ford, Anthony Mann...”
Hasn't the obsession of such film-makers with violence,
incest, and innocent homosexuality (“the male group”) from
“Scarface” and “"Alr Force” to "White Heat” and “The
Searchers” clearly demonstrated the repressed sexuality
‘and gothic quality of American cinema parallel to that of
American literature 74

Which returns us immediately to the work of Don Siegel,
whose films are dominated by often violent men (Steve
McQueen In “Hell Is For Heroes”, John Cassavetes/Claude
a film based on:a Hemingway story but actually the sub-
stance of The Sun Also Rises —Richard Widmark /Harry
Guardino in “Madigan®, and Clint Eastwood in "Coogan’s
Bluff”, for example) who are prioundly uncomfortable in a
‘world lttered with treacherous women. Eastwood described
“The Beguiled™ as "a gothic horror story”. Siegel rejected
the original screenplay for “The Beguiled” and relates:

The studio —— Universal — hired 2 women, Irene
Kamp, to rewrite the scripe. They said she, asa
female, would know how to treat a story with sey=
eral women and one man. [ nearly threw up when
1 saw what she had done...l took over the whole
thing and handed It o my assoclate producer
Claude Traverse, and we did something elae. We
showed how these girie and women could be evil,
showed how these girls and women could be evil,
how they were capeble of murder when their pas-
sions were arcused, ! came out with a tougher pic=
ture, (5)

And Siegel's next tough picture was, of course, “Dirty
Harry”, in which women become monsters of virtue instead
of bitchery and the rejection of female sexuality is accom-
panied by an unprecedented kind of parancid hysteris. D. W,
Griffith would have watered at the mouth as Slegel plays
that final and most sublime card taken from Edgar Allan
Poe's subterranean deck: he has killed his lovely little
girls and sent them off to heaven white as snow where their
terrible deceptive vaginas become angel wings or some-
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thing but do not threaten with an awesome, animal sexualicy
the: masculine resclve of tough guys lke Harry Callahan
who want from life only the chance o remain little boys
and play with big guns.

*James,” writes Fledler, “never questloned the senti-
mental heresy, only added to it the necrophiliac tirillation
{otherwise exploited by Poe and Mrs. Stowe) by identifying
the immaculate virgin with the girl dying or dead” and “was
forever closing in on the real subject that haunted him al=-
ways: the necrophilia that has always so oddly been-an
essential part of American romance.” (6) Yet it is Poe,
precccupied with corpse-love, who utterly suppresses the
sexuality of his female characters ; He creates pale, ether-
¢gl, virgin child-women made somehow more beautiful and
untouchable by grotesque diseases, then kills them and
goes down into the Crypt to caress thelir puricy. It is all
very tender and incestuous. In “Berenice” and "Eleanor”
=he is & cousin, in “The Fall of the House of Usher” she is
a sister (clogser, cloger)and she is buried alive. Then that
one poem, 8o hard to forget: “And so, all the night-tide,
1 lle down by the side/Of my darling — my darling —my
life and my bride,/In the sepulchre there by the sea — /In
her tomb by the sounding sea.” (7)

Annabel Lee was entombed by the sounding sea while her
equally wvirtuous sister, Ann (25 in Annabel) Mary (as in
Virgin) Deacon {as in the Church) is buried down by the San
Francisco Bay; and as one gothic image survives in ancth-
er, Roderick Usher becomes Harry Callahan, tormented by
a faint yer irrefutable sound (dare I say it ?) as if her frail
body might have been placed living beneath the ground | and
Ddrty Harry (whose wife, taken from him for no réason,
tragically evoked with funeral parlor phrases: “"Forgive
me, I'm sorry, I didn't know,” as if out of respect for her
stilled wvirmue) sees.in this horribly threatened child no one
but his own dead bride, born never to know evil, and could
secretly confess, like the narrator of "Ligeia”, that "my
memory flew back (Oh, with what intensity of regret!)to
Legeia, the beloved, the august, the entombed. [ revelled in
reflections of her purity...." (B)
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In an opening scene where Callahan’s character i= de-
fined, the tough cop lectures the weak mayor: “When an
adult male chases a female down the street with the intent
to commit rape, 1 shoot the bastard, That's my policy.” In
4 soclety withoutr values, chaotically permissive, crumb-
ling everywhere, Harry remains a gallant knight dedicared
to protecting from violation every single Coastal maiden.
He and his buddy Chico together stalk thelr prey through
the topless bare and cheap adulr book shops which animarte
San Francisco's night life and produce the warped minds
obsessed with sexual passion and perversion to which the
Police Department, as a last agent of moral rearmament,
must put a stop. Seeking out Scorpio through the site of an
elephant rifle along shadowed apartment rooftops, Callahan
spies a naked girl preparing to engage in some form of sex
ritual with a couple of friends in her living room. Harry
stops, mumbling “"may 8s well have a lictle fun in life,
Callahan.” And next to killing people in the line of duty, it
is about as close as he comes to any real fun, “The self-
pity,” writes Fiedler, "which in Hawthorne, James, and
even Hemingway has softened the horror of the portrair of
the American as impotent voyeur, .. disappears in Sanctu-
Ar¥ .., When Popeye leans over the bed in Madame Reba's
whorehouse, watching Temple Drake perform the act of
darkness of which be 1s incapable...he Iz projectng a
brutal travesty of the American artist, helpless and fas-
¢inated before the fact of genital love.”

“Through the corrupt city,” he continues, “the innocent
tough guy who finally sees all, though he 1= slugged, doped,
sapped, shot at, and bribed on the way to his vision, moves
on an immaculate journey. The undraped daughters of the
rich, tight-breasted virgins and nymphomaniac night-club
entertainers, tempt him with their proffered bodies; but he
Is faithful only to his buddies, and like Lambert Strether,
to ‘whar is right".” (9) Chico and Harry are faithful to each
other ‘a1l right, a perfect team, sharing jokes about boys
who ars more than buddies (consummated rather than inno-
cent homosexuality, a confusion of sexual roles which
frightens and ourrages Callahan like Hemingway before him




and is portrayed as part of the decadence of urban life)
until Scorpio puts Chico in the hospital. When Harry visits
bim o offer a full-time partmership once he is back in ac-
tion, Chico declines, retreating Ingme'ad to his wife, who has
no taste for adventure and who convinces her husband that
he is safer with his tail between his legs. Callahan accepts
the defeat gracefully : His real romance is with Ann Mary
Degcon, the condemned virgin, and consequently with him-
gelf — 44 magnum narcissism.

We shall not press the point further; it is too obvious,

We need not mention the “Annabel Lee™ motif or angd-
feminist theme of Clint Eastwood's own first feature, “Play
Misty For Me" (released just before “Dirty Harry™ and
including a brief appearance by Stegel)or the fact that when
Scorplo produces one of Ann Mary Deacon’s teeth as bloody
proof of her entombment, he only repeats a stunt from
Poe's "Berenice” where a tormented lover returns from
his cousin's crypt, with her teeth and a pair of pliers, his
panta covered with gore. Whether Don Siegel has intention-
ally placed himself within a particular gothic tradidon
through this specifically incldepral creation of feminine
monsters of virtee or simply Inherits an “unconecious col-
lective style®™ (10) which is an Integral part of American
culture is unimportant. The social significance of "Dirty
Harry's”™ deceptive endorsement of sexual repression is
paramount,
" It 15 one thing to say that in “Dirty Harry" Don Slegel
offers us a certain kind of hero, & man to respect and
admlreﬁ'- whose morality s Intimately bound up with a gro-
tesquely distorted conception of women and the concurrent
repression of &l:iuaitl::.r. It is something else again to say
that “Dirty Harry” is a fascist film. The link between the
two is ma-:ie by Wilhelm Reich in The Mass Psychology of
Fascism: “‘Fascism’ is the basic emotional attdtude of the
supprecssed man of cur authoritarian machine civilization
and its mechanistic-mystical conception of life.” (11) He
later stares:

The suppression of one’s primitive marerial needs
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compasses & different resulr than the suppression
of one's sexual needs. The former incites to re-
bellion, whereas the latter — inasmuch as it
causes sexual needs to be repressed, withdraws
them from consciousness and anchors itself asa
moral defense — prevents rebellion against both
forms of suppression...It is not only by means of
this process that sexual repression strengthens
political reacrion and makes the individual in the
masses passive and nonpolitical; it creates a gec-
endary force in man's structure—an artificial
interest, which actively supports the authoritarian
order, When sexuality is prevented from attaining
natural gratification, owing to the process of sexu-
al repression, what happens Is that it seeks vari-
ous kinds of substitute gratifications. Thus, for
instamce, natural aggression is distortad into bru-
tal sadism, which constitutes an essential part of
the mass-psychological basis of those imperial-
Istic wars that are instigated by a few.” (12)

Thus, for Instance, Harry Callaban's natural sexuality is
crushed by a conventional confusion of femininity withchas-
tity and a Christlan-mystical identification of masculinity
with the disciplined protection of female virginity, and is
ultimately distorted into a kind of police-tough guy, sadistic
viclence rarely portrayed with such terrific impact on the
motion-plcture screen. (13) Consequently we are not sur-
prised by the similar treatment of the two most important
sequences In “Dirty Harry” — one the culmination of sex-
ual repression and despair, the other a bittersweet experi-
ence of sadlsm as a desperate substitution for sexuality.

Siegel uses soft-focus photography (rather unusual for
him, hardly the trademark of a top “B" director) and a
kind of melancholy moog-synthesizer soundtrack reverber-
ation first, when the pale, naked, Christ-like corpse of Ann
Mary Deacon is slowly raised from benesth the ground and
lovingly laid on a white stretcher while Harry watches im-
potently (having failed to save her or avenge her, allowing
her tormentor to elude him beneath a towering cross in the
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park), and with gaze transfixed stares out into the enigmat-
ic night-tide of the Bay. The soft focus and eerie music are
repeated at the end of the film immediately after Harxy
experiences the climax of his act of revenge, has felt the
sharp recoil of the gun against hie hand and watches the
bloody face of his rarget disappear beneath the water, then
thoughtfully removes his SFPD badge, his job finished, and
throws it away.

Thus Harry Callahan pays a price for accomplishing an
act surely no one would question yet which a llberal mayor,
a permissive police department and judicial system, and a
decadent society had neither the guts nor the masculine re-
solve to see through to the end. By this time any student
from Berkeley would of course gag, The liberal mayor is
Alioto, up to his elbows in the Mafia. The permissive police
department and Oakland Tactical Squad murdered Bobby
Hutton and James BRector, among others. The lenient judi-
cial system sent George Jackson to prison and execution
for petty theft. The decadent society, tragically short on
real men, {8 somehow able to prosecute one of its largest
wars, in which torture and mass-murder are established
government policies. Thank you Hollywood for once again
giving us a clear picrure of what i happening in the United
States.

The military-police style of sexual paranola which per-
vades “Dirty Harry” has considerable social consequences.
The American Friends Service Committes reports:

The authoritarian personality has a tendency to
attribute evil intent and actions to cother groups,
particularly minorities; he shows an exaggerated
Interesat in and vigllance against sexual activity on
the part of others, coupled with unconscious self-
doubts about sexual adequacy . ... The appeal of the
armed-forces recrudters to the masculinity theme
is peychologically effective in getting men to sign
up. Concern about masculinity also plays a role
during training. In a group of navy frogmen train-
ees studied psychologically, the 25% who success-
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fully completed the gruelling training showed evi-
dence of fear of women and doubts about their own
sexual adequacy. The author of the report com-
ments “.,.It is quite possible that their uncon-
scious motivation to 't:ump]ate the course was
based on a need to prove their masculinity cnupled
with a fear of involvement with women.” These
men were also less successful than their fellow
trainees in coping with nnx!ety by verbal expres-
sion; they were “sction men” in' the words of the
recruiting pamphlet cited. (14)

In short, it is possible to demonstrate the fascist quality
of “Dirty Harry® (and, we would like to argue in detail, most
of the male action cinema) without showing the similarity
between the logic of Officer Callahan’s outraged attack on
the Warren Court’s Escobedo and Mirands decisions™ and
the paranofd propaganda of every Right-wing organization
in the country. Such an argument 1& too easy and does not
have the far-reaching consequences for the American cin-
ema which It 1 our purpose to suggest. It is one of the
great potentialities of the women's-liberation movement to
elaborate the political dimensions of sexual repression in
American culture and Institutions. (15)

Finally, we propose not only that “Dirty Harry" is fas-
cist, but that it is ridiculous to be surprised any longer by
that kind of eventuality. “The point,” says Reich, “is that
every soclal order produces in the masses of its members
that structure which it needs to achieve its main aims.”
(16) Taking seriously Reich's conception of ideclogy as a
material force and basing his work on a close reading of
Marx, French philosopher Louis Althusser has constructed
a detailed analysis of the relationship between the cultural
superstructure and the economic Infrastructure of capital-
ist soclety, The socjal stability of corporate capitalism is
ultimately insured only by the capacity of the ruling elites
to convince the mass of Individuals that the narrow Inter-
este of a specific class are the same as the general inter-
ests of mankind. A difficult problem.
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In ‘other words, (writes James Roy MacBedan in
Film Quarterly), people must be trained to know
what “society” (the ruling class) expects them fo
do and to be willing 1o do it. And this is where
ideclogy comes in. Cinema and television are of
course by no means the only or even the most im-
portant vehicles of ideology. (Althusser lists, in
addition o these, the schools, churches, courts,
political parties, laber unions, the press, and —
perhaps most important of all —the family.) But
cinema and television have proved particularly
useful ideological weapons in the past fewdecades,
bath because of the vast audiences they reach and
because, as photographic media, they lend them-
selves so well 1o the ruling class's need to pre-
sent the status quo as if it were reality itself. (17)

Movies are not the only element within the cultura]l and
ideological superstructure of society. Except for people
who spend both day and night in the theater, no one’s life is
simply a reflection of what he sees.in 2 film, Yet the enor-
mous consistency of American culture and'lis tendency to
reproduce the ideology which sustains corporate liberalism
are not asccldentsl. The complicity. of the cinema in this
project Is evidenced by the repeated endorsement of the
fascise conception of relations betwesn men and women
portrayed In "Dirty Harry”™, That the corporate state
thrives onanti-feminism and the sexual repression of men
like Harry Callahan is beyond question. Clearly, the tough
guy is being played for a sap: he has no ides what a.real
woman is like, gets hopelessly stuck on some boring
assembly line in Detrolt with the only possible escape to
Vietnam where he ¢an spend an hour with a whore when the
MPs aren't looking and outslde My Lal have the most sexu-
ally gratifying experience of hiz life, the machine-gunning
of & hundred men, women, and children in a ditch. Some
Tomance.

(Reprinted from The Velvet Lighttrap, January 1972)
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* Although Siegel is not actually mentloned in Farber's
original 1957 essay “Underground Films®, both he and Sam
Fuller should be included within the group of camerados
based on Farber's 1969 articles devoted to them. It might
be pointed our that while Hawks; Walsh, and Ford made
films before sound, Siegel did not make his first feature
until 1946, Fuller until 1949, Farber’s most important

criticism has been collected In Negative Space (New York,
Praeger, 1971).

Awe are obviously out on a limb, offering the outline of a
whole way of looking at Amerlcan cinema without defending
it film by film, shot by shot. Nonetheless, we are confident
the argument can be made and choose only ro initiate it
here. Fiedler, clearly, and Kate Millett provide starting
points, Raymond Durgnat's essay “Inside MNorman Bates”
i interesting, and one-shot cowboy George Plimpton's
comments in Esquire (February 1972) are revealing:
"Howard Hawks, for example, thinks there i a type of
man-love, love that isn't sexual. Hawks's films very often
seem t0 be about very strong relatonships between men,
not homosexual, but friendships that are based on admira=
tlon and appreciation of skills, and that's why I think Hem-
ingway and Fitzgerald were very attracted to each other.”
This is what Fiedler means by “innocent homosexuality”.

"Q"Snmenne will say that Harry is a profoundly amblpuous
figure and that we are nor supposed to respect him, 'will be
uninterested in the fact that most audiences do without res-
ervation. After killing severalblacks during a bank robbery,
Harry is friendly with a black hospital intern who paiches
him up, This supposedly justifies or negates the racism of
the hold-up sequence. “The scene cost only $500," says
Siegel in the New York Times, “and it says a hell of a lot
about Harry — that ke isn’t just a bundle of prejudices, that
he bas a certain amount of humanity as well.” As if that
were the issue, Eichmann iiked classical music, Hitler
loved his dogs; *humanity” is cheap. The human consequen=
ces of a policeman’s actions are a function not only of his
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personality, but also of the State’s definition of his job,
which is political. *We do not say these men are evil ®
writes Carl Oglesby, “but zather that good men can be
divided from their compassion by the institutional system
which inherits us all.”

MEven Time magazineé argued in 1966 that the Supreme
Court’s “handcuffing” of policemen by establishing specific
civil rights for the criminally accused in the police station
(Escobedo Versus Dlincis in 1964 and Miranda Versus Ari-
zona in 1966) was in the best Interest of society at large
as well as the accused iIndividual. And why not as long as
everyone knew those rights would be viclated in practice
if the securiry of the State were threatened ? Justice Abe
Fortas could afford to say in 1966 of the Miranda decision
that “we deal not with the criminal againat society, but the
state and the individual®, because the Democratic admints-
tration with which he was close friends had sent the Marines
into the Dominican Republic, where Fortas (among others)
had interests in the sugar trade, to restore "law and order”
the year before. The Time magazine articles on Escobeda
and Miranda (April 29, 1966, Pages 52-63, and June 24,
1966, Pages 53-54) are worth reading,

FOOTNOTES

1. Godard was interviewed by Jonathan Cott in England

and a transcript was published in Rolling Stone (June 14,
1969).,

2. Leslie Fiedler ; Love and Death in the American Novel
New York, Delta, 1966), Pages 12-13;

3, A brief, persuasive éxample of the rare use of Figd-
ler’s ideas In film criticism is William Donnelly’s “Love
and Death in ‘Casablanca’™, published in Persistence of
Vision (Madison, Wisconsin Film Society Press, 1968),

4. Fledler, Page 24.

5. Siegel's comments are quoted from Charles Higham's
article In the New York Times (July 25, 1971}, Section 2,
Page 11,
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6. Fiedler, Pages 303-3(4.

7. Edgar Allan Poe: Great Tales and Poems (New York,
Washington Square, 1970}, Page 294,

8. Poe, Page 48,

9. Filedler, Pages 346-347,

10. Conscious/unconsclous and personal/collective ele-
ments in an ardst’s work are discussed in Peter Wollen's
Signs and Meaning in the Cinema (London, Secker and War-
burg, 1969) and Graham Petrie’s The Cinema of Francois
Truffaut (New York, A. 5. Barnes, 1970), Chapter 5.

Il. Wilhelm Relch: The Masa Psychology of Fascism
(Mew York, Farrar, Straus, and Giroux, 1970), Page xiil.

12, Reich, Page 31.

13. Reich’s discussion of the cult of the Virgin Mary
(Pages 164-167) and D, H, Lawrence’s analysis of sadism
as a response to such sexual repression (in "Edgar Allan
Poe” from “Studies in Classic American Literature” in
The Portable D. H. Lawrence, New York, Viking, 1947,
Pages 690=0691) are quite interesting in this regard.

14. Peace Education Division of the American Friends
Service Committee : The Draft 7 (New York, Hill and Wang,
1968), Pages 10-12,

15, Gail Pellet's review of Shulamith Firestone's The
Dialectic of Sex, in Socialist Revolution (March-April 1972,
Pages 137-145), points the right direction,

16, Reich, Page 23,

17. Mthusser's_ perspective, derived directly from Marx
and Engels, elaborated in “Contradiction and Overdetermi-
natlon™ in For Marx (New York, Vintage, 1970), and well
summarized by James Roy MacBean in "See You at Mao”
(Film Quarterly, 1971), is not unprecedented in film eridd-
cism. Robert Warshow hints at it in “The Gangster as
Tragic Hero® in Partisan Review (1948), and Wolf W. Moss
in "The Movies ano the Social Revolution™ in The Movies
On_Trial (New York, MacMillan,, 1936) and John Howard
Lawson in Film ‘on the Barttlefield of ldeas (New York,
Masses and Mainatream, 1953) are more to the point than
Warshow. Alsc Haymond Durgnat describes “entertainment
films" as propagandz in A Mirror for England; British
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Movies from Austerity to Affluence (New York, Praeger,
1971, Pages 7-8), and the Radical Educaton Project (Box
561-1, Detrofr, Michigan) manifesto “Mass Media, Adver-
tising, and the Arts”, reprinted in Clneaste magazine, is
right on the money.
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QUILTS:
The Great American Art

by Patricia Mainardi

Flowers, Plants, and Fishes
Beasts, Birds, Flves, and Bees
Hills, Ddales, Plains, Pastures
Skies, Seas, Rivers, Trees
There’s nothing near at hand
Or farrtheést soughe
Bur with the needle
May be wrought
from:-an old sampler

Women have always made art. But for most women, the
arts highest valued by male society have been clozed to
them for just that reason. They have put their creativity
instead into the needlework arts which exist in fantastic
variety wherever there are women, and which in fact are a
universal female art, transcending race, class, and national
borders. Needlework is the one art in which women con-
troiled the education of thelr daughters and the production
of the art, and were also the audience and critics: It is =o
Important to women's culture that & study of the various
textile and needlework arts should occupy the same position
In Women's Studies: that African art occupies in Black
Studies : It is our cultural heritage. Because quilt making
I8 so indisputably women’s art, many of the issues women
artsts are attempting to clarify now — questions of femi-
nine senalbility, of originality and tradition, of individuality
versus collectivity, of content and values In art— can be
flluminated by a study of this art form, [ts relation to the
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lives of the artists, and how it has been dealt with in arc
history. The contrast hetween the urilitarian necessity of
parching and quilting and the beautiful works of art which
women made of it, and the contrast between the traditions
of patchwork and quilting as brought to America and the
quilts made here from colonial times to the present, give
ample evidence that quilts are The Great American Arr,

Although quilts had a functional purpose as bed cover-
ings; they had another purpose equally important to their
makers, and that is display. Early bedrooms frequently
possessed only one plece of furniture, namely the bed; and
the quilt, displayed on the bed, was the central motif.
Women exhibited their quiltse and srill do, at state and
country fairs, churches, and grange halls, much as our
contemporary “fine” art is exhibited in museums and with
much the same resulis. Good quilt makers were known and
envied throughout thelr area. Thelr exhibitions of excep-
tionally fine craftewomanship and design influenced other
women who rermurned home stimulated to do even finer
work, and ideas of color and design were disseminated
from one area to another, causing recognizable historic
and geographlc trends.

Moreover, the women who made quilts knew and valued
what they were doing: frequently quilte were signed and
dgated by the maker, listed in her will with specific instruc-
tions as-to who should inherit them, and treated with:all the
care that a fine piece of art deserves. Women reserved
their "best™ quilt for guests of honor or special occasions,
and when It was on the bed, drew the curtains to prevent
fading. Many of the most beautiful quilts were acrually used
so infrequently that they have come down to us without ever
having been laundered — women even made speclal “guile
cases” to store them in. Even in their choice of material
women quilt makers behaved similarly to other artists —
they wanted to use only the most permanent materials, and
the popularity of two colors, indigo and turkey red (am ali-
zarin dye), was the result of their abdlity to withstand much
use without fading. '

In sharp contradiction to the truth about these women
artists is the fabric of lies that has been spread over their
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work — the distortion of the purpose of the “quilting bee”
into the false idea that quilts were “collective art” instead
of the work of individual women, and even more important,
the lies about their anonymity. For example, the catalogue
for the “American Pleced Quilts™ exhibition at the Smith-
sonian Institute, Waghington, DC, bears a cover reproduc-
tion of a quilt signed "E. S, Reitz” in large letters, clearly
visible. The quilt i= identified in the catalogue as to ticke,
place, date, material, and size —hut the artist’s name is.
not given. Jonathan Holstein then dedicates the catalogue to
“those anonymous women whose skilled hands and eyes
created the American pieced quilt®. (2) Thesé women did
not choose anonymity, Rather, ir has been forced on them.
The great pains taken by art historians to identify all work
of male artists, even If only by conjecture, coupled with the
intentional omission of the names of those women artists,
even when they signed their work, makes mockery of all
pretensions that male “scholarship® 18 anything but a tool
of sexist oppression,

Although women made quilts of woel and silk, the firer
for warmth, the second for beauty, most quilts were made
of launderable fabrice called “wash goods®, primarily
chintz and calico. Too much bas been made of the fact that
the fashions of a period were used in quilts, implying that
women were the passive agents between fashions and quilts.
Aslde from the fact that this ie nor the whole truth (women
also dyed and traded fabric), no such interpretation has
been given to the work of male painters, whose art has also
been Influenced by the mediums and pigments “in style™
during that period. Quilts were made in three ways : pieced,
applique, or by the use of qullting stitches alone on a solld-
color background. The majority of them were “pleced”, for
economic reasons——that s, the small pleces of fabric
were joined edge to edge to make up a top of a single layer
of fabric. The process of plecing makes curved designs
very difficulr, as the fabri¢ has to be joined on the blas and
tends to pucker, so most pleced quilts have straight-edge
designs, founded on squares, triangles, or diamonds. Appli-
que quilts are actually called “patchwork”, bur since this
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word has also been used as a general term for quilts, I'll
use the more specific word “applique®. They were designed
by laying the cut-out shapes of fabric on a base of new
fabric ‘and hemming them down, thus making a double layer
of fabric —a clear extravagance and one which accounted
for the fact that appligue didn’t come inty wide use for
guilts: untll approximately 1750 when fabric wasn’t so
scarce, although pieced quilts were made by the first fe-
male immigrants, Women quilt makers preferred their
applique quilts’ to their pleced ones because hemming down
allowed them greater freedom of design than piecing, and
because the addirional eXpense of the extra fabric for ap-
pligue called for thelr very best needlework and design —
these are the ones that women considered their “best”
quilts, and which, although meny fewer of them were made,
have survived in larger numbers because of their “show”
rather than "everyday” use. Because of the greater freedom
of the applique téchnigue, women treated hundreds of new
deslgns, most based on natural forms, especially the flow-
ers they loved. Selid-color quilts, usually white, were
designed only in stitchery, called quilting, the beauty com=-
ing from the bas relief of the top, created by thousands of
tiny stitrches, stuffing some areas, flawening down others,

Besides the top designed layer, quilts have two other
layers — the padding for warmth and the backing. All three
layers are held rogether by the quilting, that s, the tiny
stitches which go through all three layers and contribute
the lights and rhythms of their own design to the quilr.

Cuilts as they were first made in America were the pro-
duct of necessity as well as tradition. Factory-made blan-
kets were unavailable until the mid-Nineteenth Century,
fabric was scarce and expensive, and winters were cold.
Women had to ré-use every avallable scrap from worn-out
clothing in thelr quilts, lining them with worn-out home=
spun blankets, wool, cotion, or rags and backing them with
muslin or homespun. Before 1750, quilting was the univer-
sl form of needlework in America, practiced in-all house-
holds, by all females cld enough to hold 2 needle. Even
after economic circumstances eased somewhat, girls were
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‘8till taught to sew even before they were taught to read —
there are many beautiful quilts made by girls younger than
ten years old.

Although American women, including slave women, made
quilts from colonial rimes ar least until the Centennial
(1876), and many still do, that was merely one of their
dutles, and their accomplishments should be seen against
the sum total of their work. For most of the Colonial
pericd, and In rural areas up to and even after the Clvil
War, women were responsible for an amount of work hardly
to be believed : Besides the cooking and cleaning and rais-
ing and educating children, they spun, wove, and dy=d cloth,
made the clothing, bedding, curtains, and rugs for the en-
tire family, canned the food, milked cows, tended gardens
and chickens, and made soap and candles. With the rizse of
industrialization in the Mortheast it is not surprising thar
single women in large numbers left the farms for the rela-
tively easy life of a 12-hour day in the factories. Making
quilts, though a necessity, was virtually the one area
in which women could express themselves creatively,
A woman worked on her quilt in the evening after she had
done the day’s chores. The importance of quilts in women's
lives is best expressed in the statement of one Nineteenth
Century farm woman who is quoted as saying: “I would
have lost my mind if I had not had my quilts to do.” (3)

All three quilting arts, plecing, applique, and stitching,
are extrémely ancient and can be traced to Syria, Egypt,
India, and China. Flags are plecework (réemember Betsy
Ross 7), and quilted bed covérings were made by Chinese
and East Indian women in the Seventeenth Century as well
a8 by the women of Eurcpe, (4) The tradition azs well as
quilts themseelves came to America with the first women
immigrants, and several early designs exist which are
identical to those done In England. Gradually, however,
women began to re-design thelr quilts and create new pat-
terns, so that eventually more quilt designs were created
in America than in all of Europe, In particular, the repeat
patterns of the applique quilts became peculiarly American,
as well as the institutlon of the quilting bee and the custom
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of creatng quilte for special occasions. Although most
writers on quilts remark on the change in design from
Europe to America, no one has pursued it further than to
artribute it to some mystical “spirit of freedom” in the new
land. (5) | think a more down-to-earth explanation exists —
the same explanation that has accounted for every change
in all of art history, namely, that when there is contact
with new design traditions, art changes.

Early American immigrants came from England, Ireland,
Germany, and the Netherlands and mingled the needlework
traditions of those countries. In America, they met with
new design traditions from: the various American Indian
tribes whose influence is obvious In the many quilts named
for them: “Indian Meadow”, “Indian Hatcher”, “Indian
Trails”, to name a few. The famillar sawtooth pattern, for
example, seen in both pleced and applique quilts, is strik-
ingly similar to Indian women's weaving. Furthermore,
intermarriage between Indian women and white meén was
fairly common, and the Indian women and their female
depcendants’ quilts would bring to bear design influences
from both-cultures. (6) The other unacknowledged (for much
the same reasons) design influence on American quilts
1 feel came from African women, whe actually made many
of the Southern quilts, particularly at the large plantations
where many bedrooms necessitated many quilts. It is too
great a coincidence that the South was the “home” of appli-
que quiles, while many of the quilt makers in the South were
from Dahomey, where much beautiful applique was made.
(7) I think it should be acknowledged that some of that
“spirit of freedom” which enriched gquilt design actuslly
came [rom the very women for whom the new land provided
nat @ spirit of freedom, but a spirit of tragedy.

The earliest quilts made were known as "Crazy Oulls”™.
Women sewed odd shaped scraps of fabric together with no
attempt ar design, and the result tended to resemble a jig-
saw puzzle, Since they were utilitarian, they mostly wore
out, and few have survived. This “"Crazy Quilt™ was the
basic quilt design. Whenever times were lean and fabric
scarce, especially in rural communities far from stores,
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women made crazy quilts. Years later, in the late Nine-
teenth Century, after the Clvil War and the Centennial
celebration, there again came a vogue for them — but made
not of the crude scraps and patches of earlier days, but of
velvets and silks, scraps from “best” clothing, and of a
size meant not for a bed, but for a parlor throw. By a
change of fabric and size, the content of the quilt as art
changed from the hardship and poverty of the earlier period
to 4 more relaxed evocation of the past—a poetic remi-
niscence,

It is interesting to note that there are few quilts, even
among the crazy quilts, totally lacking in a sense of design;
for virtually immediately women began the process of
making thelr quilts beautiful as well as useful. With the
same poverty of means, but with the addition of 4 sense of
design, women began to cut their scraps into parches of
uniform size and shape (the “Hit an’ Miss® pattern), or to
gew all the light-colored ones into one strip and the dark
onee  Into another, and alternate the stripes (the “Roman
Stripe” pattern). These are “one-patch” patterns, since
there was no organization into a series of blocks to form
the design. The “"Mosaic” pattern, another early design
brought from England, later called “Honeycomb® or “Grand-
mother’s Flower Garden”, consisted in cutting the points
off a square ro form-a hexagon. Pieced quilte evolved from
the “one-patch” through the “nine-patch®, depending on how
many pleces the original :square was divided into. As the
quilt designs evolved, women went to greater pains to have
their quiles fulfill their conceptions : They rraded fabric
scraps with other quilt makers, dyed some to obtain the
shades they wanted, and embroidered on the plain home-
spun if that was all they had. Women became the artists in
a soclety in which their efforts were likely to be the only
art that most of the populace saw, certainly the only arr
most of them possessed. Although these quilts didn’t look
anything like the European-influenced painting done in
America at the time, a period of over 200 years of expo-
sure to this women's art, on permanent exhibition in most
households of America, finally influenced the male artists
of today to work in a similar ‘style,
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l"rrkﬂuu:'l Wornan, Litille Birds, ORlo, 1820, Yellow, brown. and green
eppligue on fomespun inen. Vardation of *“Tree of Life.” Courresy of

The Shelburme Museum, Vi,
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Elizabeth. Ann Cline, Crazy Quily, 1875 Courtesy of The Devver

Husewrn,
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Ziille Code Spoulding, Sunburst and Grandmother's Flower Garden,
1849, Bloomington, Hiinods, Brown and gray ok, pestel cottons, foa-
ther guilting. Cowrtexy of the Denver Art Miiserrm.
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Mary Everite, Friendship Medley Cuailt, Cecll Couniy, Marviand, |54,
3 Appligue. The signatures are visible in the cenrer 6 foch dlock.
Lowrtesy of The Beltimore Musesim of Ari,
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Unknown Woman, Log Cabin, ninefeentlh century. Fieced quill. Cowr:
tesy of The Brooklys Museum.
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Unkmown Woman, Al White Qewlr, minefoenth conury. The ratsed por-
tiews are sfuffed froom behbnd
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Although pleced quilts are primarily geometric indesign,
and ‘as such could be considered only in formalist terma,
that would be only half the story. All quilt designs were
named by the maker. If other women liked the pame and
used it; it became tradidonal, The names of the quilts give
rich insights into the Hyves of the women who made them,
and their lives give Insight into the content that the design
elements held for them —a repsat pattern of cubes In
space, for oxample, was known sz “Baby’s Blocks™, The
fact that It is more common for contemporary male artista
to call this type of design by a scientific or mathematical
name mercly points up the different content this visual
symbol -evokes in different lives. There are bundreds of
names for gquilt designs, and often women changed the
names, discarding the old ones as the visual Images they
evoked became irrelevant to their lives. In this way, they
gradually transformed both the names and designs of the
European tradition until they had built a new American one.

For example, a design known in England az “Prince’s
Feather™ (after the Prince of Wales) became “Princess
Feather” on arrival in America, and afterward became
“Ostrich Plume® or “California Plume”, A pattern called
"Jacob's Ladder” before the American Revolutlon was later
called “Stepping Stones” In New England and Virginia, “The
Tail of Benjamin's (Franklin) Kite" in Philadelphia, the
"Underground Railroad” in Western Reserve, and “The
Trail of the Covered Wagon” in Mississippi. And after the
first ‘commercial raflroad (1830), an unknown woman in-
cluded a striped rallroad symbol and called iv *Railroad
Crossing”.

It must be understood that guili names. were generic
rather than specific; that is, although the image was recog-
nizable within the visual veocabulary of women, it was
rarely if ever exactly the same In size, style, and color.
When the additional design elements which make up the
quilt are considered, such as borders, choice of fabric
(color, pattern, weave), and the quilting itself, it is-clear
that two identical quilts would be even rarer than two iden-
tical paintings.
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In designing their quilts, women not only made beautiful
and functional objecrs, but expressed thelr own convictiong
on a wide variety of subjects in a language for the most
part comprehensible only to other women. In 8 sense, this
was a “secret language”™ among women, for as the swory
goes, there was more than one man of Tory p_olltical per=
suasion who slept unknowingly under his wife's *Whig Rose”
quilt. Women named quilts for thelr religious beliefs, such
as “Star of Bethlehem” or “Job's Tears”, or their politdcs
—at a tme when women were not allowed o vote. The
“Radical Rose” design, which women made during the Civil
War, had a black center for each rose and was an expres-
sion of sympathy with the slaves. Other polidcal quilte had
names such as “Lincoln's Platform”, *Clay’s Choite”, “The
WCTU" or “Union Staxr”™. In fact a quarrel broke out between
the Whigs and the Democrats in Pennsylvania in 1845 as to
a certain rose design claimed by both partles, Other quilt
names expressed the farm Uves of thelr makers, such as
“Corn and Beans”, "Toad in the Puddle®”, or “Flying Bats";
or their urban lives, as in “Philadeiphia Pavement” or
“Court House Square”. In fact, from their social life
("Swing in the Center”) to their flower gardens ("Rose of
Sharon™ or “Nerth Carolina Lily") to occupations (*Churn
Dash”, “Chips and Whetstones”) or themselves (“Fanny's
Fan®, "My Mother’s Star”), there is virtually nothing in the
lives of these women that did not get expressed in quilts,
But the most popalar motifs always remained Sun; Rose,
and Star designs.

There are several caiegories of quilts, each of which
was made for specific occasions and in a definite way.

There was the Bridal Quilc, begun after a young woman's
engagement hed been announced. By the time she was en-
gaged a woman had customarily completed twelve quilt tops
which were then quilted up before her marriage, since the
expense of padding and backing would only be undertaken
when a new household was in preparation. The thirteenth,
the Bridal Quile, was the equivalent of the malecustom of
the "manterpiece'. particularly when one considers that
marriage was virtually the only employment available tw
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women at that time. This quilt was made of the best mate-
rials she could afford, and commanded her most skilled
and intricate needlework and the most carefully planned
design, The Rose of Sharon was the most favored design
for the Bridal Quilt because of these lines from the Song of
Solomon {2 :1) which every woman knew and which seemed
to them particularly approprizte for brides:

I am the Rose of Sharon, and the Lily
of the Vallies.
As the Hly among thorns, 50 is my
love among the daughters,
As the apple tree among the trees of
the wood, 80 is my beloved among
the sons.
Bridal qullts were used after the wedding only on special
occasions. or for honored guests, and have frequently come
down to us without ever having been laundered. They were
virtually -always applique, and it was customary to incor=
porate hearts either (n the applique or in the quilting, But
it was considered bad luck for a woman to use hearts in a
quilt before her engagement had been announced,

Freedom, Friendship Medley, and Presentation Quilts
were the only quilts made by more than one woman and
accounted for a amall percentage of gquilts made, although
they have become quite well known. The Freedom Cuilt was
made for a yeung man.on his 2 lst birthday by all his female
friends at a party arranged by his mother and sisters —a
custom  popular until approximately 1825. Each woman
would bring fabric scraps from her own dresses, and at the
party make and sign a block of her own design. By the end
of the day, all the blocks had been made and set together
into the "top”. It would take another all-day event, the
“guilting bee®, to guilt ir.

The significance of the 2lst birthday was that a young
man was legally free at thar age, whereas previously his
labor and wages legally belonged to his father. There was
no Freedom Quilt for women, since their labor legally
belonged to their father untll marciage, and afterward to
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their husband. The term Freedom Quilt acquired another
mezning around the time of the Centennial, when the nation
celebrated its survival through the Civil War, an end to
slavery, and an end to the troubles and uncertaintes of the
first hundred years. These later Freedom Quilts, made by
individual women, were another example of political quilts,
incorporating symbols such as eagles, flags, stars, -and
liberty bells in their designs.

Friendship Medley Quilts and Presentation Quilts were
made in the same way as Freedom Quilts, and became
popular around 1840. When a woman became engaged o
marry, & friend usually gave a party at which all her
friends brought fabric from one of their dresses and made
her a Friendship Medley top. Custom dicrated that the
young woman's mother invite all the participants 1o a
return party ar which the actual quilting was done. Friend-
ship Medley quilts were also made for neighbors in dis-
tresgs, and for peighbors moving away., When they were
made to honor a respected personage of the community,
they were called Presentavion Quilts,

Album. Quilts were similar o Presentation CJuilts in that
each block was different. Album Quilts were made by indi-
vidual women, however, and had a theme — birds or flow-
ers, for example. The Friendship Quilg (different from the
Friendship Medley), was a type of Album Quilt, each block
being made of the dress material of 3 female [riend, al-
though all the blocks had the same design and maker. Quilts
were also made that recorded the family history (Family
Record Quilts) with blocks showing family members, pets,
their home, weddings, and so on.

Finally there were the sombre Memory or Mourning
Quilrs, pleced from the dresses of a friend or relative who
died. In the center of these quilts the woman quilt-maker
would crogs-stitch an Inscription with the name, the date
of death, and perhaps a poem. The period during and after
the Clvil War is characterized by a great number of
mourning quilts; in blacks, grays, and browns, with the
quilting done in the design of a weeping willow tree.

From the above descriptions of quilts, it should be ob-




Vious that the use of material having emotional significance
In addidon to the formal characteristics of color, shape,
and design added a spiritual and emotional dimension to the
quilts as art which is missing from most art today and
which modern formalist critdcism attempts to define as
“non-art”. But to the early quilt-makers, this dimension
was an essentlal part of the art. Aunt Jane of Kentucky
expressed this feeling when she said: “There is a heap of
comfort in making quilts, just to sit and sort over the
pleces and call to mind that this is of the dress of a
loved friend.” (8)

The "Quilting Bee”, as an American institution, is well
known; but most Americans have a false idea of its nature.
An examination of myths usually reveals not the reality of
the situation, but what the society feels the reality should
have been. (Witness the Noble American Cowboy myth.)
In view of the male le that women lack individualicy,
creativity, -and initiative, it ie not surprizsing that the quili-
ing bee has become in the popular mind the place at which
women all collaborated on the making of the quilr,

In actuality, quilting bees were called for the purpose of
assisting an Individual quilt-maker in the tedious work of
quildng the top, which she had already made. Even the
design of the quilting stitches was chosen in advance by the
maker of the quilt. The various kinds of Presentation Quilts
which were a composite of individually produced, designed,
and signed blocks were the only exception to the individual
nature of quilt making; and the number of quilts so produced
was a tiny percentage of all the quilts made. Interestingly
enough, male arrists who have had assistants for the more
routine aspects of their creativity (and whose numbers
stretch throughout art history) have never been popularly
stereotyped as lacking in individual creativity because of it,

For the American quilt-makers, even the ghoice of assist-
ants was an individual choice, made on the basis of crafrs-
womanship. Invitations to quilting bees only went out o
expert needlewomen, and it was common knowledge that
those who were not expert with their needles had little
access to the: major Institurion of women's social life,




Moreover, there are many stories of women whose stitches
were uneven being sent to help in the kitchen, or of the
quiltmaker herself ripping out poorly done work and re-
doing it. In other words, the part played by collectivity in
the quilt-making art had more in common with traditfonal
methods of art-making than with mythological interpreta-
tions. of women being prone by nature to collective art
production.

The quilting bee was an all-day affair, lasting from dawn
to late evening. It was second only to Church in sofial
importance to women, and they probably enjoyed it more.
In a time of bad roads and poor transportation, women fre-
quently went for long periods without seeing each other,
each isolated In her own house. A letter from a woman in
Ohlo. dated February 7, 1841, says:

We have had a deep snow. NO teams passed for
over three weeks, but as soon as the drifte could
be broken through, Mary Scott sent her boy Frank
around to -say she was going to have & quilting.
Everybody turned out, Hugh drove on to the Cen-
ter, where he and several other men stayed at the
Tavern until it was time to come back to the
Scotts’ for the big supper and the evening....One
of Mary's quiles she called “The Star and Cres-
cent”. I had never seen It before. She got the
pattern from a Mrs. Lefferts, one of the new
Penneylvania Duich families, and pleced it this
winter . ...Her other guilt was just an old fash-
foned “Nine Patch”....

It was customary to work all day, usually on two quilts, and
then have husbands, brothers, and friends in for supper and
dancing. Although most of the records claim that women at
the quilting bees “exchanged gossip and recipes”, it should
be obvious to women that this was not all that was going on.
The fact that Susan B. Anthony made her first speech in
Cleveland to women at a church quilting bee gives an indi-
cation that then, as always, women had important things to




say to each other that could best be said out of earshor of
men. | don’t think it was coincidental that the Seneca Falls
Conference of 1848, which marked the beginning of an
organized American Women's Liberation Movement, came
at the virtual height of the quilt-making period; nor is it
colncidental that the size of the quilting party —8 to 16
women — coincides exacrly with the size of modern con-
sciousness-raising groups,

Quilting itself was done by stretching the lining, padding,
and top on a horizontal ‘wooden frame. The design was
marked with chalk or pencil, after which elght women, two
to each side of the frame, would stitch along the chalked
outline of the motf, through all rhree layers, Besides the
functional purpose of holding the lining in place, the stitch-
ing has the aesthetic function of throwing the top of the
fabric into low relief through the manipulation of lights and
shadows by the thousands of tiny stiches. Thick guilis
called comforters ¢r winter quilts were tled with litle
anips of yarn at intervals, as the padding was too thick to
be closely quilted; whereas counterpanes, particularly in
the South, were not lined or quilted at all and served only
an aesthetic function, like the modern bedspread. A com=
parison between quilts and counterpanes, however, makes
it obvious that the quilting changed not only the function of
the ‘quilt, bur the character of the object as drt besides.
Quilts are more sculptural, “heavier”, both actually and
wvisually, ‘and are visually more complex, The interaction
of the patchwork design with the chiaroscuro of the quilting
was of great concern to quilt makers, and the choice of
quilting stitch every bit as important as the patchwork
design. Frequently there were several quilting designs in
one guilt —one for the patches, one berween the patches,
and one for the border, The quilt makers strove for balance
— thar is, opulent floral and arabesque designs usually had
severe quilting, while simple designs had elaborate quile-
ing. Quilting served to énhance and complement the design,
not to overpower i, Quilting was genérally of two varieties :
plain—that is, straight lines, either tiamond shaped,
diagonal, or parallel; or fancy — which could be aither




block or running, The block designs were clam. shells,
wreaths, eagles, weeping willows, and so-on, and the run-
ning included vines, ropes, and feathers. Quilting designs
could be traced from patterns or invented by the maker.
In any case the combination and dispoaition of the quilting,
as well ag the quality, was one of the important design
elements in the quilc.

Because quilts are women's art, the literature and his-
tory concerning them has been written in the peculiar way
familiar 1o all women artists. Which is to say that they are
omitted from all general reference within the history of
art, and they have no “place” in art history. They are not
included in books on American Arr, and they have - even
been excluded in works that supposedly deal withdecorative
and folk art. (10) “Professional” art historians have writ-
ten about them net as art, but to do endless chronicling of
the history of English and American textiles — somewhat
dkin o a work on Rembrandt which focuses on his paints
and mediums, guickly passing over the paintings them-
selves. Of the authoritative books on quiles, all except one
are writien by women with 8 sincere love of needlework
and an appreclation of the value of the quilts as art, but
without the art-historical background to place these wom-
‘en's accomplishments in an art=histurical context. For
example, 1 found not a single reference to the painting
going on in America at the time the quilt-making art was
at 1ts highest — an flluminating comparison, and one which
would show that the quiltmakers anticipated modern paint=-
ing by ar least 150 years. Willlam Dutton, the only male
“authority”, runs true to form and characterizes quilts as
the work of "nervous ladies”. (11) (Anothér man in the his-
tory of quiltmaking who runs to type is one Charles Pratt,
who came to America in 1886 from England, and promptly
declared himself quilt-making champion of the world,
having in his possession, he said, over two hundred letters
of testimony proclaiming his (male) supremacy in this
fiald.)

Writers on quilts seem to feel the need to tell us that not
all quiles were beautiful works of art, although God knows
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the same could be said for any of the arts: If all the bad
paintings made were held against that art, it would be im-
mediately outlawed,

Although virtually every museum and historical sociery
in America has a collection of quilts, most keep them not
on_ permanent exhibirion, but in permanent storage. The
official explanaton for this is that quilts cannot be dis-
played without damaging them; but this seems more like 2
rationalization than like the truth when one reflects on the
crumbling manuscripts, peeling paintings, and other *man-
made” artifacts museums manage to exhibic, Mrs. H. N.
Muller of the Shelburne Museum in Vermont, one of the few
museums in the country to display a larger permanent ex=-
hibition of quilts, acknowledged in a letter o me the prob=
lems in displaying quilts, but added: “In cur view, they do
not serve anyone's purposes in continual storage — better
to be seen and enjoyed.” (12) Feminists desirous of ending
this suppression of a female art form should make appoint-
ments with museums for themselves, their groups, or their
classes to view the quilt collection—and complain vigor=-
ously to the Public Relations Director if such appolntments
are not forthcoming. The pressure will eventually force the
musgum to put quilts on permanent exhibition.

The recent “revival” of Interest in quilts by the Whitney
and Smithsonlan, which resulted in exhibitions of piecework
quilts at both museums, on closer investigation reveals
another phenomenon of which modern women artists are all
too well aware. That is, that although the sexist and racist
art world will, if forced, include token artists, they will
never allow them o expand the definitions of art, but will
Include only those whose work can be used to rubber-stamp
already-established white-male art styles, Because our
female ancestors’ pieced quilts bear a superficial resem-
blance to the work of contemporary formalist artists such
&g Stella, Noland, and MNewman, although the quilts are
ticher in color, fabric, design, and conrent, modern male
curators and critics are now capable of ®seelng” the art in
them. But the applique quilts, which current male artists
have not chosen to imitate, are therefore just written off as
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inferior art. Throughout his catalogue essays for both
exhibitions, Jonathan Holstein praises pieced quilts with
the words “strong”, “bold”, “vigorous”, “bravado”, and
“toughness”, while he dismisses the applique quilts as
“pretty”, “elegant”, "beautiful® but “decorative®. (13) This
is exacrly the kind of phallic criricism women artists are
sick of hearing, and is made all the more ridiculous by the
fact that women actually made both types of quilts. The
purpose in exhibiting only the pleced quilts becomes fur-
ther apparent with the following statement from the Smith-
sonian catalogue :

The finely reallzed geometry of the pieced quilt,
coupled with this sophisticated sense for the pos-
sibilities of color and form, produced such works
which mirror in startling ways contemporary
painting trends. We can see in many such phenom-
ena as “op” effects, serial images, and use of
"color fields”, a deep understanding of negative
gpace, mannerisms of formal abstraction, and the
like. Too much can of course be made of these
resemblances, to the confusion of the intrinsic
merite of both the paintings and the quilts. They
were not made as paintings, nor did the people
who mads them think of themselves as “art-
fsts™, (14)

What Holstein has done here, with the blessings of both
the Whitney and the Smithsonian, is to turn history upside
down and backwards, He has turned the innovators into the
followers, used the quilts to “legitimate” contemporary
formalist painting while managing to dismisa these women
ag artists at the same time. It ig a historic impossibility
for-art ro “mirror® (note the passivity of the word) forward
into time., When male artisrs are ahead of their time, they
are called the "avant-garde®. Similarly, it is impossible
for art to have the “mannerisms of formal abstraction”
before formal abstraction was developed, let alone before
its current descent Into mannerism. This shabby motive
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for exhibiting only a certain style of quilts — distorring our
heritage to prop up the sagging reputations of the modern
formalist school of painting — is shown again in the Whit-
ney cal:nl{:-sua, entitled “Abstract Design in American
Quilts®, and dedicated to none other than Barnett Newman.
(15)

Quilts have been under-rated precisely for the same
reasons that jazz, the grear American music, was also for
so long under-rated — because the “wrong” people were
making it, -and because those people, for sexisr and racist
reasons, have not been allowed o represent or define
American culture, The definitive instutons of American
culture — museums, art histery, and schools —are all
under the control of a small class of people, namely whise
males, who have used thelr power to gerrymander the very
definition of art around the accomplishments of all those
who are hot white and male. Their terms “primitive art”,
*folk art”, and “decorative art” reveal more about the pre-
judices ﬂ!‘ the art historians than about the art itself. Juse
as the old joke has New Yorkers drawing a map of America
composed mostly of a huge Manhattan Island with the rest
of the country being squeezed down to miniscule size, so
have white male art historians distorted the history of art
to the peint where the painting and sculpture done by white
males over a S500-year period in a small sectlon of the
warld — namely Western Europe —is the subjectof intense
and nauseating analysis and re-analysis, while the entire
rest of the world is lucky to get & chapter In their books or
& course in their schools. The textile and needlework arts
of the world, primarily because they have been the work of
women, have been especially written out of art history.
It is a male ldea that to be “high” and “fine”, both women
and art should be beautiful but not useful or functional. The
truth is that 'Iligh art has always fed off the vigor of the
“lower” *folk” and “primitive” arts, and not the other way
around. The African sculptors needed Plcasso as little as
the Japanese print-makers needed the impressionists or
the American quilt-makers need the minimalists. In music
it became an open scandal that while black jazz and blues
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musiciang were ignored, their second-rate white imitators
became famous and rich. Feminists must force a similar
consclousness in art, for one of the revolutionary aims of
the women's cultural movement is to rewrite art history in
order to acknowledge the fact that art has beeén made by all
races and classes of women, and that art In fact ie a human
impulse and not the attribute of & particular sex, race, or
clasa.

What an unbiassed study of American quilts shows fs that
when women artists: were allowed to follow thelr own
creative impulses, thelr work ranged over an encrmous
area: Thelr sense of color went from the palest pastels
and all-whire quilts to the boldest, most vibrant colors —
to muted earths and sombre blacka. Not knowing women
were supposed to favor delicate Iyrical design, they were
iree to do that when they so desired, but aiso to work out
the most precisely marhematical geometrica or strongly
rhythmic natural forms. They made political, peracnal,
religlous, abstract, and every other kind of art, having in
common only a respect for craft. Women quilt-makers en-
joyed this freedom only because their work was not even
considered art, and so they were exempt from the harass-
ment experienced by most women artists, Left In peace,
women succeeded on their own in building a design tradi-
tion so strong that its influence has extended almost 400
years, end which must today be acknowledged as The Great
American Art.

Priscilla Halton's Work
1849

Life looks beyond the hands of time
Where what we now deplore

Shall rise in full immortal flower
And bloom to fade no more,

{(ingcription on & Friendship Quilr,
Fulton, Lancaster County, Pennsylvania)
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15. Another example of how art history can be twisted to
uphold male supremacy in art is that when great numbers
of blankets woven by Mavajo women were recently revealed
to be in the collections of male artists, not one critic com=
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comments rather were on the same order as Holstein's —
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pared to the “real” artists {the men), but of course no one
should confuse them, because the women, of course, were
not “real” artists. See Hilton Kramer (New York Times,
October 8, 1972): "How Primitive Is the Felk Art of the
Navajos?”.

16. Florence Peto: American Quilts and Coverlets (New
York, 1949), Page 32,
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REQUIEM FOR MAX SHACHTMAN
by Stan Weir

Max Shachtman became a leader In the American revo-
lutionary movement in [923, two years after his formal
entry, He died last November 4, at the age of 68. Because
of the low age level in the ranks of organized socialism,
Shachtman is known to only a handful of young radicals
today. Yet, the ideas he helped to develop constitute an im=
portant part of the inheritance which the brutality of recent
history too often hidms from youth movements.

Shachtman’s ‘career as a socialist leader I nor withour
documentation, Up until’ the 1960s there is a voluminous
written record starting with the Young Worker, the Daily
Worker, and the Liberator (1924 only) in the early 1920s;
the Militant, Sociaiist Appeal, and New Interpational in the
1930s; Labor Action and the New International in the 1940s
and 1950s; and finally the Soclalist Party's New America.
He edited, translated, and wrote forewords to a score of
Leon Trotsky's works, and was executor of Trotsky's lt-
erary will. He also wrote three full-length books: The
Fight for Socialism, The Bureaucratic Revolution and The

Rise of the Stalinist State, and The Struggle for the NMew
Course, written as a supplement to Trotsky's New Course.

Bur Shachtman’s true role in the movement would be
missed if he were to be viewed only as a writer. His de-
velopment as a revolutionary youth coincided with the Rus-
sian Revolution In 1917, That unprecedented event—
whether as It was in its precious birth and youth, or later
in irs tarnished, degenmerated and finally self-devoured
form — was to become the almost total preoccupation of
the bulk of the radical movement in the modern world for
almost ‘half & century. Shachtman helped found the Commu=
nist Party movement in the United States, In the mid-1920s,
he became editor of the Young Worker, was an alternate on




the Party’s Central Committee, and was a delegate to the
1925 and 1927 Third International Conferences in Moscow.

With party leaders James P, Cannon-and the late Martin
Abern, Shachtman was expelled in 1928 for circulating
among the membership 2 suppressed document by Leon
Trotsky that Cannon had smuggled out of Russia, The first
to be officially branded as Trotskyltes, they hield their fizst
public meeting in Mew York City with the aid and physical
protection of the IWW and a group of Italian anarchists
headed by Carlo Tresca. Those Communists sent to break
up the meeting were allowed to stay if they would sit and
listen, As a result, many of their npumber became charter
members of the first Trotskyist organization. During the
next 15 years, with Mew York as the Center, they built the
Fourth Internarional with affiliated groups in 25 countries,
Their main tool was a theoretical journal, The New Inter-
natiorial. Shachtman was ite early editor and Abern its
businéss manager.

In 1940, Shachtman headed a minority faction in the
Socialist Workers Party (SWP), then led by Canncn. The
minority felt that the soclalist experiment in Russia had
degenerated to the point where it could no longer be de-
fended — no matter how critically —as a workers' state.
The Russian Invasion of Finland and éncroachment on
Poland brought the faction fight to a peak, and Shacheman's
group split away to form the Workers® Party. Their goal
was to maintain intact the ideas on which the 1917 Rewvolu-
tlon was based and to-admit to and correct thoee ideas that
proved mistaken. Shachtman played a major role in the
development of the theory of “bureaucratic collectivism®
which characterized the Russian state as both anri-capital-
jst and anti-socialliat. While the means of production were
collectivized, the character of the collectivization was
bureaucratic — totalitarian rather than democratic — and
could, therefore, no longer lay claim to the term socialist.
From this ideological base, Shachtman became one of the
major developers of the Third Camp socialist concept. It
opposed both the capitalist and Russian systems and cham-
ploned a third and independent working-class socialist sys-
tem.
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The Workers" Party was the only soclalist group in
America that refused to give political support to any side
in World War IL During the war it grew in spite of govern-
mental pressures, Shachtman was in his late 30s, mature
with his skills ar their sharpest and his energies at their
peak. He made hundreds of speeches and more explaining
how it was impossible for either the capitalist nations or
the Soviet Union to conduct a really progressive war against
Fascism. All had an industrial system resting on exploitive
relations In the production process. The systems in Ger-
many and Italy bared a capitalism in crises so deep that it
forced the abandonment of bourgeols democracy. The sys-
tem in the Soviet Union represented the fatlure of the Rus-
slan Revolution of 1917, a totalitarian dictatorship that
would have to collapse if it experienced revolutionary so-
cialist pressures from below. The war was a vehicle that
would make for more totalitarianism on a world scale and
more wars, and would force the victors to police the world
on an impeérialist basis,

Shachtman’s speeches regularly exceeded four hours in
length. Sarcasm, bumor, personal artack, logic, and deep
emotional sincerity were used In constant interchange.
There were times when you were carried along by the en-
tainer rather than the political thinker, but you were always
learning and seldom bored. He would speak on, act out, and
BLTucture every conceivable attack that could be anticipated
from ideological opponents. By attentiveness to his facts
and logical arguments, the listénsrs became politically
armed. In his humorous mockery of opponents the short-
cuts were found to the legitimization and self-justification
so  seemingly necessary to a amall group struggling to
survive ‘against formidable opponents on both Right and
Left,

The prediction of Shachtman and the Workers® Party that
World War 11 would accelerate social decay and increase
the overall amount of totalitarianism on the globe proved
correct, but the fulfillment of the prediction was not encugh
to bring continued growth, Underlying all the other theories
ir developed, the leadership of the Workers" Party had built
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their group mainly on two inter-related fallacious ideas:
(1) The end of the war would bring an end to the ability of
the Russian state to hold down the forces of revolution in
Europe, and (2) The WP, by bullding a small-scale edition
of a mass party and operating as such, could rapidly be-
come 3 mass party with the arrival of a revolutionary or
pre-revolutionary situation,

The prediction failed, as did the organization designed to
meet the predicrion’s fulfillment. Afrer 1946, [ never again
heard Shachtman speak with g confidence that came effort-
lessly. The Cold War amd witch-hunt period hada bad effect
on all the Left, the Workers® Party Included. It was dis-
oriented. It had used all its energies seeking to find the
magic slogans and pmgmms to attract “the masses”, and
s0 had never taken the time to find out for itself what the
masses or even sections of the masses thought, felt,-and
wanted. A large percentage of its members worked in in-
dustry, attended all the union meetings, and sociallzed with
“native” workers, Yer, because thelr primary concentration
was on power questions and their program, they were un=
able to understand why the industrial workers' struggles
were. retained inside the workplaces during the 1950s.

The WP changed its name to the Independent Sociallat
League in 1948, openly stating that it was now a propaganda
group and not a party. But the change came too late. The
fdea and design for the change came from Hal Draper (edi-
tor of :he'party'a newspaper Labor Action and later author
of Two Souls of Socialism). The idea caught on quickly, but
it couldn't change objective historical condivions: and the
preasures they exert. The object for socialists became to
hold on—to lose as lttle as possible. For a number of
years Shachtman traveled the country, effectively putting
his great oratorical skills to that task,

In 1958 Shachtman led the ISL into the Socialist Party.
There he soon emerged as one of Its most conservative
leaders, Until the time of his death he was opposed to with-
drawal of the US military from Southeast Asis unless there
were maximom assurances against Communist domination.
He did not come to this position as an uncritical supporier
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of American foreign policy. Rather, his thinking was dom-
inated by the totalitarian consequences of a Communist
victory, which he considered the greatest evil among what
he believed were the existing options. It was after joining
the SPthat Shachtman — through influential political friends
— became an indirect bur important consultant to George
Meany, 1.W. Abel, Al Shanker, and other leading labor offi-
clals. The relationship extended also to influential Demo-
crats in the Henry “Scoop” Jackson and Humbert Humphrey
camps.

Without registering birter recriminations, I want simply
to register that | disagreed with Shachiman on 2 number of
political=organizational questions. 1 grant that some might
challenge my characterizatdon of Shachrman’s post-i958
politics as being conservative. I ignore that challenge to
briefly take up another.

Those radicals whose generationsl time coincided with
the Bolshevik Revolution of 1917 were born politdcally into
a mass movement that became world-wide. Even though a
segment of them became Trotskyists or members of other
socialist groups; they could never abide political life ina
non-mass organization. To return to living in something
less than a mass party, for any length of time, was for
them a defeat, They had seen, heard, and felr the inspira-
tion of a glant experiment. They had been to mass meetings
in hundreds of cities In dozens of nations called by new
Communist partles bullt on'the vision sparked by the Rus-
slan Revolution. The Communist parties and the revolution
may have become degenerated or fouled, but those masses
who had felt the flame were still chere, alive and knowing
even though temporarily demoralized. They could be won
to another party that had kept the flame faithfully:

The several Trotskylst groups that formed:in the 1930s
and 1940s, regardless of their size, all formed “small mass
parties” with weekly or semi-monthly papers that resem-
bled mass dallles. Trotsky had predicted that the end of
World War II would cause the disintegration of Stalinism
and release a seriez of revolutionary developments In
Europe, That new wave would in turn have congiderable
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effect .on the American laboring class. The capsule mass
parties were, with great sacrifice, kept in readiness for
that soon-to-come day.

Toward the end of World War II, it began to become evi=-
dent that in addition to the bombing and killing, the war was
causing a tremendous destruction of working-class organi-
zations. In fact, the social-cultural units of organization in
entire populations became atomized. The personal tes
which make up the organizational foundation on which con-
scious political and social action is based were destroyed
over a large part of Europe. Consclousness of that destruc-
tion among many American socialists who opposed the
Communists from the Left brought with it the sinking feel-
ing that the basis for a mass opposition to capitalism or
“Sralinism” from below was gone from at least their gen-
eration’s agenda. The Communist take-over in Czechoslo-
vakia in 1948, with what at that time looked like an assem-
blage of mass support, was for many the boot stomp on the
fingers clutching the ledge.

It was easler to be one of those who entered the move-
ment in the late 1930s or early 1940s, after the mass
excitement created by 1917 had quieted, One watched those
who had entered - earlier sustain-additional and special
wounds as the war ground to-an end. In Italy, the invading
American and British armies were arresting the Ialians
who had fought the German armies and had set up revolu-
tionary city governments and communes. With the Ameri-
can and Bridsh armiles, there arrived the ltalian Commu-
nists who had spent the war in the Kremlin and the Iralian
Soclalists 'who had exiled in the United States and England.
In Germany, Nazi S5 elements were able to maintain con-
trol over the population until the arrival of the allied vie-
tors. In the central European countries, the first political
act of the invading Russian armies was the execution of
Trowskyists. This was also given top priority by the armies
of Tito.

If a socialist group or individuals within it believed that
the congclous cadres of revolutionary workers who were
the basig for socialism in their tme had been destroyed,
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there was lirtle to base theory on, let alonme program or
slogan. For many, a bolding action was not enough; bureau-
cratic substitutes for independent working=class action had
to be found in order to sustain any kind of momentum. The
open wounds: left top many doubts about the ability of the
working class to again constitute a conscious organized
force. There was little basis or momentum for building a
new theoretical ground from which to operate as a propa-
ganda group.

Since it seemed that there was little hope then of building
a: socialist party, the call for the formation of an independ=-
ent labor party in effect became the “end all®. It appeared
to supply the only chance to create the political atmosphere
which could in turn provide qualitatively new opportunities
for socialists. But neither did there appear to be much
hope for that development occurring out of Inidative or out
of self-activizaton in the working class. The alternative
was that it be built from above by the official labor leader-
ship.

Phasing out the ISL into the Socialist Party in 1958 was
seen by Shachtman and others as the way to work concrete=
ly to make that hope a realicy. More than any other group,
the SP had maimained a relationship with official union
leaders, In this way, by its dissolution, the ISL acted out
what was occurring in most Marxist groups at the time, a
turn away from Marx's premise that the ranks of the work-
ing clase represent the primary force for genuine secial
change.

The existence of (Joseph) McCarthyism added 1o the
wounds; but was not the determinant factor in the demoral=
ization. The East German Uprising of 1953 and the Hungar=-
ian Bevolution of 1956 — which gave dramatic proof of the
power of workers, students, and intellectuals to overcome
major defeats and rise again despite seemingly overwhelm-
ing obstatles—came too late to reverse the process.
Those events seemed too small, too far away. They were
erushed by the Russian srmies and did not reach the con-
sclousness of a significant section of American workers,

The tragedy surrounding Shachtman apd the movement
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he had led is best symbolized by the meeting to memorial-
ize his death designed by the SP and its youth section. Only
one of the speakers, Albert Glotzer, was associated with
Shachtman prior to his entry into the SP. Civil-rights lead=
er Bayard Rustin recounted some warm and interesting
storiss about Shachrman. Al Shanker, President of the NYC
United Federation of Teachers, stated frankly rhat he didn't
know why he had been asked to speak when so many others
had known Max so much better, Charles Zimmerman, re-
tired Vice President of the Garment Workers {(ILGWU) and
former Lovestonite, was only the most casual acquaintance
of Shachtman; yet he spoke, gloating on how “we finally won
him over to democraric soclalism® (meaning into the SP
and away from Marxism). SP Youth leader Josh Muravichik
cutely recounted how Max had raught him that socialism
must become “respectable”. He shamed Max, I can remem-~
ber the long speeches in which Max harangued against
respectability and differentiated by counsellng that social-
ists must be “respected, not respectable”. What prestige,
to be the voice after death echoing Max's aggressiveness
about his own cynicism and demoralization.

Not one speaker at the SP's December 10 Memorial for
Shachtman, held at the New School in New York, mentioned
the Third Camp analysis or the politics that Shachtman
developed from his theory of Bureaucratic Collectivism
prior to joining the SP, That Shachtman holds a place in the
history of American radicaliam is uncontestable, bur that
place was not won by the ideas he held after entexing the
Socialist Party. The concept that a worker base can be ob-
tained by a socialist organization through developing a base
among labor-union officials recelved full test by all the
major Soclalist or Second International parties by 1914.
Beécause those officials in'each country, by the very nature
of bargaining relationships, were forced to fight to keep
employers in good competitive positions, socialism for the
Socialist parties became Sunday-night talk. They all fol-
lowed their base in the labor officialdom into support of
the war, and watched the ranks of the "socialist®-led unions
kill and maim one another from either side of the battie
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fronts.

The Socialist Party of America, now renamed Social
Democrats — USA, in its ideclogical bankruptcy contributes
in kind to the body of world cynicism about the ability of
the ranks of labor to replace the Institutlons in our soclety
that no longer have any relarion to life as it is being lived,
It has now driven out Michael Harrington and those around
him. Like the Communists whom they list ag “"the main
enemy”, in their circles they have made Harrington a non-
person, refusing to place his name in lisdngs. of post-SP
leaders. (See the front-page article by Arch Puddington in
New America, December 31, 1972.) They have now em-
barked on a general campaign against all intellectuals who
do not share their views. They Insure by these acts their
final and total isolation from radical-idealistic vouth, the
life-blood pump of all socialist movements, The tragedy is
that Shachtman, kike most in the SD-USA, endured wounds
which made him ope of the sustainers of this form of
demoralization, looking upon the New Left and New Politics
movements-as enemies rather than as the youth of the H-
Bomb era left alone to act out their frustrations,

The generation of radicals that emerged in the 1960s has
Herculean tasks before it. History has put unfair handicaps
upon it, not the least of which Is the present near-disap-
pearance from actlvity of thé young people who became
socialists in the 1930s, "408 and 'S0s, This generation is
net without its own set of illusions. Young radicals have no
body of theory worked out in relarion to the world of the
19708, Rather than undertake the job of creating it, some
boringly copy the small mass-party styles and formats of
the Old Left sects, forcing "know it all® postures on them.
But they are now free to rid themselves of an almost total
precceupation with Russian and European politics that for
thelr predecessors sometimes outwelghed concern for the
tasks in America, Because present-day Russia is no longer
widely considered the immediate descendent of the demo-
cratic-socialist experiment of 1917, the current generarion
of radicals is the first in 50 years to be free to give pri-
mary attention to the events in America which provide the
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basis for building an independent socialist movement. His-
tory did not provide Max Shachtman and many others of his
generatdon with that opportunity. We mourn him, them, and
that logs. We greet our chance at the opportunity, = part of
which iz tha long overdue task of analyzing the inheritance
they left— first of all in its own historical context and on
its own terms, The sccomplishment of that labor will bring
closer the dme when all can for aninstant rest with the
taste of initial vicrory. That is the most profound way in
which respect can be paid to the memory of Max Shachtman
and his generation of socialists,
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Culture and the Intellectuals, Volums 3, Number 3 (May, June 1988):
& 40,000-word essay by Martin Sklar on economic disaceamulation and
the proletarianization of Intellectuals; an analysis by Stewart Ewen of
advertising's rise In the 1920s; and a document by Adalbart Fogarasi
on “Tasks of the Communist Press® {1921) (76 pages, 50¢)

Althusser and Marxist Philosophy, Volume 3, Number 5 (September,
October 1969): a special symposiom on Althusser by Andrew Levine,
Greg Calvert, Martin Glaberman, and Dale Tomich, and a eulogy to
T. W, Adorno by Hans Gerth (76 pages, 50¢)
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Syrrealism in the Service of the Revolution, Volums 4, Number 1
(January 1970), edited by Franklin Rosemont: the largest collection
of texts of the international surrealist movement presently available
mmmmMMﬁdwmcm,m
Kalsndra, Mabills, and contemporary surrealists from many countries;
material on precursors of surrealism in the US; and many poems and
[lustrations (96 pages, $1, scarce suwply, no bulk orders)

CLR James: An Anthology, Volume 4, Number 4 (June 1970): essays
and excerpts from writings by James, the author of The Black Jacobins
and a Jeading anti-colonial fgure during the 1830s, covering James's
thoughts on Philosophy, American Society, the Caribbean, Literature
and Sports, and the Third World today (120 pages, $1)

Society of the Spectacle, Volume 4, Number 5 (July 1970): translation
and lavish illustration by the Black & Red Growp (Detroit) of French
Situationist work by Guy Debord, with text consisting of 221 epigrams
on the *Speetacle™ of life in modern soclety, the collapse of the Historle
Left (Socialists, Communists, Anarchists, et cetera), and the necessity
for revolubonaries to create non-alienated organizational forms for
strugple (120 pages, $1)

-H Philo N Volume 4, Number 7 (September,
October 1370), edited by Paul Piccone, the editor of the philosophical
journal TELOS: articles on the practice of Lenin and its inflaence on
his philosophy; on the central political problems of Hegel's philosophy;
and on Youth Culture (80 pages, 75¢)

Radical History Number, Volume 4, Number 8-8 (November, December
19707, edited by the Madison History Group: essiys on the legecy of
W.E.B. DuBais and Charles Beard, Marxist and radical historicgraphy
of the US since 1900, New Left historfans, and radical teaching (120
pages, S1)

Working Class and Radicallsm, Volume 5, Number 1 (January, February
1871): including essays by Paul Booth (*Theses on Contemporary Labor
Unionlsm®), Donaid Clark Hodges (*Working Class, OM and New®, on
Marx's understanding of differentiation among catezories of workers),
and Brian Peterson (*Working Class and Communism® in the United
States and Europe, a historiographical essay) (96 pages, illustrated, $1)

Volume 5, Number 6 (November, December 1871):
a major doctmment by CLR James on the historical basis for present
revolutionary potential, plus articles by James on George Jackson and
by Paul Buhle on *Marxism in the US: 39 Propositions® (96 pages, 31)
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Mw Volume 6, Number 3 (May, Jime 1972);
“Theses on the Mass Worker and Soctal Capital”, by Guido Baldi, with
“The Struggle Agalnst Labor®, by Marls Tronti; “Class Forces in the
‘Seventles”, by Stan Weir, with a note on “Primary Work Groups®;

poems by H;qu'!‘nmﬂ' and Rikki (06 pages, 81)

Betmspect on the New Left, Volume 6, Number 4 (July, August 1972):
“The Eclipse of the New Left: An Overview”, by Paul Buhle; "Beyond
Reminiscence : An Evaluation®, by Jim O'Brien; “Reading About the
New Left”, a major bibliographicnl essay by Jim O'Brien and Allen
Hunter; *Sports and the American Empire”, by Mark Naison: and a
special 24-pige section on colored paper, “Pictures From My Life®,
by Mareia Salo Rizal (120 pages, $1)

Quebec General Strike, Volume 6, Number 5 (September, October 1972) <
covering the historical roots and specific political background of the
largest genéral strike in North America during this century, with
analysls and documents showing the convergence of Quebee nationalism
and socialism (120 pages, 31)

Wa g [ Volume 6, Number & (November,
December 1972): including Staughton Lynd on rank-and-file steel
workers’ activities during the pre-CI0 era, the narrativeof a shoot-out
in's Southern Tenant Farmers® Union-related action, a bibliographical
o558y of working-class milliney by Jamés R, Green (120 pages, 81)

Other Issues
in Print
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Volume 2, Number 2 (March, April 1968) : articles by Michael Munk on
the Ol Left newspaper Guardian and Richard Rothstein on successes
and failures of ERAP, one of the early New Left organizing projects
(50 pages, 50¢)

Volume 2, Number 5 (September, October 1968): Mark Naizer an
Southern Tenant Farmers' Union; Martin Glabermanon Black Liberation
and the Unfons; Fobert Starobin and Dale Tomich on Black Libeiasson
Historipgraphy (68 pages, 50¢, scarce supply, no bulk orders)




Volome 3, Number 4 {July, August 1969): Marcuse's introduction o the
new German edition of “The Eighteenth Brumaire of Louls Napoleon®
and articles by Staughton Lynd on Abolitionism and by Paul Mattick on
Ernest Mandel (76 pages, 50¢)

Volume 4, Namber 6 (Awgust 1970): an illustrated study by Franklin
Rosemont of surrealist Benfjamin Peret, with several Peret documents;
articles by Mike Mesropol and James 0'Brien on Willlam A. Williams;
and another exchange befween Andrew Levine and Dale Tomich on Louls
Althusser and Structuralism (See Volume 3, Number 5) (80 pageg, 75¢)

Volume 5, Number 3 (May, June 1971): Including an essay by Mark
Neison on blecks and American Communism; an interview with Alme
Cesaire on Negritde; personal reminiscences from the strikes of the
19305 and the rise of tha CIO, introduced by Stasghton Lynd: and Bill
Watson's artlcle “Counter Planning on the Factory Floor® (98 pages,
illustrated, $1)

Volume 5 Nuomber 5 (September, Oectoboer 1971): featuring “Maly,
1968-70", documents and commentary on working-class struggles;
Staughton Lynd on the steel contract; CLH James on Black Studies; and
a work article by David Shasnoes on the Chicago Post Office (96 pages,
illustrated, $1, scarce supply, no bulk orders)

Volume &, Number 1 {Janiary, Febriary 1972) : *Womin and Subversion
of the Commimity”, by Marlarossa Dalla Costa, with an introduction by
Sglma James; Nixon's NEP, essays by Paul Mattick and by Frank
Ackormann and Arthur MacEwen; and a eulogy to E.L.T. Mesens by
Franklin Hosemont (120 pages, $1)

Volume &, Number 2 (March, April 1972); “Southern Textile Workers®,
& major article by Harry Boyte; shop-agitation articles: *Heflections
off Organizing®, by the Sojourner Truth Organization, and *Work in a
Rubber Factory™; the Radicalization of Quebee Trade Unions; and’ shep
poems by Marty Glaberman (120 pages; $1)
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Pamphlets

Baam nr_-m:
Dialectic and History: An Introduction, by CLR James: masterful

exposition of the masses’ striving for universality from ancient times
to the present, showing the relationship of socialism and barbarizm in
modern politics, with an Introduction and afterword by P, Buhle and
D, Wagner (32 pages, 50¢)

Be His payment High or Low, by Martin Glaberman: reprinted in
co-operation with Bewick/Editions, including two articles on wildeats
and the Mmdamental alienation of workers from production, plus an

analysis of Waller Reuther and cartoons from Correspondence (45
pages, 50¢)

[he Do Lahor : Historical Notes on the Palitical Economy
ﬂ% Haron : synthetic ove ew and inferprelalion o
the rise of modern industry creating a black from siavery

proletariat,
to the present {illustrated, with extensive bibliographical footnotes, 48
pages, 35¢)

Worklng_Class Historiography, by Paul Faler: a treatment of the
contributions of E. P. Thompson, Herbert Gutman, David Montgomery,
and Stephan Thernstrom to an understanding of working-class history,
& newly expanded version of an artiele in the Mareh-April 1969 {ssue
of Radical America (24 pages, 15¢)

Women_in_American Society: An Historical Contribution, by Amn D,
Gordon, Mari Jo Buhle, and Nancy Sthromm: a major essay on the
historical development of women's relathons over two centuries of
American sotiety, reflecting changes In women's productive roles, with
extensive Bibliographical notes, and an Afterword updated to Spring
1872 (profusely illustrated, 72 pages, 50¢)

Italy After Mussolini, by John Hewetsun : narrative aceotnt of the little
known role of the Italian working class in mass actions which overthrew
Faselstm, and the counter-revolutionary activitiss of the Allles In

re-establishing bourgeois comtrol, reprinted from 1945 Fresdom Press
edition {40 pages, 50¢)




To Be a Discrepancy in Cleveland, by d.a. levy: a broad selection from
& range of levy's work, including several poems from his last period
in Madison, Wisconsin, edited and introduced by Ann D, Gordon and
Kate Gillensvaard (48 pages with kryss cover, 50¢)

Mew Majiks, by t.1 kryss: an anthologzy of poetry by & close associste
of 4,8 levy and one of the most sensitive of the Mimeo Poets incloding
a selection from 1968-70 edited by Dave Wagner and Paul Buhle (48
pages, illustrated with kryss's rabbite, 50¢)

Stone . by d.a.levy: a politically-oriented selection from
AVYRFURINCITIBAK by Paul Buhle, with an introduction by
Dave Wagner (24 pages, illustrated with a-collage by levy, 25¢)

Lies; by Dick Lourie : poetry by the editor of Hanging Loose, & {requent
Tontributor to Movement magazines, including the poems ~Gestapo* and
* Altamont™ (21 pages, 25¢)

What's Happening to  the American Worker? by David Montgomery:
a lucid introduction: to the modern social history of labor in the United
States, and current perspective, by the well-known author of Béyond

Personal Histories of the Early CIO, by Harvey 0'Connor, George
Patterson, John W, Anderson, Jessle Reese, and John Sargent, edited
by Staugiton Lynd ; personal actounts by leaders in the industrial union
upsurge of the 1930s, showing the importance of mass initiativés from
below, rather than “direction” from the national CI0, reprinted from
the May-June 1971 lssue of Radical Ametica (32 pages, 25¢)

The Repruduction of Daily Life, by Fredy Periman: modern treatment
of the subject matter of Marx's Wage Labor and Capital — alienation
from production inside the factorles (20 pages, color llustrated, 25¢)

Working Class Communism: A Review of the Literature, by Brian
Peterson : detailed discussion of the types of workers who joined the
Communist parties in the US, Great Britain, France, and Germany,
with critical commentary on the existing literature, reprinted from the
Jamuary-Februsry 1971 issue of Radicsl America (28 pages; 25¢)

Introduction to Marxian E mics, by Gayle Southworth: four lectures
providing an elementary exposition of Mapxan basies, delivered by
an active member of the Union for Radical Political Economics to
& student-run course in Marxian economies at the University of
Wisconsin (44 pages, 50¢)

Counter Planning on the Shop Floor, by Bill Watson : reprint of a highly

popular RA article depicting the creativity of workers in an auto plant
maintaining their Indepondence vig-a-vis management (16 pages, 10¢)
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Radical America

rEpRﬂnté

Working Class, by John Evansohn and
agsociates : Bay Area Radical Edueation Project reprint from Volume
3, Number 2: best available source for biblingraphical materials on
the historle development of the American working class (25 pages,
fllustrated, 15¢)

Marxism and Black Radicalism in America, by Mark Nalson : sweeping
analysis of Blacks and the Communist Party in the 1930s, reprinted by
New England Free Press from Volume 5, Number 3 (24 pages, 20¢)

The r's Union and the CHO, by Mark Maison:
Mow E@ﬁ Free Pross mﬁﬁm Volume 2, Number 5: how

the radical Impulses of a grass-roots working-classs movement wers
stifled by the C10's rigid trade-union formulas (20 pages, 15¢)

History of the New Left, 1960-1968, by James P. ('Brien: New England
Free Press reprinl from Volome. 2, Numbers 3, 5, and € (rewritton) :
still-unsurpassed historical and bibliographical essay on the sources
and modes of American New Left development up to Iis turning point
(32 pages, 81/2 x 11, 30¢)

Twop Steel Contracts, by the Writers® Workshop in Gary and Staughton
Lynd: a *model contract® conceived by radicals and an analysis of the
real contract negotisted by the Steelworkers’ Union in August 1871,
reprinted by New England Frée Press from Volume 5, Number 5 (20
pages, 20¢)

EBictyres From My Life, by Marcin Salo Riszzi: striking graphics
{ilusirate a personal record of the conflicts and struggles of 3 woman's
life; printed as-a specinl supplement io the July-August 1972 issoe of
Radieal America (29 pages, 40¢)
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From

Ocher

rh»t—"'l‘lllw'l'mﬁ." PUbltEhEr‘ﬁ |

s, by CLR James: a masterful introduction to the
sconomic, soclal-cultural, and political situation of humanity in the
Twentieth Century, delivered initially as a series of lectures in
Trinidad, seized by government forces, and only recently released (116
pages, $1.75)

italism Wi ¥ , by CLR Jamek : basic document
of the “State-Capitalist Group™ of CLR James, Raya Dunayevekaya, snd
others on the totality of workl oppression and need of mass invelvement
In world revolutlon (Faclng Reality Press, 107 pagos, $2.50)

The Invading Socialist Soclety, by CLE James, F. Forest, and Ria
Stone : reprint of 1947 document analyzing state-capitalist parties as
an organic product of the mode of production of class soclety, drawing
the conclusion that nationalization under bourgecls forms was not
revolutionary, Supplements State Capitalism and World Rewvolution.
(Bewick/Editions, 48 pages, $1)

Labor Studies Summaries: Over a hundred summaries and eritical
analyses of works on Amerfean labor higtory by members of the Labor
History Group in Madison, an invaluable study guide to the American
working class (Labor History Group, 260-plus pages, 81/2 x 11,
mimeographed, small edition, 8§23

The To Be Laxy, by Paul Lafargue : a classic work on alienation
of labor EE Marx's son-in-law, originally printed in the US in 1907 and
reprinted in 1969 ina stylish edition (Solidarity Publicatlons, 46 pages,
brilliantly illustrated by Tor Feagre, $1)
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woptrol, by Maurice Brinton : estensive
mmt -:f h Iﬁhp-ba*-m# Iu#u. af workers' power to the bureaucracy
in the Russian Revolution, 1917-1821, veprinted from Solitary edition
(Black & Red, 89 pages, 80¢)

Hungary ‘56, by Andy Anderson: classic treatment of the Hungarian
uprising, the creation of the workers® councils, and their suppression
by the Russian Counter-Hevolution, written by the former London Daily
Worker correspondent to Hungary (Solidarity, 48 pages, 8 x 10, $1)

Essays on Marx's Theory of Value, by I, I Rubin: brilliant treatment
of the relation

between Marx's philosophy and his seonomic evitique,
particularly in regard to value-theory, translated from the Russian by
Milos Samardzija and Frody Perlman, with an Introduction by Perlman
(Black & Red, 275 pages, 52)

i frikes, by Martin Glaberman : study
of Horlwn‘ Ii.'ldﬂtu. m‘.l a.tttﬂ.ﬂ-nﬁ in the 1955 auto strikes and analysis
of the Left-wing committeeman, showing the need for “the ereation of
social and political organizations of a different type from those of the
1930s, originally published in Correspondence in 1955 (Bewick/Editions,
23 pages, 50¢)

A _Bevolutionary Sscialist Manifesto, by Jasek Kuron and Karol
Modzelewski: an open letter to the Polish Workers' Party, written in
1364 as a Marxist eritique of the class nature of the Eastern European

regime by two former Party members jailed for their analysis (Pluto
Presz, 75 pages, 75¢0)

z jes Summa : updating Intoa more popular
formal a major section of the Labor Studies gy_g.!ijug.m:mﬂﬁad by
the ‘American Labor History Group In Madison, hmudlng traditional

works like The Golden Threads and The along with recent
commentaries like Elinor Langer's < ﬁuhunr York Telephone
Company” {co-published with Now England Froe Press, 48 pages, 50¢)
Eace and Ethni CILY 3 LA TGRS ¢ tpdutad from

w mc:l.ﬂlng such works as Hace Riot in East
Louis, The Black Worker, and The Polish Pedsant in Europe and
America (co-published with New England Free Press, £8 pages, 50¢)

Brien: a hlnnriﬂl mney with
bibliographic umsmass, part of an ongoing effort by Left historians
in New England to explore a region’s Isbor history (Hadleal Historfans
Caucus, 24 pages, 25¢)
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rx and by Paul Mattick ; the sole available English- language
work of the brilliant orthodox Marxist economist, tracing the limits of
Keynesian reforms In evading the basic contradictions of Capitalizm,
and asnalyzing the Labor Theory of Value and its application in the
modern period (Portar Sargent, 350 pages, $6.95)

The Incoberence of the Intellectual, by Fredy Perlman: a study of
C. Wright ﬁu by one of his stdents (Black & Hed Press, 120 pages,
in nine colors, with many dizsgrams, photographs, and collages, §1)

Prolegomena on_the Retum of the Repressed in History: gorgeous text
af words and pictures of revolutlonary struggles and personal defiance
against oppressors of all kinds, collected and desimied [n the best
traditions of the I'WW (Solidarity Boock Shop, 44 pages. 31.75)

From m to Liberation, edited by Edith Hoshino Altbach : the
revised and greatly am version of Radical Americz Volume 4,
Number 2 (February 19700, inchsding contributions by Mari Jo Buhle,
Naoml Weissteln, Juliet Mitchell, Lucinda Sisler, Selms James, and
others, with poetry by Diane DiPrima, Lyn Lifshin, and Alta (Schenkman
Publishing Company, 275 pages, 53.50)

The Rise and Fall of the Unions, by James Boggs : reprint of Chapter 1
of The American Revolution : Pages from a Waorkers' Notebook, written
In 1963; an insightful sketch and interpretation of the CIO decline, the
emergence of awtomation, and the changing struggles of workers (New
England Free Press, 20 pages, 15¢)

Living Conditions in the United States, by Joe Eyer : unigee treatment
of the deterioration of living conditions in specific sectors of the work
force (youth, blacks, women) since the mid-1950s, reprinted from
Hoot & Branch (New England Free Press, 7 pages, 8 1/2 x 11, 10¢)

Fro. B0 —Derewerce.,
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Worker-Student Action Committees, by R, Gregoire and F. Perlman:
recounting and analysis, by members of a Paris group, of spontaneous
action during the May-June 1968 events in France (Black & Fed Press,
96 pages, illustrated, $1)

the ry, by Paul Romano: elassic description of factory
conditions attitudes in the U5, first published by Facing Reality
& gquarter-century ago, but still & souree of rich Insights (New England
Free Press, 40 pages, 30¢)

Mummy Tapes, by Pete Winslow:
“touch of the marvelous®,
illustrated with absurd, fanastic
poetry Inspired by the surrealist
former Mimeo Poet (36 pages,
drawings, 50¢)

The Moming of a Machine Gun, by Frankiin Rosemont : 20 poems and
several tracts by a lesder of the Chicago surrealist group, covering
the period from 1966 to 1968, and a perspective on further surrealist
activities” In - America (Black Swan Press, 64 pages, square binding,
profusely fllustrated, with cover drawing by Eric Matheson, $1.75)

i i by M. Velli: elaborate critique of
the estrangement and personification of powers, and the function of the
“rovolutionary lesder® in maintaining thizs division by stifling the
uncontrolled inftiatives of the masses; compiled, edited, and illustrated
by Lorraine and Fredy Perlman in an asténishing array of colors and
pattermns, exceeding the design of The Intoherence of the Intellectual
(Blzck & Red Press, 261 pages, $2.50)
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SURREALIST RESEARCH

& DEVELOPMENT MONOGRAFH SERIES

and 'A. !'ht-e o-n Hummutim bar Frauhlm Rosemont, with positive and
negative drawings by Schlechter Duvall, “Emblems of evil dominate in
the accursed societies....It is not my fault if the wolf professes the
same political opinlons as the mouflon and the zebra.” — Alphonse
Toussene] {28 pages, 756

Hidden Liocks: a collection of surrealist texts by Stephen Schwartz,
with & frontispiece by Max-Walter Svanberg. “The tulips: more vicious
than & roften lver; you are my sister tear of green eyes.” — Benjamin
Paret (12 pages, 50¢)

cal abet: an inguiry into longuage by the American
presurrealist  philosopheér Benjamin Paul Blood (reprinted from
Fluriverse, 13200, with an introduction by Stephen Schwantz. *Languige
is given man that ke might make surrealist use of it." — Andre Breton
(24 pages, 75¢)

Bana Mozelle: fifteen surrealist texts, awthentically amphibious and
automatic, preceded by a suceinct treatiseonthe “Fate of the Obsessive
Image® by Paul Garon, avthor of The Devil's Son-in-Law. “We shall
pick wp an existence by its frogs.” — Charles Fort (20 pages, 50¢)

Down Below : Leonora Carrington's classic sccount of her adventures
in Spain on the other side of the mirror after belng pronpanced incurably
insane (reprinted from VVV Number 4), *The task of the right eve isto
peer into the telescope, while the Jeft peers into the microseope.” —
Leonora Carrington (48 pages, with detailed mag, $1)

Music Is Dangerous; translation of a 1929 lecture by Paul Nouge
(1895-1987), a leading figure of the surrealist movement in Belgium
(reprinted  from View magazine, 1946). *Eyes are more securate
wiinesses than sars.” — Heraclitus (32 pages, T5¢)
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BOOKS RECEIVED DURING 1972

(ALl books listed were published in bardesver in 1972 unless otherwise
indicated.)

Abandroth, Wolfgang: A Short History of the Fueopean Working Class
(Mew York, Monthly Review Press, $7.50)

-Adelson, Alan : SDS: A Profile (New York, Charlos Seribner’s -

Sons FB, $2.95)

Althasser, Loufs : Lenin and Philosophy nnd Other Essays
(New York, Morthly Review Press, $9.50)

Anastas, Peter: Glooskap's Children : Encounters with the Penobscot
Indians of Maine (Baston, Beacon Press, $10)

Baxandall, Lee (editor): Radical Perspectives in the Arts (Baltimore,
Penguin Books PB, §2.45)

Bober, Arie (editor): The Cther Israel : The Radical Gase Against
‘Zionism (Garden City, New York, Anchor PB)

Clegy, Ian: Workers' Self-Managemont in Algeria (New York,
Monthly Review Press, 1971, $8.95)

CLiff, Tony, and agsociates : On the Origins of the Internatiomal
Soclalists : Some Documents (London, Pluto Press PB, 1971, $2,50)

Cook, Jack : Rags of Time: A Season in Prison (Bosion, Beacon
Press, $6.95)

Dobbs, Farrell: Teamster Rebellion (New York, Monad Press, $6.95)

Edwards, Richard C,, Michael Reieh, and Thomas Weisskopf (editora):
The Capitalist System: A Radical Analysis of American Soclety
(Englewood Cliffs, New Jersey, Prentice Hall, §6.50)

Emmanuel, Arghiri ; Unequal Exchange : A Study of the Imperialism of
Trade (New York, Monthly Review Press, $16,50)

Frank, Andre Gunder : Lumpen Bourgeoisio and Lumpen Development
{New York, Monthly Review Press, $6)

Franklin, Bruce : From the Movement Toward Revolution (New York,
Van Nostrand - Reinhold PB, 1971, $3.95)

Gibstn, Richard @ African Liberation Movements : Contemporary
Struggles Against White Minority Rule (New York, Oxford University
Press FB, 32.95)

Gilbert, Ja.mu Designing the Industrial State : The Intellectual
Pursuit of Collectivism in America, 1680-1940 (Chicago, Quadrangle
Books, $10)

Gramsel, Antonio : Selections from the Prison Notebooks {New York,
International Publishers, $13.50)

Gutierrez, Carlos Marcia : The Dominican Republic: Rebellion and
Hepression (New York, Monthly Review Press, $6.95)

Habermas, Jurgen : Knowladge and Human Interest (Boston, Beacon
Press PR, 1971, 23.95)



Hall, Burton (editor) : Awtocracy and Insurgency in Organized Labor
New Brunswick, New Jersey, Transaction Books PB, $3.50)

Harris, Nigel : Beliefs in Soclety: The Problem of Ideology (Baltimore,
Penguin PR, $1.95)

Harris, Nigel, and John Palmer (editors): World Crisis : Essays in
Revolutionary Socialism (London, Hutchinsan, $7.50)

Herderson, Bon: The Image Makers (Richmond, Virginia, John Knox
Press FB, §3.95)

Howard, Dick : The Development of the Marxian Dialectic (Carbondale,
Mllinois, Southern Ilinols University Pross, $7.95)

Howand, Dick, and Karl Klare : The Unknown Domension : European
Marxism Since Lenin (New York, Basic Books, $12.50)

Humphreys, Lawd : Out of the Closets : The Sociology of Homosesxual
Liberation (Englewood Cliffs, New Jersey, Prentico-Hall, $5.95)

Jackson, Kenneth T., and Stanley K. Schultz (editors): Cities In
American History (New York, Alfred Knopf PB, No Price Listed)

Jalee, Pierre : Imperialism in the Seventies (New York, Third
Fress, 87.95) _

Kele, Max H. : Nazls and Workers : National Socialist Appeals to
German Labor, 1919-1933 (Chapel Hill, North Carolina, University of
North Carolina Press, $9.50)

King, Richard : The Party of Eros: Radical Socfal Thought and the
Realm of Freedom (Chapel Hill, North Carolima, University of
North Carolina Press, $7.95)

Korsch, Karl : Marxism and Philosophy (New York, Monthly Review
Press PB, 32.95)

Korseh, Karl: Three Essays on Marxism (London, Pluto Press
PB, 50¢)

Lamb, Helen R. : Vietnam's Wil to Win (New York, Monthly Review
Press, $10) L

Lenin, V. 1. : Selected Works in One Volume (New York, Intéarnational
Publishers PB, $4.65) _

Liebman, Marcel : The Russian Revolution (New York, Vintage
PB, £2.45)

Luxemburg, Rosa: The Anti-Critique, and N. Bukbarin: The
Accumulation of Capital (New York, Monthly Review Press, $9.50)

Maccioeehi, Maria Antondetts : Daily Life In Revolutionary China
(Mew York, Monthly Review Press, $15)

Mandani, Mahmood : The Myth of Population Control : Family,
Caste, and Class in an Indian Village (New York, Monthly Review
Pross, $7.55)

Mandel, Ernest : The Decline of the Dollar (New York, Monad Press
PB, £1.75)

Mandel, Ernest : The Formation of the Economic Thought of Karl
Marx (New York, Monthiy Review Press, 1971, 87.95)
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Manning, Peter K., AND Marcelo Truzzi (editars): Youth and
Soclology (Englewood Clffs, New Jersey, Prentice-Hall)

Marcuse, Herbert : Counter-Revolution and Revolt (Boston, Bascon
Press, 87.50)

Matthews, John : Ford Strike (London, Panther Books PR)

Mitchell, Juliet: Women's Estate (New York, Pantheon, 1971, £5.95)

Mortimer, Wiyndham : Organize! My Life as a Union Man (Boston,
Beacon Press PB, $3.95)

Negrin, Sue : Begin at Start (Port Murray, New Jersey, Times Change
Press PB, $1.95)

Negrin, Sue : Great Gay in the Morning (Port Murray, New Jersay,
Timez Change Press PB, $1.500

Nizan, Faul : The Watchdogs : Philosophers and the Established Order
(New York, Monthly Review Press, $7.95)

Parker, Richard : The Myth of Middle-Class AffMuence (New York,
Liveright, $7,55)

Plerson, Stanley : Marxdem and the Origing of Beitish Soeialism

(Tthaca, New York, Cornell University Press, $10.75)

Pope, Harrison, Jr. : Voices from the Drug Culture (Boston, Beacon
Press PB, 1971, 82.45)

Quartim, Joao : Dietatorship and Armed Struggle in Brazil (New York,
Monthly Review Press, 1971, 86.95)

Heich, Wilkelm : Sex-Pul : Essays 1929-1934 (New York, Vintage
PR, 82.45)

Richmond, Al: A Long View from the Left (New York, Houghton-Mifflin,

1973, 87.95)

Rose, Richard : Governing Without Consensus: An Irish Perspective
(Baston, Beacon Press, 1971, 82,500

Rosmer, Alfred : Moscow Under Lenin (with intreduction by Tamara
Bemtseher (New York, Monthly Review Press PB, $3.75)

Robin, L L. : Essays on Marx's Theory of Value (Detroit, Black & Red
PB, $3)

Sade, Marquis-de: 120 Days of Sodom and Other Writings (New York,
Grove Press PB, 1967, $1.75)
Sanford, Nevitt, and Cralg Comstoek {editors): Sanctions for Evil :
Sources of Social Destructiveness (Boston, Beavon Press PR, §3.95)
Schledfer, Abdullah: The Fall of Jerusalem (New York, Monthly Review
Press, $7.50)

Schultz, John : Motion Will Be Denied : A New Reporton the Chicagn
Conspiracy Trial (New York, William Morrow PB, $3.95)

Sennett, Richard, and Jonathan Cobb: The Hidden Injurfes of Class
(New York, Alfred Knopf, $6.95)

Starobin, Joseph R, : American Communism in Crisis, 1953-1967
(Cambridge, Harvard University Press, $12.95)

Stojanovie, Svetozar : Between Ideals and HReslity: A Critigue of
Socialism and Its Future (New York, Oxford University Press, $7.95)
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Stuckey, Serling & The Heological Oroging of Black Natlonalism
{Boston, Beacon Press; 38.83)

Swoezy, Paul M, : Modern Capitalism and Other Essays (New York,
Monthly Review Press, £5.95)

Sweety, Paul M., and Harry Magdoff: The Iymamics of US Capitalism
(Mew York, Monthly Review Press, $8.95)

Trotsky, Leon: Writings of Lecn Trotsky, 1933-34 (New York,
Pathfimder Press PB, $3.45)

Trotsky, Leon, George Novak, and John Deway: Their Morals and Ours
{Mew York, Pathfinder Press PR, §1.25)

Turkl, Fawaz : The Disinherited : Journal of & Palestinian Exile

(Mew York, Monthly Review Press, $5.95)
Viotnam Veierans Against the Wir: The Winter Saldier Investigation :
An Inguiry into American War Crimes (Boston, Beacon Fress
PR, $3.95)
White, David Mannlng, and Richard Averson: The Celluloid Weapon :
Social Comment in the American Film (Boston, Beacon Press, $14.93)
Wyndham, Francls, and David King (editors) : Trotsky: A Documentary
(Mow York, Fraeger, $10)
Youth Liberation News Service : Youth Liberation (Port Murray,
New Jersey, Times Change Press, $1.35)
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