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Foreword to The Long Revolution, 2011


Anthony Barnett


After half a century, why should we still read The Long Revolution?


The immediate answer is because, from Cairo to Madrid, we live in revolutionary times. However, this customary use of the word ‘revolution’ is different from that in Raymond Williams’ title of this peculiar and important book. Highlighting the contrast between the meaning of his term and the familiar one may be the best way for new readers to start to grasp the extraordinary relevance of what you are holding in your hand or sampling on a tablet. For it isn’t really a book in the sense of a self-contained work that has a beginning, middle and end. Rather The Long Revolution is the cross-section of an argument that starts elsewhere, in particular in the last chapters of Williams’ Culture and Society published in 1958, continues in other books and, naturally, has yet to conclude.


The book’s title is a concept not a description. When he refers to the ‘Long Revolution’ Williams is theorising a different epochal process, not saying, ‘Hey, this revolution is taking a long time’ – as if the revolution referred to is self-evident and he is telling us about its duration. So his term Long Revolution (from now on I will use it with capital letters when I mean Williams’ concept) is not an oxymoron or used with any sense of irony, let alone placing him on the side of those gradualists who claim to know better than believe in naïve hopes of fast, real change. On the contrary, Williams was utterly confident of the possibility of, and need for, decisive change and the creative capacity of working people to take charge of it if they have the chance. His term is a claim: that there is a historical process that is hard to comprehend because we are all within it, and it is that which he is attempting to articulate for the first time.


When on a clear night we look at the long cluster of stars that we call the Milky Way it is not obvious that what we are looking at is our own spiral galaxy from our position towards its edge. But the process of elementary astronomical knowledge and mental reorientation that such a recognition demands is simple compared to the understanding Williams is calling for. He argues that we are within a far-reaching transformation – one that brought forth the very terms such as ‘democracy’, ‘industry’, ‘culture’, ‘art’ and ‘class’ that we use to describe and measure it. Its transformation will take – has already taken – centuries. It is necessarily lengthy and multi-generational: ‘Everything that I understand of the history of the Long Revolution leads me to the belief that we are still in its early stages’.1


The concept of the Long Revolution brings together three of Williams’ themes which are also defining aspects it. Being prepared for these will make it easier to read Williams.


First, because we are within it and it is within us, shaping us in terms of our experience, our relationships with others, our differences from other generations, our work, even (as we have just noted) producing the very ideas we use to describe it, it is extraordinarily hard for us to comprehend the Long Revolution. This recognition of the difficulty of what needs to be attempted is central to Williams’ argument and his method of self-awareness. We have to build into any understanding of our society that we are undertaking this work within an inherited framework of what it means to understand it, a framework that we must also question. The recognition of such difficulty anchors his opposition to all easy answers that belittle us, whether in politics (especially on the left), in the market place or culture at large. His stress on the inner challenge of understanding links to what he regarded as the essential and also very demanding external effort of collaboration. It becomes almost a trope across his writings. He might well have named this book ‘The Difficult Revolution’.


Second, the recognition of difficulty is related to the fact that the Long Revolution is a complex whole. For Williams the most important part of the Long Revolution it is not a part at all: it is the interrelationships of all of its constituent parts to one another. Each needs to be understood for what they are, but it is the interaction, interpenetration and feedback – of industry, democracy and culture – that makes the transformation they entail. None does it on its own, whatever particular priority it may have. This emphasis on relationships and interrelationship is a great virtue of Williams’ work (even if it does not make it easy to read, it gives it a reassuring integrity that he is not seeking a short-cut or a decorative flourish). There is a constant, gritty stress and working through of both the separate processes and their simultaneous shaping influence upon each other, which ‘taken as a whole’ releases the energy of change: ‘What we are looking for, always, is the actual life that the whole organisation is there to express’.2 The Long Revolution might also have been titled ‘The Whole Revolution’.


Third, as you can see from this characteristic claim, Williams understands the energy of the Long Revolution in terms of the way it is lived. This allows him to move seamlessly (as radicals of both left and right so often do) from sociology to agency: from analysis of what is happening to advocacy of what needs to be done. But in a way that is very interesting. In a section called ‘Tragedy and Revolution’ of a book on drama, Modern Tragedy, published five years after The Long Revolution, Williams turns to what it means to be a revolutionary. He dismisses out of hand Communists who dehumanise the victims of revolution as merely the ‘class enemy’. But continues, ‘I do not believe, as so many disillusioned or broken by actual revolution have come to believe, that the suffering can be laid to the charge of the revolution alone, and that we must avoid revolution if we are to avoid suffering. On the contrary, I see revolution as the inevitable working through of a deep and tragic disorder, to which we can respond in varying ways… We need not identify revolution with violence or with a sudden capture of state power. Even where such events occur, the essential transformation is indeed a long revolution.’


Here he bends his term back towards the familiar one of a political uprising, what he later refers to as ‘the short revolution’.3 The point I want to stress is that by doing so in a way that rejects triumphalism and accepts the terrible personal costs that can accompany genuine change, he humanises the process – he recognises its full humanity both good and wicked. He then goes on to argue that ‘the absolute test by which revolution can be distinguished, is the change in the form of activity of a society, in its deepest structure of relationships and feelings’. The mere ‘incorporation’ of new men into existing structures, even if accompanied by some improvements in ‘material conditions’ does not count as a revolution, rather ‘A society in which a revolution is necessary is a society in which the incorporation of all its people, as whole human beings, is in practice impossible without a change in its fundamental forms of relationships’ (his emphasis). He concludes, ‘Revolution remains necessary, in these circumstance, not only because some men desire it, but because there can be no acceptable human order while the full humanity of any class of men is in practice denied (my emphasis).’4 The Long Revolution could have been titled, ‘The Human Revolution’.


While this argument is clearly a humanism it is not a liberal or individualist humanism. It echoes the republican argument, set out for example in Quentin Skinner’s Liberty before Liberalism, that the liberty of others is essential to our own and that the presence of state despotism for any enslaves us all. Williams understood that his humanism pitted him against the dominant socialisms of his time, Fabianism and Stalinism, ‘It has been the gravest error of socialism, in revolt against class societies, to limit itself, to the terms of its opponents: to propose a political and economic order rather than a human order’.5 Profoundly loyal to the potential humanity of his side but determined to repudiate the cynical inhumanity of its various political forms, whether mandarin paternalism, bureaucratic trade unionism or police-state Communism, perhaps the deepest motivation behind Williams’ argument is his insistence upon the creative potential of self-government. In his introduction, as you can read, he describes the democratic transformation entailed by the Long Revolution as the ‘rising determination… that people should govern themselves’ while noting immediately that it will be ‘very powerfully resisted’,6 and the last part of the final section of the book opens with this particular adjective ‘The human energy of the Long Revolution springs from the conviction that men can direct their own lives, by breaking through the pressures and restrictions of older forms of society and discovering new common institutions’ (my emphasis).7


These three constitutive features of our Long Revolution as conceptualised by Williams – its difficulty, its complex unity, its humanity – together form a theory of revolution that is not mechanical, determinist or reductionist. To develop this attractive insight would take me further than a foreword, but there are two revealing clues that can be quoted from related books by Williams and they reflect well on the spirit of the man. In 1958, in Culture and Society he writes in the chapter on ‘Marxism and Culture’, ‘For, even if the economic element is determining, it determines a whole way of life, and it is to this, rather than to the economic system alone, that the literature has to be related’.8 And not just literature.


Twenty years later, debating Edward Thompson’s advocacy of the socialism of William Morris, Williams says, ‘The extent to which the idea of socialism is attached to… simplicity is counter-productive. It seems to me that the break towards socialism can only be towards an unimaginably greater complexity.’9





This assertion goes flat against the preconceptions of the political left, that socialism is somehow a happy conclusion. Later, Williams argued that he didn’t see why everyone presumed that socialism was a singular destination at all. Why shouldn’t there be many varieties of socialism? By 1983, in Towards 2000, he is using the plural form, ‘socialisms’ and increasingly talks about livelihood. Informally, he considered simply replacing the term socialism, with its fixation on the state and production, in favour of ‘livelihood’ as this encompasses consumption as well as production, relationships between generations and care of the environment, and therefore makes a claim for a whole way of life.


I am quoting from the argument to which The Long Revolution belongs. The book itself began as the continuation of Culture and Society (1958), it continued in Communications (1962), is returned to in Modern Tragedy (1966), expresses its insistence on the historical nature of regular ideas in Keywords (1976), is challenged and assessed in Politics and Letters (interviews with New Left Review, 1979) and is taken up again directly in Towards 2000 (1983).


It all started in 1948 after the collapse of the short-lived magazine Williams co-edited called Politics and Letters. An attempt, drawing on literary resources, to create an independent critical space, it was asphyxiated by the pressures of the Cold War.


After growing up in the Welsh borders where his father was a signalman, Williams had become a student Communist in Cambridge but left the Party when he signed up with the Army in 1940 (at the time the Nazi-Soviet pact meant it was Communist Party policy not to serve). He became an officer in the Guards Armoured Division and commanded a four tank unit which went ashore at the beginning of the Normandy landings and fought its way for nine months through northern Europe to Hamburg. He engaged in close personal combat in the countryside, as well as in urban warfare. The experience marked him deeply and is recounted in Dai Smith’s biography of the first half of his life, Raymond Williams, A Warrior’s Tale.


In 1948 as the Cold War set in and Williams’ idea of becoming a writer in London foundered, he found himself crushed by the immense pressures to take sides. He wrote that while US anti-Communist hysteria was obviously ‘distasteful’ Stalin’s regimentation of culture and thought was ‘certainly the most serious’.10 The result was a journey of internal exile that laid the basis for the argument you find here: ‘I pulled back to do my own work. For the next ten years I wrote in nearly complete isolation’,11 except for his wife Joy, with whom he argued his case ‘line by line’. The approach and its overarching concept was then reworked across nearly thirty years. Indeed, he opens Towards 2000 in 1983 by republishing the entire final section of The Long Revolution, ‘Britain in the Sixties’. He then, to use his own words, reconsiders and reworks its four themes – of industry and post-industrial society, the forms of democracy, the institutions and technologies of culture, and class, politics and socialism – and proceeds to ‘consciously revise’ in a ‘pivotal’ fashion the national framework of his original overview, recasting the decline of Britain in its global context, examining the role of the West and the need to defeat the ‘last enemy’ of war. Finally, Williams wraps with an astonishing essay, ‘Resources for a Journey of Hope’.


Here, he argues, ‘the capitalist social order has… done its main job of implanting a deep assent to capitalism even in a period of its most evident economic failures’.12 The response to two key issues – ecology and the international economic order – will now determine everything. But the environmental argument has to be expressed in how we live not what we consume, as the latter accepts the deep logic of the market in treating everything, both people and the resources of the planet, as ‘raw material’. As for the international economic order, most alarming of all, what Williams calls ‘Plan X’ moves towards a created future while the left has failed to assert an alternative ‘general interest’. The left’s natural presumption that it was the force of the future, while its reactionary opponents were conservative representatives of, at best, the status quo, has, he observes, been turned upside-down.


‘Plan X’ is not a conspiracy but rather ‘the emerging rationality of self-conscious élites’ – political, media, military, marketing, and financial specialists – who approach the future, ‘A phase at a time, a decade at a time, a generation at a time, the people who play by Plan X are calculating relative advantage, in what is accepted from the beginning as an unending and unavoidable struggle’.13 This was written five years before the end of the Cold War and the triumph of the west. Looking back it is impossible to re-read it without realising that we now know the name of Plan X: it is neo-liberalism.


Can we gain the confidence ‘in our own energies and capacities’ to displace it, Williams asks (the emphasis is his). Suppose, he suggests, that the odds are fifty-fifty, or even less. Why then, ‘It is only in a shared belief and insistence that there are practical alternatives that the balance of forces and chances begins to alter’. And he continues: ‘Once the inevitabilities are challenged, we begin gathering our resources for a journey of hope. If there are no easy answers there are still available and discoverable hard answers and it is these that we can now learn to make and share. This has been, from the beginning, the sense and the impulse of the Long Revolution.’


These were the last words Williams was to publish in a non-fiction book.


You can see in them the combination of his hallmarks: difficulty, complexity within wholeness and humanity. And I want to return briefly to The Long Revolution itself, now that I’ve set it in the lifetime of Williams’ argument. It has three parts. The first, on the creative mind, the analysis of culture, individuals and society and images of society, continues directly the last three chapters of Culture and Society. In its concluding chapter to that book he has a memorable passage arguing that, ‘There are in fact no masses, only ways of seeing people as masses’.14 The claim is, in effect, worked through in the opening section of The Long Revolution and the reader should be aware that it faces two ways. On the one hand it is directed at the patronising elitism and exclusions of the dominant, bourgeois society. In order to demonstrate how everyone has a claim on a society’s culture, Williams develops a key concept: every period and generation has a ‘structure of feeling’.


He writes, ‘Structure of feeling: it is as firm and definite as “structure” suggests, yet it operates in the most delicate and intangible parts of our activity. In one sense, this structure of feeling is the culture of a period, it is the particular living result of all the elements of the general organisation … It is a very deep and wide possession, in all actual communities, precisely because it is on it that all communication depends. And what is particularly interesting is that it does not seem to be, in any formal sense, learned’.15


Thus the concept of the ‘structure of feeling’ enables him to argue that all the communities of a society shape it and none can be excluded as ‘mindless’. The Long Revolution for democracy, economic equality and access to learning and communication ‘derive meaning and direction… from new conceptions of man and society which… can only be given in experience’. This is a class claim, that one man’s experience is as good as another’s. It runs strongly and personally through his writing as he identifies himself with the socially excluded and refuses to allow them to be written out by any self-serving élite.


At the same time this is an argument against his would-be comrades on the left who can also prove self-serving. He noted wryly in a public discussion to mark the publication of Towards 2000 in 1984 ‘I can never get it out of my mind, the fact that when I started to work on communications, press, television, radio etc., in the fifties I was told off quite sharply by the political press.’ He means left-wing papers and editors. They accused him, he continued, of indulging in a diversion from ‘real politics’. By the 1980s, of course, you could hardly get the Labour movement to stop banging on about ‘the role of the media’. I quote this not to record his entirely deserved pride in his pioneering judgment on the material influence of communications, but to draw attention to the perhaps more surprising point that he should feel the need to tell a public meeting in 1984 that he could ‘never get it out of my mind’ that he was attacked by blinkered representatives of the old left in the 1950s.


I think it was because this was the argument that most mattered to him personally. He needed to put the powerful and ‘distasteful’ in their place, but the ‘most serious’ aspect of the argument was against his own side, although they always remained his own side. Just before Williams launches his devastating critique of the use of the term ‘masses’ in Culture and Society, in the conclusion to his chapter on ‘Marxism and Culture’ he blows Lenin out of the water. That he should engage with Lenin at all, alongside Burke, Arnold and Marx, was so shocking that the poor indexer could not manage to include him. Nonetheless, he is included. First, Williams scornfully dismisses Lenin’s claim that while ‘Every artist… has a right to create freely… Of course we communists cannot stand with out hands folded and let chaos develop’. There is no ‘of course’ about it, Williams notes. Then he takes on the more important issue. He quotes Lenin's claim that, ‘The history of all countries shows that the working class, exclusively, by its own efforts, is able to develop only trade union consciousness.’ This slander draws a systematic, three part rebuttal from Williams, concluding, ‘If the working people are really in this helpless condition… they can be regarded as “masses” to be captured, the objects rather than the subjects of power. Almost anything can then be justified’.16 And Williams knew full well that Lenin and his successors did indeed frequently refer to ‘the masses’.


I say this at some length by way of a foreword as it is important to ask: against whom is The Long Revolution addressed? The answer is in the first place against the dehumanising traditions of the left and only second against the elitism and exploitation of the right. But his is not a facile third-way position-taking or version of ‘neither Washington or Moscow’. The book’s argument can face both ways because its foundation is positive not negative: its originality is Williams claim that people – his people – have the capacity to be self-governing as whole human beings.


To deliver on this claim, the middle section of The Long Revolution expands on lectures he gave that inquire into the long history of culture in Britain: its education system, the growth of the reading public, the popular press, the growth of Standard English and the history of dramatic forms (the latter would lead into his pioneering work on the genres of television). In undertaking this research he sets out a thorough assessment of the historical and material basis of popular influence within a culture.


This takes him to his concluding section where he attempts to map Britain’s own structure of feeling as it enters the sixties. The depth of research and commitment ensured he never reneged on his belief in the need for new forms of ‘communal, cooperative and collective institutions’ while it provided strong enough foundations for him to recognise the triumph of ‘capitalist thinking’ and to insist upon the failure of the labour movement and the left to arrive at ‘any accepted concept of the general interest’.18


I leave it to readers new and old to reflect on what form our understanding of the general interest should now take and how it should be organised. A good place to start is the challenge made to Williams by Perry Anderson in the last section of the book of New Left Review interviews, Politics and Letters (in which I participated). Williams was challenged on the ‘deep ambiguity’ and reformist logic of The Long Revolution. Doesn’t the transition to socialism have to be inaugurated by ‘an absolutely non-gradual process’, the ‘disintegration of the capitalist state’, ‘rival institutions of popular sovereignty’, ‘dual power’ and a violent crisis that sweeps away the old order?


Williams concedes that he embraced the need for a ‘short’ revolution after long hesitation. But then he insists on the lack of preparation or understanding of what is involved (he puts it mildly) for a short revolution in advanced societies, ‘Talking about the run-up to that situation is not a form of gradualism… I am always uneasy about the talk of the short revolution when the problems of the run-up to it have not really been appreciated… the simple notion of assaulting the citadel… is the wrong kind of military thinking’. And if the revolutionary left has shown little, well, no sign whatsoever of preparing for such a showdown it also suffers from having no idea what would follow should it win. But this is critical in persuading working people to take the risk of supporting any overthrow in the short run, however grim the crisis might be. Revolutionaries will have to show that they are ‘quite clearly more democratic’. ‘The whole future of the left’ will depend on this. ‘I think we shall have to show in very great detail why a socialist society would be more democratic, and this will involve being implacably clear about the failure of other kinds of democratic processes within socialist revolutions or labour movements… What I am concerned about now is the nature of the social order towards which these transitions are directed.’ Later, and this was in 1979 when few had even seen a personal computer, he adds, ‘The real complexity is an energizing challenge – and its means are becoming increasingly available if we can find the political forms in which to use them… the new electronic communications technologies have quite extraordinary capacity for this kind of self-government… some socialists… are stuck… They should go and look at some of the new technical possibilities… and realise how marvelously active, complex and mobile a socialist democracy could now quite realistically become.’19 The Long Revolution will be digital.


Perhaps I should end with recollections of my own relationship with Williams. I never heard him lecture when I was a student at Cambridge. But I was chairman of the University Labour Club in the Autumn term of 1964 when we knew an election was coming and we all expected Labour under Wilson to rid us of a loathsome, morally broken Conservative government headed by Home, pronounced Hume, who had been Chamberlain’s assistant on his infamous trip to Munich to appease Hitler in 1938 and had temporarily stepped down from being a 13th Earl to take on the irksome task of Prime Minister. (Private Eye, the organ of satire, shares the same 50th anniversary as The Long Revolution.)


I invited Williams to give the opening talk of the term, to look forward to a Labour government with his experience of its predecessor. I have no record of what precisely he said but I recall the experience vividly. It was less a speech than a sigh; ‘Here we go again… this time it had better work’. Recent praise from Ed Miliband’s advisor Marc Stears for Attlee’s ‘reforming vision’ and his government of 1945–51 does not marry to my experience of its long aftermath. What I recall, and what I think Williams’ sigh referred to, was the expulsion of Bevan, architect of the NHS, from Government and the introduction of prescription charges, the reckless commitment to the Korean War, the creation of vast bureaucratic nationalised industries without a breath of workers or staff involvement, a willingness to allow the Conservatives to win an election in 1951 though Labour had a massive popular majority because, in Attlee’s words, it was time for the other side to bat… A keen moderniser, I organised a record turnout of student canvassers and cars to help elect Wilson, but I took Williams’ warning to heart. When the new Prime Minister failed to devalue the pound I ‘resigned’ from the Party within a week of the election, and never joined any party again. (He himself stayed on until 1966.) Intellectually, however, though I bought the hardcover edition of The Long Revolution I was far too impatient to absorb its cadences or its argument.


We bumped into each other once or twice but the next political occasion I recall was going along to a planning meeting of the May Day Manifesto in central London, probably around 1967. I was a backroom boy on New Left Review, livid with fury over the American war on Vietnam and enjoying the romance of high theory. I found an assembly of the old, parochial (I thought) New Left Review with Edward Thompson being theatrical and Raymond sitting quietly at the centre. The whole thing seemed to be about itself, I felt. Doubtless my quiet arrogance would have been reciprocated had anyone noticed, but May ’68 was about to explode.


Later, at some point in the seventies I was sub-editing NLR when an article by Williams came in. I got to work on the vast sentences, presuming I could cut them and found that each clause of his Germanic prose was a step in the argument, crying out for a full stop. This privileged experience left me with an awed respect for the rigor of his thinking, which previously I’d found bafflingly oblique.


Then, at the end of 1975 a text on Williams came in from Terry Eagleton. At the editorial committee Francis Mulhern described it with scrupulous hesitation as ‘parricide’ and it was decided to publish. Anyone familiar with small political groups knows that father-relations are an important hinterland to their dynamics and I decided to read the manuscript which otherwise I’d have left to those with literary expertise. I was very disturbed.


Eagleton captured the opacity of Williams’ writing but seemed unbearably cruel: ‘a thinker intellectually isolated to the point of eccentricity, driven consequently to certain sophisticated gambits of self-defence and self-justification, but nonetheless resolutely offering his own experience as historically representative’. Eagleton boasted that he had made a similar personal journey to Williams with whom he had worked and that the ‘necessarily astringent criticisms which follow are made in that spirit of comradeship and good faith’. Good faith! Williams was ‘idealist’, ‘academicist’. The Long Revolution was a book of ‘idealist epistemology, organicist aesthetics and corporatist sociology’. Williams suffered from ‘Romantic populism’ (as I was later to publish, a less populist figure than Williams is hard to imagine). By criticising the term ‘masses’ he ‘traded a theoretical instrument of revolutionary struggle for the short change of a liberal humanitarianism.’ He was ‘naively historicist’, ‘his work betrays a muted strain of anti-intellectualism’. Worse, ‘The idealist bent of his political conceptions was the effect of the divorce of the left-reformist intellectuals from the working class; but it was also the product of the ideological character of the class itself, by which, despite that divorce, Williams’ work remained contaminated.’ On and on, the torrent of disparagement went. Williams is even attacked for his ‘intuitive knack of pre-empting intellectual positions’, i.e. for getting arguments right when he didn’t deserve to. Gravest of all, he had a ‘reticent and ambiguous… attitude towards insurrectionary organisation’ while the poor man’s ‘rapprochement with Marxism is still, evidently, a fraught, dissentient, intellectually unclarified affair’. He remained in the phantom zone of criticism, its ‘ideological prehistory’ and had yet to enter ‘the alternative terrain of scientific knowledge’.20


Were I to read something like this now, I’d laugh and chuck it in the bin. But I was inside this argument at the time and it was being published in the Review, which was my cause, my substitute political group. Because of the references Eagleton made to it, I bought Modern Tragedy of which I’d not heard before. It changed my life.


At the time I was deep into working on a history of the Vietnamese revolution and the origins of its exemplary tenacity and the reasons for its supporters’ capacity to withstand unimaginable suffering. I was unaware of Williams’ wartime experience but it spoke through the pages of Modern Tragedy, which proposed a moral reckoning, neither refusing revolution nor denying what it means. The idea that Terry Eagleton should reprimand him for failing to enthusiastically embrace insurrectionary organisation could not be tolerated. Nor could Williams possibly be asked to reply. But there had to be a rebuttal of such vacuous Trotskyist posturing and if no one else would do it, I would, or I would have to resign.


I wrote a massive response that was rejected. I wrote a shorter, colder, authoritative demolition that was published at the end of the year.21 Although it is entirely framed from the perspective of Marxist orthodoxy, a short passage marks what was in fact a turning point for me. Working through Williams’ arguments about democracy enabled me to put aside the Leninism that was my inheritance from the revolutionary turn of the sixties. I had been in thrall to the Review and Anderson. In the process of engagement with Williams I broke free from my subservience. It became, literally, a liberation.


My article proposes a critical assessment of his work and defended both Williams’ originality and his honesty. As a repudiation of Eagleton it was generous but he lacked the capacity to agree I was right, or say that he had been wrong and acted as if it never happened. After my text was accepted, Edward Thompson struck, sensing that he might reclaim Williams from the Review he submitted an essay on William Morris with an addendum that fired back at Eagleton 22, only to be told that he needed to adjust it a member of the Editorial Committee had replied directly. Something now needed to be done to integrate Williams back as a contributor and the idea of a book of interviews was conceived, which became Politics and Letters – an astonishing work of intellectual criticism, political interrogation, historical and contemporary reflection and autobiography – between two towering intellectuals, Williams and Anderson.


I was one of three NLR editors who participated and while I loved the experience of listening to Williams and gossiping after the interviews, I was only a witness to the exchanges between him and Anderson and to a lesser degree Mulhern. I was still in post-thralldom withdrawal. It was only reading the book later that I realised how much it was like a trial, challenging Williams about his deviations from a proper Marxist view and obliging him to give as much ground as he could to orthodoxy.


I can see now that an opportunity was lost at that moment for the Review and for the left in this country to open out to the far more profound and interesting politics of democracy, and refusal of Marxist reductionism, that Williams pointed towards.


Our next meeting was in 1983, when he summoned me to Cambridge. Anderson had decided that the Review was in danger of moving to the right. An internal enquiry was established and after intense recriminations Fred Halliday and I resigned as active members of the Committee whereupon half the rest of its members, most of whom were inactive, left as well. Williams regarded it as outrageous that only a glancing mention was made in the magazine when such public intellectuals as Tom Nairn and Juliet Mitchell decamped after twenty years. He wanted to know what on earth had happened. What could one say? Was it a matter of character? Although the name of Trotsky was never mentioned in the memos and counter-memos, all those who stayed had enjoyed at one time or another a working relationship with the Fourth International and all of us who resigned had not. My most vivid memory of the visit was Williams showing me a colourful portrait of himself that John Bratby had painted. And my most pleasing that he told me he had bought more than half a dozen copies of Iron Britannia, my book on the Falklands war, and given them to everyone for Christmas.


My last personal encounters were around 1984. I was asked to introduce and chair a discussion of Towards 2000. I took from it his insight that the left had lost its sense of the future whereas the right had gained one, and that the unspoken terms of politics had been reversed. (And I have a note from Williams that proposed a ‘Project 2000’ for a short-lived Socialist Society on how it should undertake its work ‘of great current and future political importance’.)


A final memory, from January 1988. I was working on a TV film England’s Henry Moore, and was going to have breakfast with the producer Chris Mitchell in Soho. When I arrived he was looking black with fury. Raymond had died suddenly, and it was not even on the front page of The Guardian, then a broadsheet. Williams’ exile was upheld even after death.


Looking back now, I am struck by the many themes Raymond Williams identified which can help us unlock what is going on: the material reality of experience, the centrality of communication, the importance of generations, the political need for modesty, the energy of complexity. This time, as I have gone back through some of his writing, his grasp of the crucial problem of representation in terms of democracy and self-government stands out more than ever before.


Given how critical this is to the Long Revolution I’m sure that were he around today he’d be examining representation in the age of the web, not least because of his abhorrence at the use of human beings as raw material. Are we representing ourselves on Facebook, as it heads towards its first billion registered users? Or are we offering ourselves up as raw material for its owners and advertisers, rather than enhancing our own ability to communicate? That we can ask such questions in terms that draw added authority from his analysis suggest that he wasn’t wrong about the Long Revolution. Although he would have added that he had only started what others need to ‘discuss, amend and support’.
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Note by Raymond Williams





I have been helped by many people in writing this book, and wish to record my thanks. I am especially grateful to my wife, not only for much general help with the whole text, but for her detailed work in relation to Part Two, Chapter 5. 1 was greatly helped by my colleague Michael Carritt in discussion of the problems of what we mean by creativity, and for a time the discussion was so close and continuous that it became difficult to separate his ideas from my own; I am sure, in any case, that my account as it stands owes much to him, though I cannot involve him in my errors. I was also helped by Edward Thompson’s criticism of an earlier draft of my history of the popular press, and am grateful to him for this as for much else. Other friends, especially Stuart Hall and H.P. Smith, have helped perhaps more than they know.


Parts of the book have previously appeared in Partisan Review (New York), Nuova Corrente (Milan), Monthly Review (New York), Universities and Left Review and New Left Review.
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Notes





For this edition, I have made a few revisions and amendments, and added some notes, which are indicated by asterisks. These are mainly for clarification or to bring some point up to date.


I must thank all those who have written to me about the book, and those who have taken part in the public argument and discussion about it, which has been even more extensive than in the case of Culture and Society. The point was reached, quite early, when I could not do much more than listen, but I have at least done that.


The book is, of course, still controversial and difficult: more so, for many reasons, than Culture and Society. The earlier book gathered and tried to restate an existing tradition, whereas this book is an attempt to reach new ground. Its method is then much harder to grasp, for the method is in this sense the substance. If readers have found parts of the book useful, as many have said, that in its own way is welcome. But also, if the connexions I make and try to describe are not seen or not accepted, the book as a whole is bound to be difficult to bring into focus, and then its local difficulties are exaggerated. The many kinds of analysis which are necessary to the essential case carry their own additional problems. I do not want to argue any of the difficulties away, but most of them belong, as I see it, to the intention, and I am especially grateful to those who, realising this, have met me on that ground. Even where this, as in some cases, was the true source of the controversy, I found the recognition deeply encouraging.


R. W. 1965





For the 1980 reprint I have not made any further revisions, but I would refer any reader interested in the subsequent development of the analyses and arguments of The Long Revolution to the detailed discussion in the interviews published as Politics and Letters (NLB, 1979, pp. 133–74).





R. W. 1980










THE LONG REVOLUTION







Introduction





This book has been planned and written as a continuation of the work begun in my Culture and Society, 1780–1950. I described that book as ‘an account and an interpretation of our responses in thought and feeling to changes in English society since the late eighteenth century’, and this, of course, was its main function, a critical history of ideas and values in this period of decisive change. Yet the method of the book, and in particular its concluding chapter, led to a further intention: from analysing and interpreting the ideas and values I moved to an attempt to reinterpret and extend them, in terms of a still changing society and of my own experience in it.


I did not foresee, when I was working on Culture and Society, that by the time it was published an important part of our general social thinking would have developed along lines which included my own themes. The result of this development was not only that the book was very extensively discussed – I have read more than fifty thousand words of comment on it, and taken part in very many verbal discussions – but also that the lines of argument opened up went in many cases considerably beyond the scope of the book itself. I had planned and drafted much of the present book before Culture and Society was published, but I have now considerably revised it to take account of the discussion. I have kept, however, to my own ideas of the further work that was necessary, and have limited this book to what in any case I should have written about: questions in the theory of culture, historical analysis of certain cultural institutions and forms, and problems of meaning and action in our contemporary cultural situation. I can work in these general fields only to the limit of my own interests, and do not suppose these to be ideally complete. Indeed I have already risked an extension and variety of themes well beyond the limits of any kind of academic prudence, for what seems to me the good reason that there is no academic subject within which the questions I am interested in can be followed through; I hope one day there might be, for it was quite obvious from the discussion of Culture and Society that the pressure of these questions was not only personal but general.


My title is taken from a sentence in Culture and Society but a further note on it might be useful. It seems to me that we are living through a long revolution, which our best descriptions only in part interpret. It is a genuine revolution, transforming men and institutions; continually extended and deepened by the actions of millions, continually and variously opposed by explicit reaction and by the pressure of habitual forms and ideas. Yet it is a difficult revolution to define, and its uneven action is taking place over so long a period that it is almost impossible not to get lost in its exceptionally complicated process.


The democratic revolution commands our political attention. Here the conflicts are most explicit, and the questions of power involved make it very uneven and confused. Yet in any general view it is impossible to mistake the rising determination, almost everywhere, that people should govern themselves, and make their own decisions, without concession of this right to any particular group, nationality or class. In sixty years of this century the politics of the world have already been changed beyond recognition in any earlier terms. Whether in popular revolution, in the liberation movements of colonial peoples, or in the extension of parliamentary suffrage, the same basic demand is evident. Yet the demand has been and is being very powerfully resisted, not only by the weight of other traditions, but by violence and fraud. If we take the criterion that people should govern themselves (the methods by which they do so being less important than this central fact) it is evident that the democratic revolution is still at a very early stage.


The industrial revolution, backed by immense scientific development, commands our economic attention. Its rate of expansion, in the world as a whole, is already greater than anyone had foreseen, and is indeed too rapid to be easily interpreted. Yet, while its aims and methods have been almost universally accepted, most of the world is still far behind the stage actually reached in the advanced countries, while in the advanced countries the sense of possibility in the transformation of nature is being continually and rapidly extended. Thus the industrial revolution, in its broad sense, is also at a comparatively early stage. Moreover, it is evident that its correlation with the growth of democracy is by no means simple. On the one hand it seems clear that industrial development is a powerful incentive to new kinds of democratic organisation. On the other hand the apparent needs of industrial organisation, at many levels from the process of accumulating capital to the status of the worker in a very extensive and divided technical system, sometimes delay, sometimes frustrate the aspiration to share in the making of decisions. The complex interaction between the democratic and industrial revolutions is at the centre of our most difficult social thinking.


Yet there remains a third revolution, perhaps the most difficult of all to interpret. We speak of a cultural revolution, and we must certainly see the aspiration to extend the active process of learning, with the skills of literacy and other advanced communication, to all people rather than to limited groups, as comparable in importance to the growth of democracy and the rise of scientific industry. This aspiration has been and is being resisted, sometimes openly, sometimes subtly, but as an aim it has been formally acknowledged, almost universally. Of course, this revolution is at a very early stage. Bare literacy is still unattained by hundreds of millions, while in the advanced countries the sense of possibility, in expanding education and in developing new means of communication, is being revised and extended. Here, as in democracy and industry, what we have done seems little compared with what we are certain to try to do.


Yet at this point it is particularly evident that we cannot understand the process of change in which we are involved if we limit ourselves to thinking of the democratic, industrial and cultural revolutions as separate processes. Our whole way of life, from the shape of our communities to the organisation and content of education, and from the structure of the family to the status of art and entertainment, is being profoundly affected by the progress and interaction of democracy and industry, and by the extension of communications. This deeper cultural revolution is a large part of our most significant living experience, and is being interpreted and indeed fought out, in very complex ways, in the world of art and ideas. It is when we try to correlate change of this kind with the changes covered by the disciplines of politics, economics and communications that we discover some of the most difficult but also some of the most human questions.


The scale of the whole process – the struggle for democracy, the development of industry, the extension of communications, and the deep social and personal changes – is indeed too large to know or even imagine. In practice it is reduced to a series of disconnected or local changes, but while this is reasonable, in the ordinary sense, it seems to me that this scaling-down only disguises some of the deepest problems and tensions, which then appear only as scattered symptoms of restlessness and uncertainty. In a country like Britain, in which the long revolution is at a relatively advanced stage, it seems customary for each generation to announce the completion of the revolution, and to be bewildered and angry when the new young generation asserts that the revolution has after all not occurred. We are quite clearly in this situation in the 1960s, when the objectives for which many generations worked have been quite generally achieved, yet when the society has never been more radically criticised, not only by particular writers and thinkers, in articulate ways, but also more generally and in ways often so inarticulate and confused that old descriptions, such as cynicism, apathy, pointlessness, are usually the best we can find to acknowledge them. We seem severely hindered, in such a situation, by the very practice of scaling down. Thus certain expectations are shaped and defined, as universal suffrage, a particular standard of living, a given school-leaving age and level of education. These are adequate as incentives to effort, and anyone who knows their history knows that their achievement did not simply evolve, but had to be worked and struggled for, over generations. But it is characteristic of the history of what I see as the long revolution that such aims, once achieved, are quite quickly absorbed, and either new expectations are commonly defined, or in their absence there is a mood of both stagnation and restlessness. For a long time now we have been hearing from every kind of ruling group that people are never satisfied, never even grateful. Indeed this thrust of demand has been so deeply learned, and is so deeply feared, that one can see, on all sides, a ruling philosophy of delayed and graded concessions, for, as has been said, today’s concession is tomorrow’s springboard. Ruling groups have their own reasons for not wishing to recognise the true scale of the revolution, but elsewhere it is a genuine crisis of consciousness, and anybody concerned with his own life and the life of his society, in this process of general change, must obviously do what he can to try to resolve and clarify. My own view is that we must keep trying to grasp the process as a whole, to see it in new ways as a long revolution, if we are to understand either the theoretical crisis, or our actual history, or the reality of our immediate condition and the terms of change.


A very large part of our intellectual life, to say nothing of our social practice, is, however, devoted to criticising the long revolution, in this or that aspect, by many powerful selective techniques. But as the revolution itself extends, until nobody can escape it, this whole drift seems increasingly irrelevant. In naming the great process of change the long revolution, I am trying to learn assent to it, an adequate assent of mind and spirit. I find increasingly that the values and meanings I need are all in this process of change. If it is pointed out, in traditional terms, that democracy, industry and extended communication are all means rather than ends, I reply that this, precisely, is their revolutionary character, and that to realise and accept this requires new ways of thinking and feeling, new conceptions of relationships, which we must try to explore. This book is a record of such an attempt.


In my first part I begin from an examination of the nature of creative activity, which I see now as the necessary basis for extending the account of the relation between communication and community which I tried to establish in Culture and Society. I then go back to examining certain theoretical problems in the definition and analysis of culture, and work a practical example. Following a lead from the discussion of communication, I then try to analyse the concepts of ‘the individual’ and ‘society’ that we ordinarily use, and to describe certain typical relationships of this kind. I then extend this argument to a discussion of some of the existing concepts of our own society, and discuss some of the processes of social and cultural change.


My second part is an account and analysis of the development of certain of our major cultural institutions, from education to the press, and is completed by a series of essays on the relation between certain forms in art and the general development of the society. I think much of this is useful simply as information brought together in the light of a common process, though I do not doubt that my factual accounts will have to be revised as research continues. The critical essays are experimental and arguable, but attempt to develop the kind of inquiry represented by my chapter on ‘The Industrial Novel’ in Culture and Society.


My third and concluding part returns to the theme of the long revolution, which I have outlined in this introduction, by attempting a description of our contemporary culture and society in terms of what I see as a pattern of change. Briefly I attempt to assess the progress of the long revolution in Britain, and to consider its next stages. I do not confine myself to British society because of any lack of interest in what is happening elsewhere, but because the kind of evidence I am interested in is only really available where one lives. I think, however, that it could be added that Britain was very early in entering this revolution, and that our society consequently offers very rich material for the consideration of some of its general problems. It is true also that the present crisis in British society is sufficiently interesting in itself, and of commanding importance to those of us involved in it, to make this attempt to take bearings useful.


With this book and Culture and Society, and with my novel Border Country which I believe to have, in its particular and quite different way, an essential relevance to the two general books, I have completed a body of work which I set myself to do ten years ago. Other work will necessarily follow from this, but it feels like the completion of a particular stage in one’s life, and while this need not interest anybody else, it is perhaps worth recording.







PART ONE




1 The Creative Mind





No word in English carries a more consistently positive reference than ‘creative’, and obviously we should be glad of this, when we think of the values it seeks to express and the activities it offers to describe. Yet, clearly, the very width of the reference involves not only difficulties of meaning, but also, through habit, a kind of unthinking repetition which at times makes the word seem useless. I propose to examine the significance of the ‘creative’ idea: first, by reviewing its history; second, by comparing its development as a term in the arts with some important recent scientific work on perception and communication; third, by looking at it as a possible key term in our contemporary discussion of culture – a discussion which centres on the relations between art and learning, and the whole complex of our activities that we call our society.


I


The history of the ‘creative’ idea is in many ways difficult to trace. It seems to me to begin, essentially, in the thought of the Renaissance, but, when we look at these sources, we find its originators referring the idea to classical thought, as if unaware of the new emphasis they seem to be making. In any past writing, only part of the original meaning is recoverable, for the meaning as a whole has come to us through many minds, and even when we have distinguished their influence we find that the original significance is, with its context, still partly withheld. Yet as I read the authors, in particular Aristotle and Plato, on whom these Renaissance thinkers relied, I see a distinction, an altered significance, which seems of fundamental importance. The activity being described is a common activity, but its description, essentially, has altered.


We speak now of the artist’s activity as ‘creation’, but the word used by Plato and Aristotle is the very different ‘imitation’. The general meaning of the Greek word mimesis is either ‘doing what another has done’, or ‘making something like something else’. In actual use it included the activities of the dancer, the singer, the musician, the painter, the sculptor, the actor, the dramatist, and the common quality in these activities was seen as ‘the representation of something else’: ‘imitation’. Aristotle wrote:


The general origin of poetry was due to two causes, each of them part of human nature. Imitation is natural to man from childhood, one of his advantages over the lower animals being this, that he is the most imitative creature in the world, and learns at first by imitation. And it is also natural for all to delight in works of imitation. The truth of this second point is shown by experience: though the objects themselves may be painful to see, we delight to view the most realistic representations of them in art, the forms for example of the lowest animals and of dead bodies. The explanation is to be found in a further fact: to be learning something is the greatest of pleasures not only to the philosopher but also to the rest of mankind, however small their capacity for it; the reason of the delight in seeing the picture is that one is at the same time learning – gathering the meaning of things.


It seems clear from this, as from the whole of his main argument, that Aristotle considers art primarily as a representation of some hitherto-existing reality. The artist imitates this, and by his imitation, which is akin to our first process of learning, we gather the meaning of the thing that is imitated.1


Plato, similarly, described the artist as an ‘imitator’ of a pre-existing reality. God was the creator of things; workmen the artificers of things; artists the imitators of things. Thus, Plato and Aristotle agree on the fact of imitation, but go on to draw different conclusions from it. For Plato, although in the Ion he describes the poet as divinely inspired, the act of imitation is at two removes from reality (the Idea, then the material thing, then the imitation) and the famous discussion in the Republic, proposing the censorship of poets, emphasises the dangers of the influence of these ‘mere imitators’ on the weaker parts of the mind.


The art of imitation is the worthless mistress of a worthless friend, and the parent of a worthless progeny… The imitative poet… resembles the painter in producing things that are worthless when tried by the standard of truth, and he resembles him also in this, that he holds intercourse with a part of the soul which is like himself, and not with the best part… He excites and feeds this worthless part of the soul, and thus destroys the rational part.


Aristotle, on the other hand, not only emphasises imitation as part of the normal learning process, but introduces a new principle, that of ‘the universal’:


The poet’s function is to describe, not the thing that has happened, but a kind of thing that might happen, i.e. what is possible as being probable or necessary… Hence poetry is something more philosophic and of graver import than history, since its statements are of the nature rather of universals, whereas those of history are singulars. By a universal statement I mean one as to what such or such a kind of man will probably or necessarily say or do – which is the aim of poetry though it affixes proper names to the characters; by a singular statement, one as to what, say, Alcibiades did or had done to him.


Thus while Plato emphasises the dangers of fiction, as the imitation not even of ultimate reality but of mere appearances, Aristotle develops his concept of imitation as a form of learning towards its definition as the highest form of learning, in that it shows, through its universal statements, the permanent and the necessary.


The immense intellectual tradition which flowed from Plato and Aristotle came to include not only these two opposing valuations, but an extraordinary series of modifications, transvaluations, developments and interpretations. Thus Platonism came to include a theory of art directly opposed to that of the Republic, arguing that the divinely inspired poet was able to teach the highest reality because he penetrated mere appearance, and embodied in his work the divine Idea. Aristotle’s idea of universals, which in context reads primarily as the embodiment of general truths about human nature, became identified, in many minds, as the same doctrine: the universals were the divine Ideas, and the poet embodied them. Still, however, even after these developments, the process of art was ‘imitation’ and not ‘creation’.


From the excitement and confusion of Renaissance theory four doctrines of art emerged. The first defined art as an imitation of the hidden reality, thus making it a form of revelation; this was particularly useful to some Christian thinkers, who could then see art as an allegory of the mind of God. This developed into the idea of art as an esoteric activity, and a high valuation of works of an allegorical or symbolic kind. The second doctrine, from much the same source but less affected by Christian thinking, saw art as a perpetual imitation and embodiment of the ‘Idea of Beauty’. This came to include, in practice, the idea of imitating, not slavishly yet seriously, earlier works of art in which this Idea of Beauty was embodied (this is the major tradition which became known as classicism). The third doctrine, developing some of the emphases of Aristotle, saw art as the ‘idealisation of nature’; that is to say, showing things not as they are but as they ought to be. This, while based on the same source as allegiance to the ‘Idea of Beauty’, moved not towards classicism, but towards an important tradition of exemplary, moralising and didactic works. The fourth doctrine, from which the ‘creative’ emphasis primarily springs, saw nature as God’s art (Tasso) and saw art as a form of energy which vies with nature. As Castelvetro put it:


Art is not a thing different from nature, nor can it pass beyond the limits of nature; it sets out with the same purpose as that of nature.


This purpose is a distinct form of creation. Nature is God’s creation; art is man’s creation. ‘There are two creators,’ Tasso wrote, ‘God and the poet.’


In any particular Renaissance work one is likely to find the four doctrines that I have here distinguished, not as alternatives, but frequently involved with each other, as the extreme ambiguity and vagueness of the terms makes easily possible. But in the more important writers the tendency towards a distinctly humanist theory of art is quite marked. For some centuries yet, the idea of art as creation, in a kind of rivalry with God, would seem blasphemous. Yet, entangled as it was with both actual and false reliance on Plato and Aristotle, complicated as it was by different kinds of Christian tradition, the emergence of this idea can be seen as part of the new thinking of the Renaissance, and at the head of a line which leads down to our day. In the English tradition, its classical statement is that of Sidney. All other ‘arts’ and ‘sciences’ (astronomy, mathematics, music, philosophy, law, history, grammar, rhetoric, medicine, metaphysics) are, Sidney argues, tied to nature.


Onely the Poet, disdayning to be tied to any such subjection, lifted up with the vigor of his owne invention, dooth growe in effect another nature, in making things either better then Nature bringeth forth, or, quite a newe, formes such as never were in Nature, as the Heroes, Demigods, Cyclops, Chimeras, Furies, and such like: so as hee goeth hand in hand with Nature, not inclosed within the narrow warrant of her guifts, but freely ranging onely within the Zodiack of his owne wit,


Nature never set forth the earth in so rich tapistry as divers poets have done, neither with pleasant rivers, fruitful trees, sweet smelling flowers, nor whatsoever els may make the too much loved earth more lovely. Her world is brasen, the Poets only deliver a golden. But let those things alone and goe to man, for whom as the other things are, so it seemeth in him her uttermost cunning is imployed, and knowe whether shee have brought foorth so true a lover as Theagenes, so constant a friend as Pylades, so valiant a man as Orlando, so right a Prince as Xenophon’s Cyrus, so excellent a man every way as Virgils Aeneas. Neither let this be jestingly conceived, because the works of the one be essentiall, the other, in imitation or fiction; for any understanding knoweth the skil of the Artificer standeth in that Idea or foreconceite of the work, and not in the work it selfe. And that the Poet hath that Idea is manifest, by delivering them forth in such excellencie as hee hath imagined them. Which delivering forth also is not wholie imaginative, as we are wont to say by them that build Castles in the ayre; but so farre substantially it worketh, not onely to make a Cyrus, which had been but a particular excellencie, as Nature might have done, but to bestow a Cyrus upon the worlde, to make many Cyrus’s, if they wil learne aright why and how that Maker made him.


Neyther let it be deemed too sawcie a comparison to ballance the highest poynt of mans wit with the efficacie of Nature: but rather give right honour to the heavenly Maker of that maker, who, having made man to his owne likenes, set him beyond and over all the workes of that second nature, which in nothing hee sheweth so much as in Poetrie, when with the force of a divine breath he bringeth things forth far surpassing her doings, with no small argument to the incredulous of that first accursed fall of Adam, sith our erected wit maketh us know what perfection is, and yet our infected will keepeth us from reaching it.





The strands of many traditions can be seen in this, but the decisive novelty (it is not Sidney’s, but of his period) is clear. This is the doctrine of man the creator, who ‘with the force of a divine breath’ brings forth ‘things far surpassing’ nature. Sidney glances back at one part of Plato’s teaching, to find this force given by God to one kind of man, the poet. But the claim occurs within a larger movement of thought, in which man is asserting his right to break out of the order of nature: to see the rest of nature as subordinate to his creative will. For Sidney, poetry can be supernatural because it is an energy of the soul which in discovering God is able to create beyond natural limits. But another way of making the same claim is to assert a purely human creativity, the powers of the emergent mind. When imitation, the learning of reality, becomes creation, man making new reality, a critical stage in art and thought has been reached.


II


As we follow the historical argument, we find a growing complexity, as the implications of this claim are realised. In Marvell’s famous verse in The Garden, we are still with Sidney, but the point is interestingly put:





The Mind, that Ocean where each kind


Does streight its own resemblance find;


Yet it creates, transcending these,


Far other Worlds, and other Seas,


Annihilating all that’s made


To a green Thought in a green Shade.





This ‘creation’ is still, as the whole poem makes clear, an energy of the soul which is an approach to God. But it assumes, as a contrast with this, an order of natural seeing, ‘where each kind does streight its own resemblance find’.2 Sidney also had assumed this, but had claimed that only the poet could go beyond it. In Marvell this is a creative activity of the human mind as such. It is this emphasis that we must bear in mind as we watch the extraordinary flowering of the creative idea in the development of what we now call Romantic thought. The attachment of ‘creative’ to the work of the artist remains the easiest to trace. Donne spoke of poetry as ‘a counterfeit Creation’. Mallet, in 1728, spoke of the ‘companion of the Muse, Creative Power, Imagination’. By the end of the eighteenth century, this emphasis, with its keyword, ‘imagination’, was becoming paramount. The main line runs as an emphasis on ‘creative imagination’ as a general human faculty, which is seen at its highest in the poet. This is the basis of Shelley’s Defence of Poetry, which like Sidney’s Apologie contains many strands of traditional thought, but is most significant in relation to developing ideas of perception and imagination:


Man is an instrument over which a series of external and internal impressions are driven, like the alternations of an ever-changing wind over an Aeolian lyre, which move it by their motion to ever-changing melody. But there is a principle within the human being, and perhaps within all sentient beings, which acts otherwise than in the lyre, and produces not melody, alone, but harmony, by an internal adjustment of the sounds or motions thus excited to the impressions which excite them. It is as if the lyre could accommodate its chords to the motions of that which strikes them, in a determined proportion of sound.


This, of course, is still ‘imitation’, with the addition of the organising principle – what Shelley calls ‘synthesis’ – as the creative human act. The child and the savage imitate external objects, and


language and gesture, together with plastic or pictorial imitation, become the image of the combined effect of those objects, and of his apprehension of them.


To be a poet is to carry to its highest form this general activity:


to apprehend… the good which exists… in the relation subsisting first between existence and perception, and secondly between perception and expression.


The poet does this through the use of a language which is


vitally metaphorical; that is, it marks the before unapprehended relations of things and perpetuates their apprehension.


The ‘authors of revolutions in opinion’ act similarly, for


their words unveil the permanent analogy of things by images which participate in the life of truth.


A poem is


the creation of actions according to the unchangeable forms of human nature, as existing in the mind of the creator, which is itself the image of all other minds.


Here Shelley returns to the emphasis of Sidney, which in other parts of his argument he had perhaps been moving beyond. He returns again, but with altered emphasis, in his most famous definition:


All things exist as they are perceived; at least in relation to the percipient. ‘The mind is its own place, and of itself can make a Heaven of Hell, a Hell of Heaven.’ But poetry defeats the curse which binds us to be subjected to the accident of surrounding impressions. And whether it spreads its own figured curtain, or withdraws life’s dark veil from before the scene of things, it equally creates for us a being within our being. It makes us the inhabitants of a world to which the familiar world is chaos. It reproduces the common Universe of which we are portions or percipients, and it purges from our inward sight the film of familiarity which obscures from us the wonder of our being. It compels us to feel that which we perceive, and to imagine that which we know. It creates anew the universe, after it has been annihilated in our minds by the recurrence of impressions blunted by reiteration. It justifies that bold and true word of Tasso: Non Merita nome di creatore, se non Iddio ed il Poeta (none merits the name of creator, except God and the poet).


It is an eloquent argument, and remains important, but it fluctuates between imitative and creative ideas of perception, seeming to reserve real creation to secondary association; and it tends towards a denial of general human creativity, and its special reservation to the poet. It was, typically, Coleridge, in one of those extraordinary flashes of intelligence, who extended the idea of creation to all perception:


The primary IMAGINATION I hold to be the living Power and prime Agent of all human perception, and as a repetition in the finite mind of the eternal act of creation.


With this startling hypothesis, of which only later shall we see the full significance, the transformation of ‘imitative’ into ‘creative’ theories reaches its next critical stage.


III


We must now turn aside to notice an effect of the ‘creative’ theory, as it existed before Coleridge. The claim that art represented a ‘superior reality’, essentially higher than that accessible to other human faculties, was, naturally enough, contested. The basis of the opposition goes back to Plato. What the new thinkers called creation Plato had called falsehood. Art was fiction, and as such inferior to reality. The persistence of this attitude needs no emphasis. It is a commonplace of modern thought, as anyone who says he prefers biographies to novels ‘because at least they are true’ will affirm. What I want to observe is that the claim of art to ‘superior reality’ and its contemptuous description as ‘inferior fiction’ have been, in modern thought, counterparts. If you rely on the theory of art as imitation, this is inevitable, at a certain stage. Even in a culture in which it is deeply accepted that there is a ‘reality’ beyond ‘appearances’, it is by no means certain that the artist’s singular ability to reach and depict this will be accepted. If a religion is the medium of belief in a ‘higher reality’, the artist’s singularity will certainly not be conceded, although his role in depicting such a reality, in the accepted terms of the religion, will often be stressed. In such a case, however, this will not be a special kind of ‘creative’ act. The belief in artistic creation as the medium of a superior reality seems most likely to be held in a period of transition from a primarily religious to a primarily humanist culture, for it embodies elements of both ways of thinking: that there is a reality beyond ordinary human vision, and yet that man has supreme creative powers. But, in such a transition, the latter claim will be made on general grounds, thus tending to challenge the artist’s singularity. Moreover, there will be elements in the assertion of human powers which will tend to devalue ‘imagination’, or at least to make it ambiguous. The growth of scepticism, which will be part of the movement from a primarily religious culture, will extend into this province, putting increasing emphasis upon the possibility of delusion or the idle construction of ‘mere romance’. Historically, this has been the general development, for the artist’s claim that he is a creator of superior reality has been counterpointed, from the beginning, by a stress on the possible delusions of imagination and the misleading elements of fiction and romance.


From the hundreds of possible examples, a famous passage from Shakespeare may be taken, for its ambiguity:





T: More strange than true. I never may believe


These antique fables, nor these fairy toys.


Lovers and madmen have such seething brains,


Such shaping fantasies, that apprehend


More than cool reason ever comprehends,


The lunatic, the lover and the poet


Are of imagination all compact.


One sees more devils than vast hell can hold,


That is the madman. The lover, all as frantic,


Sees Helen’s beauty in a brow of Egypt.


The poet’s eye, in a fine frenzy rolling,


Doth glance from heaven to earth, from earth to heaven,


And as imagination bodies forth


The forms of things unknown, the poet’s pen


Turns them to shapes, and gives to airy nothing


A local habitation, and a name.


Such tricks hath strong imagination


That if it would but apprehend some joy


It comprehends some bringer of that joy.


Or in the night, imagining some fear,


How easy is a bush supposed a bear.


H: But all the story of the night told over,


And all their minds transfigured so together,


More witnesseth than fancy’s images,


And grows to something of great constancy.





The lines about the poet are frequently quoted, in the ‘creative’ tradition to which they obviously belong, but it is less often observed that the context of the description is a general description of delusion. The valuation seems to veer, even in the writing, and perhaps fairly represents a continuing line of belief: that delusion, or illusion, is common, but that there is a special category of illusion, used by artists, which is valuable.3


Almost every possible variation of position, in this confused debate, has in fact been taken up. In practice, since the beginning of the eighteenth century, we have seen an alternation, but only of emphasis, between a naïve realism – ‘describing things as they really are’, and the varying kinds of romanticism, from ‘describing things as they ought to be, as they ideally are’ to the simple ‘superior reality’ claim, as here in Shelley:








He will watch from dawn to gloom


The lake-reflected sun illume


The yellow bees in the ivy bloom,


Nor heed nor see, what things they be;


But from these create he can


Forms more real than living man,


Nurslings of immortality.





Two strong emphases, nearer our own time, have been widely made. The growing belief in a simple kind of materialism, usually accompanied by an explicit denial of any kind of supernatural reality, any reality beyond man’s reach, has made room for art in terms of its ‘reflection of reality’ (imitation) or, more subtly, its ‘organisation of reality’ – the artist selects, organises (Shelley’s ‘synthesis’) and thus gives meaning and value. The new psychology, on the other hand, particularly in Freud and Jung, has repeated, in a different form, the claim that there is a reality beyond man’s reach: the ‘unconscious’. Or rather, beyond man’s ordinary reach, and here might be the entry, either for a new science or for a new definition of art. For Freud, the material of art was ‘phantasy’, which he contrasted with ‘reality’. The artist is one who from a certain psychological disposition


turns away from reality and transfers all his interest, and all his libido too, on to the creation of his wishes in the life of phantasy… But the way back to reality is found by the artist thus: he is not the only one who has a life of phantasy; the intermediate world of phantasy is sanctioned by general human consent… But to those who are not artists the gratification that can be drawn from the springs of phantasy is very limited… A true artist has more at his disposal. First of all he understands how to elaborate his day-dreams, so that they lose that personal note which grates upon strange ears… He knows too how to modify them sufficiently so that their origin in prohibited sources is not easily detected. Further, he possesses the mysterious ability to mould his particular material until it expresses the ideas of his phantasy faithfully, and then he knows how to attach to this reflection of his phantasy-life so strong a stream of pleasure that, for a time at least, the repressions are outbalanced and dispelled by it. When he can do all this he opens out to others the way back to the comfort and consolation of their own unconscious sources of pleasure, and so reaps their gratitude and admiration…


The ‘gratitude and admiration’, it will be noted, are part of the ‘reality’ to which the artist finds his way back.


A development of this position is found in Herbert Read, who starts from Freud’s account of the mind:


If we picture the regions of the mind as three superimposed strata (we have already noted how inadequate such a picture must be), then continuing our metaphor we can imagine in certain rare cases a phenomenon comparable to a ‘fault’ in geology, as a result of which in one part of the mind the layers become discontinuous, and exposed to each other at unusual levels… Some such hypothesis is necessary to explain that access, that lyrical intuition, which is known as inspiration and which in all ages has been the rare possession of those few individuals we recognize as artists of genius.


In Jung, on the other hand, there is a distinction between two kinds of artistic creation, one ‘psychological’, drawn from the materials of consciousness raised to intensity, the other ‘visionary’, drawn from ‘timeless depths… the hinterland of man’s mind’. He further distinguishes the private personality of the artist and the nature of his activity as an artist, which latter he sees as ‘an impersonal creative process’. The creative activity is a general human process, of which the artist is, in his art, the impersonal embodiment, taking us back to


that level of experience at which it is man who lives, and not the individual.


Thus, the ‘creative’ idea has undergone a further development, the ordinarily inaccessible reality being placed within man himself, with the artist as a specially gifted person who is able to penetrate to this region. But the association with ‘phantasy’, especially in Freud, links with the ordinary realist position, in which it is assumed that the material of art is different from and inferior to ‘reality’. This has been countered, from the realist side in art, either with the reassertion that the material of art is ordinary reality, but that the artist, in imitating it, is doing something valuable – imitating, recording and teaching; or with the claim that art is a special kind of exploration and organisation of reality, the artist being primarily an ‘emotional’ explorer, whereas the scientist, by contrast, is a ‘rational’ explorer. The extreme positions have emerged as, on the one hand, that the material of art is a special kind of abnormal experience, devalued as ‘phantasy’ or valued as ‘inspiration’; on the other hand, that the material is ‘ordinary everyday reality’, which the artist imitates or organises. The linguistic curiosity, in this often angry debate, is that by all schools, and from all assumptions, art and the artist are referred to as ‘creative’. It would be a brave man who would say, after even the briefest review of the long inquiry into the nature of art, that he is sure, once the habit is checked, what ‘creative’ quite means. It is at this point that we can turn to recent work on perception, as a process of the brain and the nervous system. It seems to me, certainly, that it enables us to take a decisive step forward, in the necessary clarification.


IV


The brain of each one of us does literally create his or her own world.


This startling sentence, from Professor J.Z. Young’s Doubt and Certainty in Science – a Biologist’s Reflections on the Brain, introduces clearly enough a new stage in the discussion. In the traditional discussion, the ‘creative’ emphasis had rested clearly enough on an implied opposite, which was natural seeing. A Platonist would express this as:





Man – natural seeing – Appearances.


Artist – exceptional seeing – Reality.





A Romantic would express it as:





Man – natural seeing – Reality.


Artist – exceptional seeing – Superior Reality.





A typical modern account would be:





Man – natural seeing – Reality.


Artist – exceptional seeing – Art.





There are indeed almost innumerable variations of expression of this relationship, for the word ‘reality’ can be used in so many ways. But at the centre of all of them is the common assumption: that there is an ordinary everyday kind of perception, and that this can exceptionally be transcended by a certain kind of man or a certain kind of activity. Most versions, furthermore, would describe the product of the everyday perception as ‘reality’ – the things in themselves as they really are – so that the product of the artist’s perception must be seen as in any of a number of ways an alteration (organisation, idealisation, transcendence) of this ‘reality’ that is shared by all other men. This way of thinking is so deeply built into our language and intellectual tradition that the necessary revaluation, in terms of what we now know about perception, is exceptionally difficult. The challenge in Young’s sentence is the use of the word ‘create’ to describe not merely the artist’s activity, but the activity of every human mind.
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