
[image: image]


new makers of
modern culture

 

 

New Makers of Modern Culture is the successor to the classic reference works Makers of Modern Culture and Makers of Nineteenth-Century Culture, published by Routledge in the early 1980s. The set was extremely successful and continues to be used to this day, as a result of the high quality of the writing, the distinguished contributors, and the cultural sensitivity shown in the selection of those individuals included. New Makers of Modern Culture takes into full account the rise and fall of reputation and influence over the last twenty-five years and the epochal changes that have occurred: the demise of Marxism and the collapse of the Soviet Union; the rise and fall of postmodernism; the eruption of Islamic fundamentalism; the triumph of the Internet.


Containing over eight hundred essay-style entries, and covering the period from 1850 to the present, New Makers includes artists, writers, dramatists, architects, philosophers, anthropologists, scientists, sociologists, major political figures, composers, film-makers and many other culturally significant individuals and is thoroughly international in its purview. Next to Karl Marx is Bob Marley, next to John Ruskin is Salmon Rushdie, alongside Darwin is Luigi Dallapiccola, Deng Xiaoping rubs shoulders with Jacques Derrida, Julia Kristeva with Kropotkin. Once again, Wintle has enlisted the services of many distinguished writers and leading academics, such as Sam Beer, Bernard Crick, Edward Seidensticker and Paul Preston. In a few cases, for example Michael Holroyd and Philip Larkin, contributors are themselves the subject of entries.


With its global reach, New Makers of Modern Culture provides a multi-voiced witness of the contemporary thinking world. The entries carry short bibliographies and there is thorough cross-referencing throughout. There is a comprehensive index and a list of entries by contributor to aid the reader.

Justin Wintle’s many books include Romancing Vietnam, Furious Interiors: Wales, R.S. Thomas and God and The Rough Guide History of Islam. His latest book is Perfect Hostage, the biography of the Burmese Nobel Peace Prize winner Aung San Suu Kyi (2007).
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introduction

 

 

The term ‘encyclopedic’ may mislead. With certain exceptions, it is improbable that an entire knowledge could be contained within the confines of a single reference work, whether one- or multi-volumed; and when the topic to hand is something as broad, diffuse and open-ended as ‘culture’, improbability turns to inconceivability. Rather, the intention here is to provide readers and users not so much with a comprehensive manual of any kind, as with stimulating, information-rich starting points for territories they may be unfamiliar with, as well as summaries of better-known ground. To this end, we present 957 entries on those who have shaped our times. These entries are cross-referenced using a bold typeface. There are also further reading sections (See/Other works include) at the end of each entry.

This understanding, and these objectives, were present from the outset – a quarter of a century ago – when Routledge commissioned me to compile and edit two companion reference books, Makers of Modern Culture (1981) and Makers of Nineteenth Century Culture (1982). My design was to approach culture through its practitioners, focusing on their achievements more than on the detail of their biographies. As for culture itself, my working definition was deliberately loose: just ‘how we see ourselves’. This enabled a wide view of what constitutes cultural activity, drifting away from (but not altogether abandoning) any notion of ‘high culture’. I expressly wished the end-product to be both multi-disciplinary and cross-disciplinary, mainly because that was where, around 1980, intellectual life seemed either to have arrived or to be heading. Certainly, the drawbacks of narrow specialization, conducted without reference to the greater ebb and flow of ideas, had been spotted and exposed.

Both books were generously received, with perhaps Peter Conrad making the most pertinent comments in the Observer. ‘For Arnold and Eliot,’ he wrote:


the purpose of culture was conservation. Wintle and his cohorts treat their field more radically and progressively. They’re not dealing with an inheritance entrusted to the present from the past, but with ideas which provoke the future into being … The dictionary is not a fortification of official culture but a demonstration of our culture’s volatility and instability.



I warmed to that. How the world has changed since then, though, is something few of us could or did predict in any meaningful detail. Of the transformations that have taken place perhaps the three most obvious are the apparent demise of Marxism-Leninism as a main political and ideational current outside of China; the near-universal adoption of the Internet as a primary means of communication; and the resurgence of political Islam. Added to these, especially from the cultural viewpoint, have been the maturation and levelling off of’postmodernism’, and the erosion of Sigmund Freud’s reputation as a reliable guide to the workings of the human psyche.

It was against this background that in 2003 Routledge asked me to prepare this updated, fully revised and much expanded two-volume edition of Makers of Modem Culture. While many of the original entries have been carried forward in re-edited versions, a large number of entirely new entries have been added, to take account of all that has happened in the interim. Where critical opinion concerning the subject has altered significantly (Freud being a case in point) some original entries have been replaced by freshly commissioned essays.

The critical decision has been to reset the parameters of ‘modern’. Originally the start-point was circa 1914, but for this new edition we have taken this date back to circa 1850, largely to accommodate Charles Darwin and Karl Marx, without whom any approach to modern culture must be sorely undermined. Darwin and Marx were both included in Makers of Nineteenth Century Culture, but it now seems more sensible to place them in the same barn as all those who were, and have been, profoundly influenced by their thought.

This re-divisioning of time and culture brings with it its own liabilities. Many figures straddle the mid-nineteenth century, just as many figures straddled 1914. My criteria for retention/non-retention have been based on when the subject in question completed the work he or she is best known by. Thus, although he died in 1855, Søren Kierkegaard is not retained as he wrote nothing of significance in the last years of his life, even though his contribution to specifically twentieth-century existentialist philosophy is undeniable. Conversely, the composer Hector Berlioz, although so much of his finest music was written pre-1850, is retained just because he continued to ‘produce’, notably his opera Les Troyens.

The matter of retention versus non-retention was a lesser issue, however, compared with the question of whom to include in the first place (and whom to add for this new edition). Ideally I would like to have found room for pretty well everyone with any claim, great or small, to have affected ‘how we see ourselves’, but that would have been to defeat the purpose of the project, which, as intimated, has been to furnish a reasonably portable introduction to its subject-matter. Editorial decisions just had to be made. Whereas there is little argument about the claims of a string of truly major figures (Picasso and Hemingway, for instance, as well as Darwin and Marx), the same is not automatically true of lesser mortals.

In general, I have sought to ensure that all those fields that can be associated with the term ‘culture’ are represented by some at least of their leading exponents, ranging from art, cinema, literature and music through philosophy, psychology, sociology and anthropology to science, technology and industry. Also included are a handful of major politicians, who, by attempting to redesign society, also attempted to redesign lives. The emphasis, however, is on the arts and the written word. Only those scientists, technologists and industrialists who are perceived to have greatly affected cultural paradigms are included. Excluded are live performers – musicians, singers, actors, and so forth – except where they have performed their own materials. This is not to deny either the creativity or cultural impact of such men and women, often very great indeed, but rather to acknowledge a limitation on space.

As New Makers of Modern Culture is an English-language publication its choice of entries is to some degree biased towards cultural practitioners drawn from English-speaking territories, especially the United States and Great Britain. This new edition is, however, markedly more international than its predecessors, accommodating the slide towards ‘globalization’ that has been so much on people’s lips these last twenty-five years. Thus – to give but one example – some readers may never have heard of Sayyid Qutb, the ideologue of the Egyptian-nurtured Muslim Brotherhood. Yet, in the Editor’s view at least, some knowledge of his writings is indispensable to an understanding of contemporary Islam in its more assertive manifestations, and so Qutb is included.

That said, it seems a simple fact that some forms of cultural activity ‘travel’ between linguistically determined boundaries better than others. Thus while many poets have attained eminence within their own cultures, relatively few are or perhaps can be known in any depth outside their cultures. By contrast, fiction travels more freely, as do architecture, painting, sculpture and cinema, while in some fields – philosophy and sociology, for example – it is taken for granted that nourishment is transnational.

The list of those cultural practitioners who are included reflects some of these constraints, or conditions. While as Editor I take full responsibility for the final cut, my task has always been made easier, and greatly more interesting, by the often lively advice and recommendations of many of those writers and academics who have contributed to this work. In a very real sense it is their book, not mine, the more so since so many contributors responded with impressive alacrity to my invitation to write interpretatively about their chosen subjects. If ‘modern culture’ is in its nature multi-centred, multi-faceted, then this account of it is fittingly multi-voiced.

Wherever appropriate, entries that appeared in the original Makers of Culture volumes have been revised and updated by their writers. Inevitably, however, and sadly, some of those who contributed to the original volumes are now deceased. It has also proved impossible to trace a handful of others. In these circumstances revision and updating of existing entries has been undertaken either by myself, or by other parties, as indicated in the text.

Justin Wintle
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CELAN, Paul (Paul Anczel)

Corbet Stewart

CÉZANNE, Paul

Simon Watney

CHAGALL, Marc

John Milner

CHALK, Warren see: ARCHIGRAM

CHANDLER, Raymond Thornton

Philip Gooden

CHANEL, Gabrielle (‘Coco’)

Kaori O’Connor

CHAPLIN, Charles Spencer

Charles Gregory

CHATWIN, Bruce Charles

Jonathan Keates

CHEEVER, John

A. Robert Lee

CHEKHOV, Anton Pavlovich

Paul Nicholls

CHESTERTON, Gilbert Keith

Jonathan Keates

CHILDE, Vere Gordon

Peter Gathercole

CHIRICO, Giorgio de

Roger Cardinal

CHOMSKY, Avram Noam

Hilary Wise (revised and updated by the Editor)

CHOPIN, Kate

Helen McNeil

CHRISTIE, Agatha

Philippa Morgan

CHRISTO with Jeanne-Claude

Anne K. Swartz

CHURCHILL, (Sir) Winston Leonard Spencer

Justin Wintle

CIORAN, Emil Mihai

Adriana Neagu

CLAUSIUS, Rudolf Julius Emmanuel

Derek Gjertsen

CLEAVER, Larry Eldridge

A. Robert Lee

COCTEAU, Jean

David Bradby

COETZEE, John Maxwell

Derek Attridge

COLLINS, William Wilkie

Christopher Heywood

COMPTON-BURNETT, (Dame) Ivy

Joseph Bain

CONRAD, Joseph

Jonathan Keates

COOK, Peter see: ARCHIGRAM

COPLAND, Aaron

Paul Griffiths

COPPOLA, Francis Ford

Gino Moliterno

CORBUSIER, Le see: LE CORBUSIER

COURBET, Gustave

Pat Turner

COWARD, (Sir) Noël Pierce

Alan Bold

CRANE, Harold Hart

Geoffrey Moore

CRANE, Stephen

Andrew Gibson

CRICK, Francis Harry Compton

Robert Olby

CROCE, Benedetto

Verina Jones

CROMPTON, Dennis see: ARCHIGRAM

CUKOR, George

Nigel Algar

CUMMINGS, Edward Estlin

Alan Bold

CUNNINGHAM, Merce

Anne K. Swartz

CURIE, Marie Sklodowska

Robert Olby

DALAI LAMA see: GYATSO, TENZIN, 14TH DALAI LAMA

DALÍ y Domenech, Salvador Felipe Jacinto

Conroy Maddox

DALLAPICCOLA, Luigi

Pierluigi Petrobelli

D’ANNUNZIO, Gabriele

Shirley Vinall

DARWIN, Charles Robert

Justin Wintle

DAUMIER, Honoré-Victorin

Richard Humphreys

DAVIDSON, Donald Herbert

Hans-Johann Glock

DAVIES, (Sir) Peter Maxwell

Christopher Dromey

DAVIS, Miles Dewey, Jr

Christopher Wagstaff

DAWKINS, Clinton Richard

Michael Ruse

DE GAULLE, Charles André Joseph Marie

Joan Bird

DE KOONING, William see: KOONING, WILLEM DE

DEBORD, Guy

Phil Baker

DEBUSSY, (Achille-) Claude

David Cox

DEDEKIND, (Julius Wilhelm) Richard

Christopher Ormell

DEGAS, Edgar

Richard Humphreys

DELEUZE, Gilles

James Williams

DeLILLO, Don

Charles Gregory

DELIUS, Frederick (Fritz Theodore Albert)

Alan Jefferson

DeMILLE, Cecil Blount

Steve Jenkins

DEMUTH, Charles Henry Buckius

Stuart Morgan

DENG XIAOPING (TENG HSIAO-PING)

Justin Wintle

DERRIDA, Jacques (Jackie)

Justin Wintle

DEWEY, John

J.E. Tiles

DIAGHILEV, Serge (Sergei Pavlovich)

John Milner

DICKENS, Charles John Huffam

Philip Collins

DICKINSON, Emily

Helen McNeil

DIDION, Joan

A. Robert Lee

DILTHEY, Wilhelm

Michael Biddiss

DISNEY, Walt

Clare Kitson

DISRAELI, Benjamin (Earl of Beaconsfield)

David J. Levy

DOCTOROW, Edgar Lawrence

A. Robert Lee

DORÉ, Gustave

Calan Lewis

DOS PASSOS, John Rodrigo

Geoffrey Moore

DOSTOEVSKY, Fyodor Mikhailovich

Richard Freeborn

DOUGHTY, Charles Montagu

Jonathan Keates

DOUGLASS, Frederick

Lester C. Lamon

DOYLE, (Sir) Arthur Conan

Philip Gooden

DREISER, Herman Theodore

Charles Gregory

DREYER, Carl Theodor

Dean Duncan

DUBUFFET, Jean-Philippe-Arthur

Roger Cardinal

DUCASSE, Isidore-Lucien

see: LAUTRÉAMONT, COMTE DE

DUCHAMP, Marcel

Gray Watson

DUHEM, Pierre-Marie-Maurice

Michael Redhead

DURKHEIM, Emile

Bobbie Lederman

DURRELL, Lawrence

Michael Haag

DUTILLEUX, Henri

Caroline Potter

DVOŘÁK, Antonin

Paul Griffiths

DWORKIN, Andrea

Marc Spindelman

DYLAN, Bob (Robert Allen Zimmerman)

John Porter (revised and updated by the Editor)

EAKINS, Thomas

Stuart Morgan

EAMES, Charles

Penny Sparke

EASTMAN, George

Eric Mottram

EÇA DE QUEIROZ, José Maria

Jonathan Keates

EDDY, Mary Baker

Tanya Harrod

EDISON, Thomas Alva

Eric Mottram

EIFFEL, Gustave

John Furse

EINSTEIN, Albert

Michael Redhead

EISENSTEIN, Sergei Mikhailovich

Philip Drummond

ELGAR, (Sir) Edward William

Ian Parrott

ELIADE, Mircea

David J. Levy

ELIAS, Norbert

Richard Kilminster

ELIOT, George (Mary Anne or Marian Evans)

Neil Roberts

ELIOT, Thomas Stearns

Valentine Cunningham

ELLINGTON, Duke

Philip Larkin

EMERSON, Ralph Waldo

A. Robert Lee

ENDō Shūsaku

Mark Williams

ENGELS, Friedrich

G.H.R. Parkinson

EPSTEIN, (Sir) Jacob

Simon Wilson

ERNST, Max

Gray Watson

EVANS, (Sir) Arthur

C.F. Hawke-Smith

EVANS, (Sir) John

C.F. Hawke-Smith

EVANS-Pritchard, (Sir) Edward Evan

Michael Kenny

EYSENCK, Hans Jurgen

Anthony W. Clare (revised and updated by the Editor)

FASSBINDER, Rainer Werner

Gray Watson

FAULKNER, William

Andrew Gibson

FAURÉ, Gabriel Urbain

J. Barrie Jones

FAWCETT, (Dame) Millicent Garrett

Tanya Harrod

FELLINI, Federico

Christopher Wagstaff

FERMI, Enrico

Jon Dorling

FEUERBACH, Ludwig Andreas

James Richmond

FEYDEAU, Georges Léon Jules Marie

Paul Nicholls

FIRBANK, Ronald (Arthur Annesley)

Duncan Fallowell

FITZGERALD, Francis Scott Key

Geoffrey Moore

FLAHERTY, Robert Joseph

Pat Cook

FLAUBERT, Gustave

David Meakin

FLEMING, (Sir) Alexander and Florey, Howard Walter (Lord)

Sebastian Lucas

FLEMING, Ian Lancaster

Philip Gooden

FLOREY, Howard Walter (Lord) see: FLEMING, (SIR) ALEXANDER AND FLOREY, HOWARD WALTER (LORD)

FO, Dario

Joseph Farrell

FORD, Henry

Duncan MacLeod

FORD, John

Steve Jenkins

FORSTER, Edward Morgan

Jonathan Keates

FOSTER, Norman Robert (Lord)

Robert Maxwell

FOSTER, Stephen Collins

Harold Beaver

FOUCAULT, Paul Michel

Paul Jorion

FOWLES, John Robert

Philip Gooden

FRANCK, César (Auguste Jean Guillaume Hubert)

David Cox

FRANCO, Francisco

Paul Preston

FRAZER, (Sir) James George

Edmund Leach

FREGE, Friedrich Ludwig Gottlob

Hans Sluga

FREUD, Lucian Michael

T.G. Rosenthal

FREUD, Sigmund

Todd Dufresne

FRIEDAN, Betty

Gayle Graham Yates

FRIEDMAN, Milton

Roger Opie (revised and updated by the Editor)

FRINK, Elisabeth

Judith Bumpus

FROMM, Erich

Anthony Storr

FROST, Robert

Geoffrey Moore

FUENTES, Carlos

Jason Wilson

FUGARD, Harold Athol Lanigan

Dennis Walder

FUKUZAWA Yukichi

William Horsley

FULLER, Richard Buckminster

John Hamilton Frazer

GABO, Naum

John Milner

GADAFFI, Muammar al-

Afshin Rattansi

GADAMER, Hans-Georg

Nicholas Davey

GALBRAITH, John Kenneth

Roger Opie

GALLO, Robert C. and Montagnier, Luc B.

Sebastian Lucas

GALLUP, George Horace

Tom Williams

GALTON, (Sir) Francis

Michael Biddiss

GANCE, Abel

Philip Drummond

GANDHI, Mahatma (Mohandas Karamchand)

Dilip Hiro

GAO Xingjian

Rossella Ferrari

GARCÍA MÁRQUEZ, Gabriel

D.L. Shaw

GARIBALDI, Giuseppe

Michael Biddiss

GASKELL, Elizabeth Cleghorn

Andrew Gibson

GATES, Bill (William Henry)

Ranulph Glanville

GAUDÍ, Antoni (Antonio)

Mark Burry

GAUDIER-BRZESKA, Henri

Richard Humphreys

GAUGUIN, Paul

Pat Turner

GEERTZ, Clifford

Andrew Beatty

GEHRY, Frank Owen (Ephraim Goldberg)

John Hamilton Frazer

GELLNER, Ernest

Bernard Crick

GENET, Jean

David Bradby

GERSHWIN, George

Wilfrid Mellers

GIACOMETTI, Alberto

Slavka Sverakova

GIDE, André-Paul-Guillaume

Christopher Bettinson

GILBERT & George

Duncan Fallowell

GILBERT, (Sir) William Schwenck

Jonathan Keates

GINSBERG, Allen

Jodi Cressman

GLADSTONE, (Sir) William Ewart

Keith Robbins

GLASS, Philip

Peter Dickinson

GOBINEAU, Arthur de

Michael Biddiss

GODARD, Jean-Luc

Roy Armes (revised and updated by the Editor)

GODEL, Kurt

Christopher Ormell

GOEHR, Alexander

Christopher Wintle

GOLDING, (Sir) William Gerald

Jonathan Keates

GONCOURT, Edmond and Jules de

J.E. Flower

GOODMAN, Paul

Maggie Humm

GORBACHEV, Mikhail Sergeevich

Richard Sakwa

GÓRECKI, Henryk Mikołaj

Nick Reyland

GORKY, Maxim (Aleksey Maximovich Peshkov)

Richard Freeborn

GOSSE, (Sir) Edmund William

Antony Flew

GOSSE, Philip Henry

Antony Flew

GOULD, Stephen Jay

Mark Ridley

GOUNOD, Charles François

David Cox

GRAHAM, Martha

Franc Chamberlain

GRAMSCI, Antonio

Chantal Mouffe

GRASS, Günter Wilhelm

Frank Steele (revised and updated by the Editor)

GREEN, Henry

Paul Bailey

GREENE, David see: ARCHIGRAM

GREENE, Graham

Philip Gooden

GREER, Germaine

Monica Petzal (revised and updated by the Editor)

GRIEG, Edvard Hagerup

David Cox

GRIFFITH, David Wark

Steve Jenkins

GROPIUS, Walter

Penny Sparke

GUEVARA, Che (Ernesto Guevara de la Serna)

Mike Gonzalez

GUNN, Thorn (Thomson William)

Alan Bold (revised and updated by the Editor)

GUTTIÉREZ, Gustavo

Ruth Richmond

GYATSO Tenzin, 14th Dalai Lama

Charles Allen

HABERMAS, Jürgen

Barbara Fultner

HAGGARD, (Sir) Henry Rider

Jonathan Keates

HAMMERSTEIN, Oscar II

Stephen Banfield

HAMSUN, Knut

Marie Wells

HANDKE, Peter

Tamara von Werthern

HARDY, Thomas

C.H. Sisson

HARNACK, Adolf von

James Richmond

HARRIS, Joel Chandler

Eric Mottram

HARTE, Francis Bret

Eric Mottram

HAŠEK, Jaroslav 1883–1923

Slavka Sverakova

HAVEL, Vaclav

April Carter

HAWKING, Stephen William

Justin Wintle

HAWKS, Howard Winchester

Chris Auty

HAWTHORNE, Nathaniel

A. Robert Lee

HEANEY, Seamus

Stephen Regan

HEIDEGGER, Martin

David J. Levy

HEISENBERG, Werner

D.R. Murdoch

HELLER, Joseph

Dennis Paoli

HELMHOLTZ, Hermann Ludwig von

W.H. Newton-Smith

HEMINGWAY, Ernest

A. Robert Lee

HENDRIX, Jimi

Kevin Greene

HENZE, Hans Werner

Paul Griffiths (revised and updated by Stephen Downes)

HEPWORTH, (Dame) Jocelyn Barbara

Richard Calvocoressi

HERRON, Ron see: ARCHIGRAM

HERTZ, Heinrich Rudolf

John Worrall

HERZEN, Alexandr Ivanovich

E.D.J. Acton

HERZL, Theodor

David Dinour

HERZOG, Werner

Gray Watson

HESSE, Hermann

A.V. Subiotto

HEYERDAHL, Thor

David H. Lewis

HINDEMITH, Paul

Dieter Rexroth (translated by Mary Whittall)

HIRST, Damien

Judith Bumpus

HITCHCOCK, (Sir) Alfred Joseph

Geoff Brown

HITLER, Adolf

Anthony Glees

HO CHI MINH

Derek Tonkin

HOCKNEY, David

Gray Watson

HODDER, Ian

Kevin Greene

HOFSTEDE, Geert

Maureen Guirdham

HOGGART, Richard

Sean Matthews

HOLABIRD, William and Roche, Martin

Pat Turner

HOLMES, Oliver Wendell

A. Robert Lee

HOLROYD, Michael de Courcy Fraser

Karen Dibdin

HOLST, Gustav

David Cox

HOMER, Winslow

Stuart Morgan

HOPKINS, Gerard Manley

Alan Bold

HOPPER, Edward

Samantha Goat

HORKHEIMER, Max

Phil Slater

HOUSMAN, Alfred Edward

Joseph Bain

HOWELLS, William Dean

A. Robert Lee

HUGHES, Ted (Edward James)

Neil Roberts

HUGO, Victor-Marie

Clifford Ireson

HUIZINGA, Johan

Robin Briggs

HUNT, William Holman

Malcolm Warner

HUNTINGTON, Samuel Philip

Maureen Guirdham

HUSSERL, Edmund

Margaret Whitford

HUXLEY, Aldous Leonard

Ronald G. Walker

HUXLEY, Thomas Henry

Vincent Brome

HUYSMANS, Joris-Karl

Richard Hobbs

IBSEN, Henrik

David Thomas

ILLICH, Ivan

Peter Lund

IONESCO, Eugène

David Bradby

IQBAL, (Sir) Muhammad

Dilip Hiro

IVES, Charles Edward

Michael Alexander

JAKOBSON, Roman Osipovich

Geoffrey Sampson

JAMES, Henry

Jonathan Keates

JAMES, William

Robert Olby

JANácek, Leoš Eugen

Paul Griffiths

JARMAN, Derek

Michael O’Pray

JARRY, Alfred

Ranulph Glanville

JASPERS, Karl Theodor

Roger McLure

JEVONS, William Stanley

Keith Smith

JOBS, Steven

Ranulph Glanville

JOHN XXIII (Angelo Roncalli)

Robert Nowell

JOHN Paul II (Karol Wojtyla)

Patrick Sherry

JOHNS, Jasper

Stuart Morgan (revised and updated by the Editor)

JONES, Everett LeRoi (Imamu Amiri Baraka)

A. Robert Lee

JOULE, James Prescott

Derek Gjertsen

JOUVENEL des Ursins, Bertrand de

Bernard Crick

JOWETT, Benjamin

Richard Jenkyns

JOYCE, James Augustine

Andrew Gibson

JUDD, Donald

Adrian Kohn

JUNG, Carl Gustav

Anthony Storr

Jünger, Ernst

Jonathan Keates

KAFKA, Franz

Corbet Stewart

KAHN, Louis I.

Carter Wiseman

KANDINSKY, Wassily (Vasilii Vasilievich)

John Milner

KANG Youwei

Frank Dikötter

KAWABATA Yasunari

Edward Seidensticker

KEATON, ‘Buster’ (Joseph Francis)

Charles Gregory

KELLER, Hans

Christopher Wintle

KELVIN, Lord (William Thomson)

Crosbie Smith

KENNEDY, John Fitzgerald

Anthony Glees

KERN, Jerome

Stephen Banfield

KEROUAC, Jack

Eric Mottram

KESEY, Ken

Eric Mottram (revised and updated by A. Robert Lee)

KEYNES, John Maynard

Roger Opie

KHOMEINI, Ruhollah Musavi

Dilip Hiro

KIEFER, Anselm

Judith Bumpus

KIESLOWSKI, Krzysztof

Dean Duncan

KING, Martin Luther, Jr

Lester C. Lamon

KING, Stephen

Philip Gooden

KIPLING, Joseph Rudyard

Janet Montefiore

KIRCHNER, Ernst Ludwig

Timothy Hyman

KITAJ, Ronald Brooks

Judith Bumpus

KLEE, Paul

Roger Cardinal

KLEIN, Melanie

David Sturgeon

KLEIN, Yves

Gray Watson

KLIMT, Gustav

John Milner

KOCH, Heinrich Hermann Robert

C.J. Lawrence

KODály, Zoltán

Paul Griffiths

KOESTLER, Arthur

S.J. Ingle

KOHL, Helmut

William Horsley

KOKOSCHKA, Oscar

Pat Turner

KOONING, Willem de

James Faure Walker

KOONS, Jeff

David J. Getsy

KRAUS, Karl

David J. Levy

KRIPKE, Saul Aaron

Julie Jack

KRISHNAMURTI, Jiddu

Duncan Fallowell

KRISTEVA, Julia

Aislinn O’Donnell

KROPOTKIN, Petr Alekseyevich

R.M. Davison

KUBRICK, Stanley

Roger Hillman

KUHN, Thomas Samuel

Christopher Ormell

KUNDERA, Milan

Cristina Sandru

Küng, Hans

James Richmond

KUROSAWA, Akira

Isolde Standish

KURTág, György

Alan E. Williams

LACAN, Jacques

Lorenzo Chiesa

LAFORGUE, Jules

Clive Scott

LAING, Ronald David

Anthony W. Clare

LAMPEDUSA, Giuseppe Tomasi di

Jonathan Keates

LANG, Fritz

Philip Drummond

LARKIN, Philip Arthur

Valentine Cunningham

LARTET, Edouard Armand Isidore

Martin Hemingway

LAUTRéamont, Comte de (Isidore-Lucien Ducasse)

Duncan Fallowell

LAWRENCE, David Herbert

G.M. Hyde

LE CARRÉ, John (David John Moore Cornwell)

Philip Gooden

LE CORBUSIER (Charles-Édouard JEANERET)

Ranulph Glanville and Sam Stevens

LE FANU, Joseph Thomas Sheridan

W.J. McCormack

LEACH, (Sir) Edmund Ronald

Adam Kuper

LEAN, (Sir) David

James Chapman

LEAR, Edward

Paul Sidey

LEARY, Timothy

Eric Mottram (revised and updated by A. Robert Lee)

LEAVIS, Frank Raymond

Valentine Cunningham

LÉGER, Fernand

John Furse

LEMKIN, Raphaël

John Docker

LENIN (Vladimir llyich Ulyanov)

Athar Hussain

LEO XIII (Gioacchino Pecci)

David J. Levy

LEVI, Primo

Jonathan Keates

LÉVI-STRAUSS, Claude

Paul Jorion

LEVINAS, Emmanuel

Robert Eaglestone

LEWIS, Henry Sinclair

Andrew Gibson

LEWIS, John Saunders

Harri Pritchard Jones

LEWIS, Percy Wyndham

Paul Edwards

LIBBY, Willard Frank

Kevin Greene

LICHTENSTEIN, Roy

Gray Watson

LIGETI, György Sándor

Duncan Clark

LIN, Maya Ying

Anne K. Swartz

LINCOLN, Abraham

Duncan MacLeod

LISTER, Joseph

C.J. Lawrence

LISZT, Ferencz

Michael Alexander

LIVINGSTONE, David

Lucy Hughes-Hallett

LODGE, David

Philip Gooden

LONDON, Jack (John Griffith)

David Corker

LONGFELLOW, Henry Wadsworth

A. Robert Lee

LORCA, Federico García

Jason Wilson

LORENTZ, Hendrik Antoon

A.J. Kox

LORENZ, Konrad Zacharias

Mark Ridley

LOSEY, Joseph Walton

Tom Milne

LOVELOCK, James Ephraim

Sasha Norris

LOWELL, Amy

Blake Morrison

LOWELL, James Russell

A. Robert Lee

LOWELL, Robert

John Haffenden

LOWRY, Laurence Stephen

T.G. Rosenthal

LU Xun (Zhou Shuren)

William Lyell

LUHMANN, Niklas

Dirk Baecker

LUKÁCS, Georg

J.G. Merquior

LUTOSŁAWSKI, Witold

Nick Reyland

LYOTARD, Jean François

James Williams

MacDIARMID, Hugh (Christopher Murray Grieve)

Alan Bold

MACH, Ernst

John Worrall

MACHADO DE ASSIS, Joaquim Maria

J.G. Merquior

MacINTYRE, Alasdair

John Cottingham

MACKINTOSH, Charles Rennie

Penny Sparke

MacNEICE, Frederick Louis

Joseph Bain

MAETERLINCK, Mauritius Polydorus Maria Bernardus

Roger Cardinal

MAGRITTE, René-François-Ghislain

Roger Cardinal

MAHLER, Gustav

Douglas Jarman

MAILER, Norman

David Corker (revised and updated by the Editor)

MALCOLM X (Malcolm LITTLE/EI Hajj Malik EL-SHABAZZ)

Lester C. Lamon

MALEVICH, Kazimir

Robin Milner-Gulland

MALINOWSKI, Bronislaw Kaspar

Peter Gathercole

MALLARMÉ, Stéphane

Roger McLure

MALRAUX, André

Keith Gore

MANDELA, Nelson

J.D.F. Jones

MANDELSTAM, Osip Emilievich

Peter France

MANET, Edouard

Michael Wilson

MANN, Jonathan Max

Sue Lucas

MANN, Luis Heinrich

Joyce Crick

MANN, Thomas

Corbet Stewart

MANNHEIM, Karl

Volker Meja and Nico Stehr

MANSFIELD, Katherine

Jonathan Keates

MAO ZEDONG (MAO TSE-TUNG)

Justin Wintle

MAPPLETHORPE, Robert

Anne K. Swartz

MARC, Franz

Brian Petrie

MARCEAU, Marcel

Franc Chamberlain

MARCONI, Guglielmo

Christopher Ormell

MARCUSE, Herbert

Antony Flew

MARINETTI, Filippo Tommaso

Christopher Wagstaff

MARLEY, Bob (Robert Nesta)

Joan Bird

MÁRQUEZ, Gabriel Garcia, see: GARCÍA MÁRQUEZ, GABRIEL

MARX, Karl Heinrich

G.H.R. Parkinson

MATISSE, Henri

Pat Turner

MATURANA, Humberto R.

Wolfgang Krohn

MAUDIDI, Mawlana Abul Ala

Dilip Hiro

MAUPASSANT, Henri René Albert Guy de

David Bryant

MAUSS, Marcel

W.S.F. Pickering

MAXWELL, James Clerk

Alan Chalmers

MCCARTHY, Mary Therese

Helen McNeil

McEWAN, Ian

Philip Gooden

McLUHAN, Herbert Marshall

Eric Mottram

MEAD, Margaret

Adam Kuper

MEDAWAR, (Sir) Peter Brian

Thomas Lehner

MELVILLE, Herman

A. Robert Lee

MENDEL, Gregor

Robert Olby

MENDELEYEV, Dmitry Ivanovitch

D.M. Knight

MERLEAU-Ponty, Maurice

Margaret Whitford

MESSIAEN, Olivier Eugene Prosper Charles

Christopher Wintle

MIES VAN DER ROHE, Ludwig

Frederick Scott

MILL, John Stuart

Bernard Crick

MILLER, Arthur

Ann Massa

MILLER, Henry

David Corker

MILLET, Jean François

Timothy Hyman

MILLETT, Kate (Katherine Murray)

Gayle Graham Yates

MIRÓ, Jóan 1893–1983

David Sweet

MISHIMA Yukio (Hiraoka Kimitake)

William Horsley

MIZOGUCHI Kenji

Sterling Van Wagenen

MODIGLIANI, Amedeo

Richard Humphreys

MOMMSEN, Theodor

Peter Jones

MONDRIAN, Piet

Pat Turner

MONET, Claude

Pat Turner

MONNET, Orner Marie Gabriel Jean

Roger Morgan

MONTAGNIER, Luc B. see: GALLO, ROBERT C. AND MONTAGNIER, LUC B.

MONTY Python

Robert Cushman

MOORE, George Edward

John Cottingham

MOORE, (Sir) Henry

Patrick Conner

MOORE, Marianne Craig

Helen McNeil

MOREAU, Gustave

Pat Turner

MORGAN, Lewis Henry

Elman Service

MORRIS, Robert

Pat Turner

MORRIS, William

David Meakin

MORRISON, Toni

Susanna Roxman

MOSCA, Gaetano

Stanislav Andreski

MUHAMMAD, Elijah

Lester C. Lamon

MUNCH, Edvard

Gray Watson

MURRAY, (Sir) James

Philip Howard

MUSIL, Robert

Wilfried van der Will

MUSSOLINI, Benito

Anthony Glees

MUSSORGSKY, Modest Petrovich

Stuart Campbell

NABOKOV, Vladimir Viadimirovich

G.M. Hyde

NADER, Ralph

Robert G. Vaughn (revised and updated by the Editor)

NAGEL, Ernest

W.H. Newton-Smith

NAIPAUL, (Sir) Vidiadhar Surajprasad

Lyn Innes

NASSER, Gamal Abdel

Justin Wintle

NEEDHAM, Joseph

Justin Wintle

NERUDA, Pablo (Neftalí Reyes)

Jason Wilson

NEWMAN, John Henry (Cardinal)

James Richmond

NICHOLSON, Ben

Patrick Conner

NIEBUHR, Reinhold

James Richmond

NIEMEYER, Oscar

John Furse

NIETZSCHE, Friedrich

John Carroll

NIGHTINGALE, Florence

June Rose

NOBEL, Alfred Bernhard

Derek Gjertsen

NOLAN, (Sir) Sidney Robert

T.G. Rosenthal

NOLDE, Emil

Timothy Hyman

NOZICK, Robert

Antony Flew

NUSSBAUM, Martha Craven

John Cottingham

OATES, Joyce Carol

A. Robert Lee

O’Casey, Sean

W.J. McCormack

ODETS, Clifford

Paul Nicholls

ŌE KENZABURŌ

Mark Williams

OFFENBACH, Jacques (Jacob)

C.N. Smith

OLDENBURG, Claes

Gray Watson

OMAR, Mullah Muhammad

Dilip Hiro

O’NEILL, Eugene Gladstone

C.W.E. Bigsby

ONO, Yoko

Anne K. Swartz

OPHÜLS, Max

William Rothman

OPPENHEIMER, J. Robert

Justin Wintle

ORTEGA y GASSET, José

John Butt

ORTON, Joe

John Lahr

ORWELL, George

Bernard Crick

OWEN, Wilfred

Jon Stallworthy

OZ, Amos (Amos Klausner)

Ahron Bregman

OZU YASUJIRŌ

Isolde Standish

PALMER, Samuel

Gray Watson

PAOLOZZI, (Sir) Eduardo

Robin Spencer

PARETO, Vilfredo

Michael Biddiss

PARKER, Charles Christopher, Jr (Bird)

Christopher Wagstaff

PARKMAN, Francis

Andrew Swarbrick

PARSONS, Talcott

K.S. Menzies

PASK, Andrew Gordon Speedie

Ranulph Glanville

PASOLINI, Pier Paolo

Geoffrey Nowell-Smith

PASTERNAK, Boris Leonidovich

Peter France

PASTEUR, Louis

Robert Olby

PATER, Walter Horatio

Richard Humphreys

PAVLOV, Ivan Petrovich

Robert Olby

PAZ, Octavio

Mike Gonzalez

PEAKE, Mervyn Laurence

Duncan Fallowell

PEI, leoh Ming

Carter Wiseman

PEIRCE, Charles Sanders

D.R. Murdoch

PENDERECKI, Krzysztof

Nick Reyland

PÉREZ GALDÓS, Benito

D.L. Shaw

PETRIE, (Sir) William Matthew Flinders

Barry J. Kemp

PIAGET, Jean

Wolfe Mays

PICASSO, Pablo (Ruiz y)

Pat Turner

PINTER, Harold

Ronald Knowles (revised and updated by the Editor)

PIRANDELLO, Luigi

Brian Moloney

PISSARRO, Camille

John Furse

PITT RIVERS, Augustus Lane Fox

C.F. Hawke-Smith

PLANCK, Max Karl

W.H. Newton-Smith

PLATH, Sylvia

Helen McNeil

POINCARÉ, Henri

Christopher Ormell

POIRET, Paul

Kaori O’Connor

POL POT (SALOTH SAR)

Ben Kiernan

POLANSKI, Roman

Chris Petit (revised and updated by the Editor)

POLLOCK, Jackson

Gray Watson

POPPER, (Sir) Karl Raimund

John Cottingham

PORTER, Cole

Stephen Banfield

POULENC, Francis

Paul Griffiths

POUND, Ezra Loomis

Stephen Fender

POWELL, Anthony

Philip Gooden

PRESLEY, Elvis Aaron

Duncan Fallowell

PRICE, Cedric John

John Hamilton Frazer

PROKOFIEV, Sergei Sergeievich

Rita McAlister

PROUDHON, Pierre-Joseph

Alan Munton

PROUST, Marcel

Alison Finch

PUCCINI, Giacomo

Roger Parker

PUDOVKIN, Vsevolod lllarionovich

Philip Drummond

PUTNAM, Hilary

Christopher Norris

PUVIS DE CHAVANNES, Pierre

Pat Turner

PYNCHON, Thomas

David Corker (revised and updated by the Editor)

QADAFI see: GADAFFI, MUAMMAR AL-

QUENEAU, Raymond

Chris Shorley

QUINE, Willard Van Orman

Mary Tiles

QUTB, Sayyid Muhammad

Dilip Hiro

RACHMANINOV, Sergei

Michael Alexander

RADCLIFFE-BROWN, Alfred Reginald

Adam Kuper

RAHNER, Karl, SJ

James Richmond

RAUSCHENBERG, Robert

Gray Watson

RAVEL, Joseph Maurice

Paul Griffiths

RAWLS, John Bordley

Rex Martin

RAY, Man

Gray Watson

RAY, Satyajit

Roy Armes (revised and updated by the Editor)

REDON, Odilon

Richard Hobbs

REICH, Steve

Peter Dickinson

REICH, Wilhelm

Charles Rycroft

REINHARDT, Ad

Stuart Morgan

REINHARDT, Max

Martin Esslin

RENAN, Joseph-Ernest

Keith Gore

RENOIR, Jean

Roy Armes

RENOIR, Pierre-Auguste

Michael Wilson

RESNAIS, Alain

Roy Armes (revised and updated by the Editor)

REUTER, (Baron) Paul Julius von

Tom Williams

RICHARDSON, Henry Hobson

Frederick Scott

RIEFENSTAHL, Leni (Helene Bertha Amalie)

Michael Pick

RIEFF, Philip

John Carroll

RIEMANN, Georg Friedrich Bernhard

Christopher Ormell

RILEY, Bridget Louise

Anne K. Swartz

RILKE, Rainer Maria

Corbet Stewart

RIMBAUD, Arthur

Margaret Davies

RIMSKY-KORSAKOV, Nikolay Andreyevich

Stuart Campbell

RIOPELLE, Jean-Paul

Roger Cardinal

RIVERA, Diego

Gina A. Granger

RIVERS, William Halse Rivers

Paul Jorion

ROBBE-GRILLET, Alain

Ann Jefferson

ROCHE, Martin see: HOLABIRD, WILLIAM AND ROCHE, MARTIN

ROCKWELL, Norman

Samantha Goat

RODGERS, Richard

Stephen Banfield

RODIN, François-Auguste-René

Stuart Morgan

ROETHKE, Theodore

John Haffenden

ROGERS, Carl Ranson

Anthony W. Clare

ROGERS (of Riverside), Richard George (Lord)

Robert Maxwell

ROHMER, Eric

William Rothman

ROLFE, Frederick William (Baron Corvo)

Duncan Fallowell

ROLLING Stones, The

John Porter

ROOSEVELT, Franklin Delano

Samuel H. Beer

ROSSETTI, Christina Georgina

Jonathan Keates

ROSSETTI, Dante Gabriel (Gabriel Charles Dante Rossetti)

Duncan Fallowell

ROSTAND, Edmond

Joseph Bain

ROTH, Philip Milton

A. Robert Lee

ROTHKO, Mark

Gray Watson

ROUAULT, Georges

Richard Humphreys

ROUSSEAU, Henri (‘Le Douanier’)

Roger Cardinal

RUSHDIE, Salman

Phil Baker

RUSKIN, John

Patrick Conner

RUSSELL, Bertrand Arthur William (Earl)

J.E. Tiles

RUSTIN, Bayard

Michael Randle

RUTHERFORD, Ernest

Lawrence Badash

RYLE, Gilbert

John Cottingham

SAID, Edward Wadie

Ahron Bregman

SAIGŌ TAKAMORI

Peter Kornicki

SAINT-SAËNS, Charles Camille

David Cox

SALINGER, Jerome David

E.A. Abramson

SANDBURG, Carl

Geoffrey Moore

SANTAYANA, George

Howell Daniels

SAPIR, Edward

John N. Green

SARDOU, Victorien

W.D. Howarth

SARGENT, John Singer

Malcolm Warner

SARRAUTE, Nathalie

Ann Jefferson

SARTRE, Jean-Paul

Keith Gore

SATIE, Erik

Michael Alexander

SAUSSURE, Mongin-Ferdinand de

Geoffrey Sampson

SCHENKER, Heinrich

Christopher Wintle

SCHLICK, Moritz

W.H. Newton-Smith

SCHLIEMANN, Heinrich

C.F. Hawke-Smith

SCHNITTKE, Alfred

Gerard McBurney

SCHOENBERG, Arnold Franz Walter

Malcolm MacDonald

SCHRÖDINGER, Erwin

Jon Dorling

SCORSESE, Martin

Gino Moliterno

SCOTT, George Gilbert

Ranulph Glanville

SCOTT, Ridley

Philip Gooden

SCRIABIN, Aleksandr Nikolayevich

Hugh Macdonald

SEARLE, John

Michael Wheeler

SEBALD, Winfried Georg

Duncan Fallowell

SEN, Amartya

Polly Vizard

SENGHOR, Léopold Sédar

Steven Serafin

SEURAT, Georges Pierre

Richard Humphreys

SHAH, Idries

Michael Rubinstein

SHAW, George Bernard

Michael Holroyd

SHAW, Richard Norman

Calan Lewis

SHOLOKHOV, Mikhail Aleksandrovich

A.B. Murphy

SHOSTAKOVICH, Dmitri Dmitrievich

Malcolm Barry

SIBELIUS, Jean

Robert Layton

SICKERT, Walter Richard

Simon Watney

SIMMEL, Georg

Donald N. Levine

SINGER, Isaac Bashevis

Susanna Roxman

SIRK, Douglas

Linda Miles

SISLEY, Alfred

Michael Wilson

SKINNER, Burrhus Frederic

John Cottingham

SMETANA, Bedich

Paul Griffiths

SMITH, David Roland

Stuart Morgan

SMITH, William Robertson

T.O. Beidelman

SOLZHENITSYN, Aleksandr Isayevich

Richard Freeborn

SONDHEIM, Stephen

Stephen Banfield

SOREL, Georges

Michael Biddiss

SOUTINE, Chaim

John Furse

SOYINKA, Wole

James Gibbs

SPENCER, Herbert

Stanislav Andreski

SPENCER, (Sir) Stanley

T.G. Rosenthal

SPENGLER, Oswald

Roger S. Huss

SPIELBERG, Steven

Dennis Paoli

SPOCK, Benjamin McLane

Helen Waites

STALIN, Joseph

Michael Cox

STANISLAVSKY, Konstantin (Konstantin Sergeyevich ALEXEYEV)

Paul Nicholls

STANLEY, Henry Morton

Lucy Hughes-Hallett

STANTON, Elizabeth Cady

Gayle Graham Yates

STEIN, Gertrude

Alison Armstrong

STEINBECK, John Ernst

Geoffrey Moore

STELLA, Frank Philip

Stuart Morgan

STEVENS, Wallace

Geoffrey Moore

STEVENSON, Robert Louis (Robert Lewis Balfour STEVENSON)

Paul Nicholls

STOCKHAUSEN, Karlheinz

Richard Toop

STOPES, Marie Carmichael

Janice Bumstead

STOPPARD, (Sir) Tom

Robert Cushman

STOWE, Harriet Beecher

A. Robert Lee

STRACHEY, Giles Lytton

Michael Holroyd

STRAUSS, David Friedrich

James Richmond

STRAUSS, Johann

Andrew Lamb

STRAUSS, Leo

Nasser Behnegar

STRAUSS, Richard George

Alan Jefferson

STRAVINSKY, Igor Fedorovich

Francis Routh

STRAWSON, Peter Frederick

Hans-Johann Glock

STRINDBERG, Johan August

Mary Sandbach

SUKARNO, Ahmed (Bung Karno)

Angus McIntyre

SULLIVAN, (Sir) Arthur

Jonathan Keates

SULLIVAN, Louis Henry

Frederick Scott

SULSTON, (Sir) John Edward

Rachel A. Ankeny

SUZUKI DAISETSU TEITARO

Hisao Inagaki

SWINBURNE, Algernon Charles

Duncan Fallowell

SYNGE, John Millington

W.J. McCormack

SZASZ, Thomas Stephen

Anthony W. Clare (revised and updated by the Editor)

SZYMANOWSKI, Karol

Stephen Downes

TAGORE, Rabindranath

Dilip Hiro

TAINE, Hippolyte-Adolphe

Colin Evans

TAKEMITSU TŌRU

Arnold Whittall

TANGE KENZO

John Furse

TANIZAKI JUNICHIRŌ

Peter Kornicki

TÀPIES, Antoni

Ming Tiampo

TARKOVSKY, Andrei Arsenevich

Fergus Daly

TARSKI, Alfred

Hans-Johann Glock

TAWNEY, Richard Henry

J.M. Winter

TCHAIKOVSKY, Peter Mich

Michael Alexander

TENNYSON, Alfred (Lord)

Michael Schmidt

THATCHER, (Lady) Margaret Hilda (née Roberts)

David Curry

THESIGER, Wilfred

Lucy Hughes-Hallett

THOM, René

Christopher Ormell

THOMAS, Dylan Mariais

Alan Bold

THOMAS, Philip Edward

Andrew Motion

THOMAS, Ronald Stuart

M. Wynn Thomas

THOREAU, Henry David

A. Robert Lee

TILLICH, Paul

James Richmond

TINBERGEN, Nikolaas

Mark Ridley

TINGUELY, Jean

Anne K. Swartz

TIPPETT, (Sir) Michael

Arnold Whittall

TOCQUEVILLE, Alexis de

Bernard Crick

TOLKIEN, John Ronald Reuel

Janet Montefiore

TOLSTOY, (Count) Lev Nikolaevich

Richard Freeborn

TOULOUSE-LAUTREC, Henri de

Pat Turner

TOYNBEE, Arnold Joseph

Peter Jones

TROLLOPE, Anthony

Jonathan Keates

TROTSKY, Leon

Norman Geras

TRUFFAUT, François

Paul Sidey

TURGENEV, Ivan Sergeyevich

Richard Freeborn

TURING, Alan

Christopher Ormell

TURNER, Frederick Jackson

Michael O’Brien

TWAIN, Mark (Samuel Langhorne Clemens)

Eric Mottram

TYLOR, (Sir) Edward Burnett

Peter Gathercole

TZARA, Tristan (Samuel Rosenstock)

Roger Cardinal

UNAMUNO, Miguel de

J.G. Merquior

UPDIKE, John Hoyer

David Corker (revised and updated by the Editor)

UTRILLO, Maurice

John Milner

VALÉRY, Paul

Margaret Davies

VAN DER POST, (Sir) Laurens

J.D.F. Jones

VAN GOGH, Vincent

Pat Turner

VARÈSE, Edgar Victor Achille Charles

Adrian Jack

VARGAS LLOSA, Mario

Jason Wilson

VAUGHAN WILLIAMS, (Sir) Ralph

Paul Griffiths

VEBLEN, Thorstein Bunde

John Whitworth

VELDE, Henri van de

Giles Waterfield

VERDI, Giuseppe

Pierluigi Petrobelli

VERGA, Giovanni

Jonathan Keates

VERLAINE, Paul

Clive Scott

VERNE, Jules

David Meakin

VERTOV, Dziga (Denis Arkadevitch Kaufman)

Philip Drummond

VICTORIA and ALBERT

Asa Briggs

VIDAL, Gore

Philip Gooden

VIOLA, Bill

Gray Watson

VIOLLET-LE-DUC, Eugène

Pat Turner

VISCONTI, Luchino

Geoffrey Nowell-Smith

VON FOERSTER, Heinz

Ranulph Glanville

VON NEUMANN, John

Christopher Ormell

VON STERNBERG, Josef

Philip Drummond

VONNEGUT, Kurt, Jr

Gary Thompson (revised and updated by the Editor)

WAGNER, Richard

Christopher Wintle

WAJDA, Andrzej

Roy Armes (revised and updated by the Editor)

WALCOTT, Derek

Stephen Regan

WAŁÇSA, Lech

Adam Zamoyski

WALEY, Arthur David

R.H.P. Mason

WALLACE, Alfred Russel

Michael Scherk

WARD, Mary Augusta (Mrs Humphry Ward)

Rosemary Ashton

WARHOL, Andy (Andrew Warhola)

Peter Gidal

WASHINGTON, Booker Taliaferro

Lester C. Lamon

WATSON, James Dewey

Robert Olby

WATSON, John Broadus

Robert Olby

WAUGH, Evelyn Arthur St John

Ian Littlewood

WEBB, Beatrice and Sidney

Norman MacKenzie

WEBB, Michael see: ARCHIGRAM

WEBER, Max

John Rex

WEBERN, Anton von

Christopher Wintle

WEDEKIND, Benjamin Franklin (Frank)

Joyce Crick

WEIL, Simone

Léonie Caldecott

WEILL, Kurt

Kim H. Kowalke

WEIZMANN, Chaim

Ahron Bregman

WELLES, George Orson

Nigel Algar

WELLS, Herbert George

Vincent Brome

WHARTON, Edith

Jonathan Keates

WHISTLER, James Abbot McNeill

Simon Watney

WHITE, Patrick Victor Martindale

Chris Wallace-Crabbe

WHITEHEAD, Alfred North

T.E. Burke

WHITMAN, Walt

Eric Mottram

WIENER, Norbert

Christopher Ormell

WILDE, Oscar Fingal O’Flahertie Wills

Duncan Fallowell

WILLIAMS, Bernard Arthur Owen

Michael J. Green

WILLIAMS, Raymond

Sean Matthews

WILLIAMS, Tennessee (Thomas Lanier)

Ann Massa

WILLIAMS, William Carlos

John Haffenden

WILSON, Edmund

Harold Beaver

WINNICOTT, Donald Woods

David Sturgeon

WISTER, Owen

Charles Gregory

WITTGENSTEIN, Ludwig Josef Johann

John Cottingham

WODEHOUSE, (Sir) Pelham Grenville

R.B.D. French

WOLF, Hugo

Derrick Puffett

WOLFE, Tom

Duncan Fallowell

WOOLF, Adeline Virginia

Michael Rosenthal

WOOLF, Leonard

Duncan Fallowell

WRIGHT, Frank Lloyd

John Furse

WRIGHT, Richard

Charles Gregory

WUNDT, Wilhelm

P.M.A. Rabbitt

WYETH, Andrew Newell

Samantha Goat

YEANG, Ken

John Hamilton Frazer

YEATS, Jack (John) Butler

T.G. Rosenthal

YEATS, William Butler

Joseph Bain

YEVTUSHENKO, Yevgeny Aleksandrovich

Robin Milner-Gulland

YOSHIHARA Jiro

Ming Tiampo

ZAMYATIN, Yevgeniy Ivanovich

Neil Cornwell

ZAWAHIRI, Ayman (Abu Muhammad/Muhammad Ibrahim)

Dilip Hiro

ZOLA, Émile

David Lee

ZWEIG, Stefan

Alan Jefferson


entries by contributor


E.A. Abramson   SALINGER, Jerome David

E.D.J. Acton   HERZEN, Alexandr Ivanovich

Michael Alexander   CAGE, John; IVES, Charles Edward; LISZT, Ferencz; RACHMANINOV, Sergei; SATIE, Erik; TCHAIKOVSKY, Peter Ilich

Nigel Algar   CUKOR, George; WELLES, George Orson

Charles Allen   GYATSO TENZIN, 14th Dalai Lama

Stanislav Andreski   MOSCA, Gaetano; SPENCER, Herbert

Rachel A. Ankeny   SULSTON, (Sir) John Edward

Roy Armes   BERGMAN, Ernest Ingmar; GODARD, Jean-Luc; RAY, Satyajit;RESNAIS, Alain; WAJDA, Andrzej; RENOIR, Jean

Alison Armstrong   ARP, Jean (Hans); STEIN, Gertrude

Stephen Arnold   BABBITT, Milton Byron

Rosemary Ashton   WARD, Mary Augusta (Mrs Humphry Ward)

Derek Attridge   COETZEE, John Maxwell

Chris Auty   HAWKS, Howard Winchester

Lawrence Badash   RUTHERFORD, Ernest

Dirk Baecker   LUHMANN, Niklas

Paul Bailey   GREEN, Henry

Joseph Bain   BROWNING, Robert; COMPTON-BURNETT, (Dame) Ivy; HOUSMAN, Alfred Edward; MaCNEICE, Frederick Louis; ROSTAND, Edmond; YEATS, William Butler

Phil Baker   DEBORD, Guy; RUSHDIE, Salman

Stephen Banfield   BERLIN, Irving; BERNSTEIN, Leonard; HAMMERSTEIN, Oscar II; KERN, Jerome; PORTER, Cole; RODGERS, Richard; SONDHEIM, Stephen

Malcolm Barry   SHOSTAKOVICH, Dmitri Dmitrievich

Andrew Beatty   GEERTZ, Clifford

Harold Beaver   ALCOTT, Louisa May; FOSTER, Stephen Collins; WILSON, Edmund

Samuel H. Beer   ROOSEVELT, Franklin Delano

Nasser Behnegar   STRAUSS, Leo

T.O. Beidelman   SMITH, William Robertson

Christopher Bettinson   BARRÈS, Auguste-Maurice; GIDE, André-Paul-Guillaume

Michael Biddiss   ACTON, John Emerich Edward Dalberg (Lord); DILTHEY, Wilhelm; GALTON, (Sir) Francis; GARIBALDI, Giuseppe; GOBINEAU, Arthur de; PARETO, Vilfredo; SOREL, Georges

Lewis Biggs   BALTHUS, (Count) Balthazar Klossowski de Rola

C.W.E. Bigsby   ALBEE, Edward Franklin; O’NEILL, Eugene Gladstone

Joan Bird   ATATÜRK (Mustafa KEMAL); BENENSON, Peter James Henry Solomon; DE GAULLE, Charles André Joseph Marie; MARLEY, Bob (Robert Nesta)

Marianne Boelscher   BOAS, Franz

Alan Bold   GUNN, Thorn (Thomson William); COWARD, (Sir) Noël Pierce; CUMMINGS, Edward Estlin; HOPKINS, Gerard Manley; MaCDIARMID, Hugh (Christopher Murray GRIEVE); THOMAS, Dylan Mariais

David Bradby   ANOUILH, Jean; ARTAUD, Antonin Marie Joseph; COCTEAU, Jean; GENET, Jean; IONESCO, Eugène

Ahron Bregman   ALLEN, Woody; OZ, Amos (Amos KLAUSNER); SAID, Edward Wadie; WEIZMANN, Chaim

Asa Briggs   VICTORIA and ALBERT

Robin Briggs   BRAUDEL, Fernand; HUIZINGA, Johan

Vincent Brome   HUXLEY, Thomas Henry; WELLS, Herbert George

Geoff Brown   HITCHCOCK, (Sir) Alfred Joseph

David Bryant   MAUPASSANT, Henri René Albert Guy de

Judith Bumpus   FRINK, Elisabeth; HIRST, Damien; KIEFER, Anselm; KITAJ, Ronald Brooks

Janice Bumstead   STOPES, Marie Carmichael

T.E. Burke   WHITEHEAD, Alfred North

Mark Burry   GAUDÍ, Antoni (Antonio)

John Butt   ORTEGA y GASSET, José

Léonie Caldecott   WEIL, Simone

Richard Calvocoressi   HEPWORTH, (Dame) Jocelyn Barbara

Stuart Campbell   BALAKIREV, Mily Alexeyevich; BORODIN, Alexander Porfirevich; MUSSORGSKY, Modest Petrovich; RIMSKYKORSAKOV, Nikolay Andreyevich

Roger Cardinal   BRJETON, André; CARTIERBRESSON, Henri; CHIRICO, Giorgio de; DUBUFFET, Jean-Philippe-Arthur; KLEE, Paul; MAETERLINCK, Mauritius Polydorus Maria Bernardus; MAGRITTE, René-François-Ghislain; RIOPELLE, Jean-Paul; ROUSSEAU, Henri (‘Le Douanier’); TZARA, Tristan (Samuel ROSENSTOCK)

John Carroll   NIETZSCHE, Friedrich; RIEFF, Philip

April Carter   HAVEL, Václav

Alan Chalmers   MAXWELL, James Clerk

Franc Chamberlain   ABPJVMOVIC, Marina; BAUSCH, Pina; BOAL, Augusto; GRAHAM, Martha; MARCEAU, Marcel

James Chapman   LEAN, (Sir) David

Deborah Cherry   BROWN, Ford Madox

Lorenzo Chiesa   BADIOU, Alain; LACAN, Jacques

Anthony W. Clare EYSENCK, Hans Jürgen; SZASZ, Thomas Stephen; LAING, Ronald David; ROGERS, Carl Ranson

Duncan Clark LIGETI, György Sándor

Philip Collins DICKENS, Charles John Huffam

Patrick Conner BACON, Francis; MOORE, (Sir) Henry; NICHOLSON, Ben; RUSKIN, John

Pat Cook BERKELEY, Busby (William Berkeley ENOS); FLAHERTY, Robert Joseph

David Corker BELLOW, Saul; MAILER, Norman; PYNCHON, Thomas; UPDIKE, John Hoyer; LONDON, Jack (John Griffith); MILLER, Henry

Neil Cornwell ZAMYATIN, Yevgeniy Ivanovich

John Cottingham AYER, (Sir) Alfred Jules; MaCINTYRE, Alasdair; MOORE, George Edward; NUSSBAUM, Martha Craven; POPPER, (Sir) Karl Raimund; RYLE, Gilbert; SKINNER, Burrhus Frederic; WITTGENSTEIN, Ludwig Josef Johann

David COX BIZET, Georges; DEBUSSY, (Achille-) Claude; FRJVNCK, César (Auguste Jean Guillaume Hubert); GOUNOD, Charles François; GRIEG, Edvard Hagerup; HOLST, Gustav; SAINT-SAËNS, Charles Camille

Michael COX STALIN, Joseph

Jodi Cressman ASHBERY, John Lawrence; GINSBERG, Allen

Bernard Crick ARENDT, Hannah; BAGEHOT, Walter; BERLIN, (Sir) Isiaah; GELLNER, Ernest; JOUVENEL DES URSINS, Bertrand de; MILL, John Stuart; ORWELL, George; TOCQUEVILLE, Alexis de

Joyce Crick MANN, Luis Heinrich; WEDEKIND, Benjamin Franklin (Frank)  

Jonathan Cross BIRTWISTLE, (Sir) Harrison

Valentine Cunningham ELIOT, Thomas Steams; LARKIN, Philip Arthur; LEAVIS, Frank Raymond

David Curry THATCHER, (Lady) Margaret Hilda (née ROBERTS)

Robert Cushman MONTY PYTHON; STOPPARD, (Sir) Tom

Fergus Daly BRESSON, Robert; TARKOVSKY, Andrei Arsenevich

John Daniel CAPOTE, Truman

Howell Daniels SANTAYANA, George

Nicholas Davey GADAMER, Hans-Georg

Margaret Davies RIMBAUD, Arthur; VALÉRY, Paul

R.M. Davison KROPOTKIN, Petr Alekseyevich

Nicholas Deakin BEVERIDGE, William (Lord)

Karen Dibdin HOLROYD, Michael de Courcy Fraser

Peter Dickinson ADAMS, John Coolidge; BARBER, Samuel; GLASS, Philip; REICH, Steve

Frank Dikötter KANG YOUWEI

David Dinour HERZL, Theodor

John Docker LEMKIN, Raphaël

Jon Dorling FERMI, Enrico; SCHRÖDINGER, Erwin

Stephen Downes SZYMANOWSKI, Karol

Christopher Dromey DAVIES, (Sir) Peter Maxwell

Philip Drummond BRAKHAGE, Stan; CASSAVETES, John; EISENSTEIN, Sergei Mikhailovich; GANCE, Abel; LANG, Fritz; PUDOVKIN, Vsevolod Illarionovich; VERTOV, Dziga (Denis Arkadevitch KAUFMAN); VON STERNBERG, Josef

Todd Dufresne FREUD, Sigmund

Dean Duncan DREYER, Carl Theodor; KIESLOWSKI, Krzysztof

Robert Eaglestone LEVINAS, Emmanuel

Paul Edwards LEWIS, Percy Wyndham

Martin Esslin BRECHT, Bertolt; REINHARDT, Max

Colin Evans TAINE, Hippolyte-Adolphe

Adam Fairclough BALDWIN, James Arthur

Duncan Fallowell CARROLL, Lewis (Charles Lutwidge DODGSON); BEATLES, The; BURROUGHS, William Seward; FIRBANK, Ronald (Arthur ANNESLEY); GILBERT & GEORGE; KRISHNAMURTI, Jiddu; LAUTRÉAMONT, Comte de (Isidore-Lucien DUCASSE); PEAKE, Mervyn Laurence; PRESLEY, Elvis Aaron; ROLFE, Frederick William (Baron CORVO); ROSSETTI, Dante Gabriel (Gabriel Charles Dante ROSSETTI); SEBALD, Winfried Georg; SWINBURNE, Algernon Charles; WILDE, Oscar Fingal O’Flahertie Wills; WOLFE, Tom; WOOLF, Leonard

Joseph Farrell FO, Dario

James Faure Walker KOONING, Willem de  

Stephen Fender POUND, Ezra Loomis

Rossella Ferrari GAO XINGJIAN

Alison Finch PROUST, Marcel

Antony Flew AUSTIN, John Langshaw; GOSSE, (Sir) Edmund William; GOSSE, Philip Henry; MARCUSE, Herbert; NOZICK, Robert

J.E. Flower GONCOURT, Edmond and Jules de

Peter France MANDELSTAM, Osip Emilievich; PASTERNAK, Boris Leonidovich

John Hamilton Frazer ARCHIGRAM; FULLER, Richard Buckminster; GEHRY, Frank Owen (Ephraim GOLDBERG); PRICE, Cedric John; YEANG, Ken

Richard Freeborn DOSTOEVSKY, Fyodor Mikhailovich; GORKY, Maxim (Aleksey Maximovich PESHKOV); SOLZHENITSYN, Aleksandr Isayevich; TOLSTOY, (Count) Lev Nikolaevich; TURGENEV, Ivan Sergeyevich

Alexandra Freeman ATTENBOROUGH, (Sir) David Frederick

Ted Freeman CAMUS, Albert

R.B.D. French WODEHOUSE, (Sir) Pelham Grenville

Barbara Fultner HABERMAS, Jürgen

John Furse BONNARD, Pierre; EIFFEL, Gustave; LÉGER, Fernand; NIEMEYER, Oscar; PISSARRO, Camille; SOUTINE, Chaim; TANGE KENZO; WRIGHT, Frank Lloyd

Peter GatheRCOle CHILDE, Vere Gordon; MALINOWSKI, Bronislaw Kaspar; TYLOR, (Sir) Edward Burnett

Norman Geras TROTSKY, Leon

David J. Getsy KOONS, Jeff

James Gibbs SOYINKA, Wole

Andrew Gibson CRANE, Stephen; FAULKNER, William; GASKELL, Elizabeth Cleghorn; JOYCE, James Augustine; LEWIS, Henry Sinclair

Peter Gidal WARHOL, Andy (Andrew WARHOLA)

Derek Gjertsen CLAUSIUS, Rudolf Julius Emmanuel; JOULE, James Prescott; NOBEL, Alfred Bernhard

Ranulph Glanville LE CORBUSIER (Charles-Edouard JEANERET); AALTO, Hugo Alvar Henrik; ASHBY, William Ross; BERNERS-LEE, (Sir) Timothy; GATES, Bill (William Henry); JARRY, Alfred; JOBS, Steven; PASK, Andrew Gordon Speedie; SCOTT, George Gilbert; VON FOERSTER, Heinz

Anthony Glees BISMARCK, Otto von; HITLER, Adolf; KENNEDY, John Fitzgerald; MUSSOLINI, Benito

Hans-Johann GLOCk DAVIDSON, Donald Herbert; STRAWSON, Peter Frederick; TARSKI, Alfred

Samantha Goat HOPPER, Edward; ROCKWELL, Norman; WYETH, Andrew Newell  

Mike Gonzalez CASTRO, Fidel; GUEVARA, Che (Ernesto GUEVARA DE LA SERNA); PAZ, Octavio

Philip Gooden AMIS, (Sir) Kingsley; BURGESS, John Anthony; CHANDLER, Raymond Thornton; DOYLE, (Sir) Arthur Conan; FLEMING, Ian Lancaster; FOWLES, John Robert; GREENE, Graham; KING, Stephen; LE CARRÉ, John (David John Moore CORNWELL); LODGE, David; MCEWAN, Ian; POWELL, Anthony; SCOTT, Ridley; VIDAL, Gore

Keith Gore APOLLINAIM, Guillaume (Wilhelm Apollinaris de KOSTROWITZKY); BEAUVOIR, Simone de; MALRAUX, André; RENAN, Joseph-Ernest; SARTRE, Jean-Paul

Gina A. Granger RIVERA, Diego

John N. Green SAPIR, Edward

Michael J. Green WILLIAMS, Bernard Arthur Owen

Kevin Greene BINFORD, Lewis Roberts; HENDRIX, Jimi; HODDER, Ian; LIBBY, Willard Frank

Charles Gregory ASIMOV, Isaac; BARNUM, Phineas Taylor; BUNTLINE, Ned (Edward Zane Carroll JUDSON); CARVER, Raymond; CHAPLIN, Charles Spencer; DELILLO, Don; DREISER, Herman Theodore; KEATON, ’Buster’ (Joseph Francis); WISTER, Owen; WRIGHT, Richard

Paul Griffiths HENZE, Hans Werner; BOULEZ, Pierre; COPLAND, Aaron; DVORAK, Antonin; JANÁCEK, Leos Eugen; KODÁLY, Zoltân; POULENC, Francis; RAVEL, Joseph Maurice; SMETANA, Bedich; VAUGHAN WILLIAMS, (Sir) Ralph

Valerie Grosvenor Myer ADAMS, Douglas Noel; BENNETT, Alan

Maureen Guirdham HOFSTEDE, Geert; HUNTINGTON, Samuel Philip

Michael Haag DURRELL, Lawrence

John Haffenden BERRYMAN, John; LOWELL, Robert; ROETHKE, Theodore; WILLIAMS, William Carlos

Alan Hagger BERGSON, Henri Louis

Peter Hallward BOURDIEU, Pierre

Samantha Hardingham BANHAM, Peter Reyner

Tanya Harrod EDDY, Mary Baker; FAWCETT, (Dame) Millicent Garrett

CF. Hawke-Smith EVANS, (Sir) Arthur; EVANS, (Sir) John; PITT RIVERS, Augustus Lane Fox; SCHLIEMANN, Heinrich

Martin Hemingway LARTET, Edouard Armand Isidore

Christopher Heywood COLLINS, William Wilkie

Roger Hillman KUBRICK, Stanley

Dilip Hiro AFGHANI, Jamal Uddeen AI; BIN LADEN, Osama; GANDHI, Mahatma (Mohandas Karamchand); IQBAL, (Sir) Muhammad;   KHOMEINI, Ruhollah Musavi; MAUDIDI, Mawlana Abul Ala; OMAR, Mullah Muhammad; QUTB, Sayyid Muhammad; TAGORE, Rabindranath; ZAWAHIRI, Ayman (Abu MUHAMMAD/Muhammad IBRAHIM)

Richard HobBS HUYSMANS, Joris-Karl; REDON, Odilon

Michael Holroyd SHAW, George Bernard; STRACHEY, Giles Lytton

William Horsley FUKUZAWA YUKICHI; KOHL, Helmut; MISHIMA YUKIO (HIRAOKA KIMITAKE)

Viv HorwiTZ BRADBURY, Raymond Douglas

Philip Howard MURRAY, (Sir) James

W.D. Howarth SARDOU, Victorien

Lucy Hughes-Hallett LIVINGSTONE, David; STANLEY, Henry Morton; THESIGER, Wilfred

Maggie Humm GOODMAN, Paul

Richard Humphreys BAKST, Léon Samölivich; BEARDSLEY, Aubrey Vincent; DAUMIER, Honoré-Victorin; DEGAS, Edgar; GAUDIER- BRZESKA, Henri; MODIGLIANI, Amedeo; PATER, Walter Horatio; ROUAULT, Georges; SEURAT, Georges Pierre

Roger S. HUSS SPENGLER, Oswald

Athar Hussain LENIN (Vladimir Ilyich ULYANOV)

G.M. Hyde LAWRENCE, David Herbert; NABOKOV, Vladimir Vladimirovich

Timothy Hyman BECKMANN, Max; KIRCHNER, Ernst Ludwig; MILLET, Jean François; NOLDE, Emil

Hisao Inagaki SUZUKI DAISETSU TEITARO

S.J. Ingle KOESTLER, Arthur

Lyn Innés ACHEBE, Chinua; NAIPAUL, (Sir) Vidiadhar Surajprasad

Clifford Ireson HUGO, Victor-Marie

Adrian Jack VARÈSE, Edgar Victor Achille Charles

Julie Jack KRIPKE, Saul Aaron

Douglas Jarman BERG, Alban; MAHLER, Gustav

Alan Jefferson DELIUS, Frederick (Fritz Theodore Albert); STRAUSS, Richard George; ZWEIG, Stefan

Ann Jefferson ROBBE-GRILLET, Alain; SARRAUTE, Nathalie

Steve Jenkins DEMILLE, Cecil Blount; FORD, John; GRIFFITH, David Wark

Richard Jenkyns JOWETT, Benjamin

J. Barrie Jones FAURÉ, Gabriel Urbain

J.D.F. Jones MANDELA, Nelson; VAN DER POST, (Sir) Laurens

Peter Jones MOMMSEN, Theodor; TOYNBEE, Arnold Joseph

Verina Jones CROCE, Benedetto

Armel Jorion and Paul Jorion ALTHUSSER, Louis  

Paul Jorion FOUCAULT, Paul Michel; LÉVI-STRAUSS, Claude; RIVERS, William Halse Rivers

Jonathan Keates CHATWIN, Bruce Charles; CHESTERTON, Gilbert Keith; CONRAD, Joseph; DOUGHTY, Charles Montagu; EÇA DE QUEIROZ, Jose Maria; FORSTER, Edward Morgan; GILBERT, (Sir) William Schwenck; GOLDING, (Sir) William Gerald; HAGGARD, (Sir) Henry Rider; JÜNGER, Ernst; JAMES, Henry; LAMPEDUSA, Giuseppe Tomasi di; LEVI, Primo; MANSFIELD, Katherine; ROSSETTI, Christina Georgina; SULLIVAN, (Sir) Arthur; TROLLOPE, Anthony; VERGA, Giovanni; WHARTON, Edith

Barry J. Kemp PETRIE, (Sir) William Matthew Flinders

Michael Kenny EVANS-PRITCHARD, (Sir) Edward Evan

Ben Kiernan POL POT (SALOTH SAR)

Richard Kilminster ELIAS, Norbert

Clare Kitson DISNEY, Walt

D.M. Knight MENDELEYEV, Dmitry Ivanovitch

Ronald KNOWlES PINTER, Harold

Adrian Kohn JUDD, Donald

Peter Kornicki SAIGÖ TAKAMORI; TANIZAKI JUNICHIRO

Kim H. Kowalke WEILL, Kurt A.J.

KOX LORENTZ, Hendrik Antoon

Wolfgang Krohn MATURANA, Humberto R.

Adam Kuper LEACH, (Sir) Edmund Ronald; MEAD, Margaret; RADCLIFFE-BROWN, Alfred Reginald

John Lahr ORTONjoe

Basil Lam BRUCKNER, Anton

Andrew Lamb STRAUSS, Johann

Lester C. Lamon CARNEGIE, Andrew; CARVER, George Washington; DOUGLASS, Frederick; KING, Martin Luther, Jr; MALCOLM X (Malcolm LITTLE/E1 Hajj Malik EL-SHABAZZ); MUHAMMAD, Elijah; WASHINGTON, Booker Taliaferro

Philip Larkin BETJEMAN, (Sir) John; ELLINGTON, Duke

C.J. Lawrence KOCH, Heinrich Hermann Robert; LISTER, Joseph

Robert Layton SIBELIUS, Jean

Edmund Leach FRAZER, (Sir) James George

Bobbie Lederman DURKHEIM, Emile

A. Robert Lee BARTH, John; BIERCE, Ambrose; CHEEVER, John; CLEAVER, Larry Eldridge; DIDION, Joan; DOCTOROW, Edgar Lawrence; EMERSON, Ralph Waldo; HAWTHORNE, Nathaniel; HEMINGWAY, Ernest; HOLMES, Oliver Wendell; HOWELLS, William Dean; JONES, Everett LERoi (Imamu Amiri BARAKA); LONGFELLOW, Henry Wadsworth; LOWELL, James Russell; MELVILLE, Herman; OATES, Joyce   Carol; ROTH, Philip Milton; STOWE, Harriet Beecher; THOREAU, Henry David

David Lee ZOLA, Émile

Thomas Lehner MEDAWAR, (Sir) Peter Brian

Donald N. Levine SIMMEL, Georg

David J. Levy BAKUNIN, Mikhail Alexandrovich; DISRAELI, Benjamin (Earl of Beaconsfield); ELIADE, Mircea; HEIDEGGER, Martin; KRAUS, Karl; LEO XIII (Gioacchino Pecci)

Calan Lewis DORÉ, Gustave; SHAW, Richard Norman

David H. Lewis HEYERDAHL, Thor

Ian Littlewood WAUGH, Evelyn Arthur St John; ELGAR, (Sir) Edward William

Sebastian Lucas FLEMING, (Sir) Alexander and FLOPJEY, Howard Walter (Lord); GALLO, Robert C. and MONTAGNIER, Luc B.

Sue Lucas MANN, Jonathan Max

Roger Luckhurst BALLARD, James Graham

Ronald Lumsden BARTÓK, Béla

Peter Lund ILLICH, Ivan

William Lyell LU XUN (ZHOU SHUREN)

Rita MCANster PROKOFIEV, Sergei Sergeievich

Gerard MCBurney SCHNITTKE, Alfred

W.J. MCCormack LE FANU, Joseph Thomas Sheridan; O’CASEY, Sean; SYNGE,John Millington

Hugh Macdonald BERLIOZ, Louis-Hector; SCRIABIN, Aleksandr Nikolayevich

Malcolm MaCDonald BRAHMS, Johannes; BUSONI, Ferruccio Benvenuto; SCHOENBERG, Arnold Franz Walter

Angus MCIntyre SUKARNO, Ahmed (Bung Karno)

Norman MaCKenzie WEBB, Beatrice and Sidney

Peter Mackridge CAVAFY, Constantine Peter

Duncan MaCLeod FORD, Henry; LINCOLN, Abraham

Roger MCLure BACHELARD, Gaston; BAUDELAIRE, Charles Pierre; JASPERS, Karl Theodor; MALLARMÉ, Stéphane

Helen MCNeil CHOPIN, Kate; DICKINSON, Emily; MCCARTHY, Mary Therese; MOORE, Marianne Craig; PLATH, Sylvia

Conroy Maddox DALÍ y Domenech, Salvador Felipe Jacinto

Pierre Manent ARON, Raymond

Rex Martin RAWLS, John Bordley

R.H.P. Mason WALEY, Arthur David

Ann Massa MILLER, Arthur; WILLIAMS, Tennessee (Thomas Lanier)

Samantha Matthews BYATT, Antonia Susan

Sean Matthews HOGGART, Richard; WILLIAMS, Raymond

Robert Maxwell FOSTER, Norman Robert (Lord); ROGERS (of Riverside), Richard George (Lord)

Wolfe Mays PIAGET, Jean  

David Meakin FLAUBERT, Gustave; MORRIS, William; VERNE, Jules

Chris Megson BRENTON, Howard

Wilfrid Meilers GERSHWIN, George

Volker Meja MANNHEIM, Karl

K.S. Menzies PARSONS, Talcott

J.G. Merquior BENJAMIN, Walter; LUKÁCS, Georg; MACHADO DE ASSIS, Joaquim Maria; UNAMUNO, Miguel de

Linda Miles SIRK, Douglas

Tom Milne LOSEY, Joseph Walton

John Milner BRAQUE, Georges; CHAGALL, Marc; DIAGHILEV, Serge (Sergei Pavlovich); GABO, Naum; KANDINSKY, Wassily (Vasilii Vasilievich); KLIMT, Gustav; UTRILLO, Maurice

Robin Milner-Gulland MALEVICH, Kazimir; YEVTUSHENKO, Yevgeny Aleksandrovich

Gino Moliterno COPPOLA, Francis Ford; SCORSESE, Martin

Brian Moloney PIRANDELLO, Luigi

Janet Montefiore AUDEN, Wystan Hugh; KIPLING, Joseph Rudyard; TOLKIEN, John Ronald Reuel

Geoffrey Moore CRANE, Harold Hart; DOS PASSOS, John Rodrigo; FITZGERALD, Francis Scott Key; FROST, Robert; SANDBURG, Carl; STEINBECK, John Ernst; STEVENS, Wallace

Philippa Morgan CHRISTIE, Agatha

Roger Morgan MONNET, Orner Marie Gabriel Jean

Stuart Morgan JOHNS, Jasper; BEUYS, Joseph; DEMUTH, Charles Henry Buckius; EAKINS, Thomas; HOMER, Winslow; REINHARDT, Ad; RODIN, François-Auguste-René; SMITH, David Roland; STELLA, Frank Philip

Blake Morrison BISHOP, Elizabeth; LOWELL, Amy

Andrew Motion THOMAS, Philip Edward

Eric Mottram KESEY, Ken; LEARY, Timothy; ADAMS, Henry Brooks; EASTMAN, George; EDISON, Thomas Alva; HARRIS, Joel Chandler; HARTE, Francis Bret; KEROUAC, Jack; MCLUHAN, Herbert Marshall; TWAIN, Mark (Samuel Langhorne CLEMENS); WHITMAN, Walt

Chantai Mouffe GRAMSCI, Antonio

Alan Munton PROUDHON, Pierre-Joseph

D.R. Murdoch BOHR, Niels Henrik David; HEISENBERG, Werner; PEIRCE, Charles Sanders

A.B. Murphy SHOLOKHOV, Mikhail Aleksandrovich

Gabe Mythen BECK, Ulrich

Adriana Neagu CIORAN, Emil Mihai

Caryn E. Neumann ARNOLD, Eve; BOURKE- WHITE, Margaret; CAPA, Robert

W.H. Newton-Smith CANTOR, Georg Ferdinand Ludwig Philipp; HELMHOLTZ, Hermann Ludwig   von; NAGEL, Ernest; PLANCK, Max Karl; SCHLICK, Moritz

Paul NicholLS BUTLER, Samuel; CHEKHOV, Anton Pavlovich; FEYDEAU, Georges Léon Jules Marie; ODETS, Clifford; STANISLAVSKY, Konstantin (Konstantin Sergeyevich ALEXEYEV); STEVENSON, Robert Louis (Robert Lewis Balfour STEVENSON)

Christopher Norris PUTNAM, Hilary

Sasha Norris CARSON, Rachel; LOVELOCK, James Ephraim

Robert Nowell JOHN XXIII (Angelo RONCALLI)

Geoffrey Nowell-Smith PASOLINI, Pier Paolo; VISCONTI, Luchino

Michael O’Brien TURNER, Frederick Jackson

Kaori O’Connor BEETON, Samuel and Isabella; CHANEL, Gabrielle (‘Coco’); POIRET, Paul

Aislinn O’Donnell KRISTEVA, Julia

Terence O’Keeffe BUBER, Martin

Robert Olby CRICK, Francis Harry Compton; CURIE, Marie Sklodowska; JAMES, William; MENDEL, Gregor; PASTEUR, Louis; PAVLOV, Ivan Petrovich; WATSON, James Dewey; WATSON, John Broadus

Roger Opie FRIEDMAN, Milton; GALBRAITH, John Kenneth; KEYNES, John Maynard

Michael O’Pray JARMAN, Derek

Christopher Ormell BABBAGE, Charles; DEDEKIND, (Julius Wilhelm) Richard; GODEL, Kurt; KUHN, Thomas Samuel; MARCONI, Guglielmo; POINCARÉ, Henri; RIEMANN, Georg Friedrich Bernhard; THOM, René; TURING, Alan; VON NEUMANN, John; WIENER, Norbert

David Osmond-Smith BERIO, Luciano

Timothy O’Sullivan BOOTH, William

Dennis Paoli HELLER, Joseph; SPIELBERG, Steven

Roger Parker PUCCINI, Giacomo

G.H.R. Parkinson ENGELS, Friedrich; MARX, Karl Heinrich

Chris Petit POLANSKI, Roman

Brian Petrie MARC, Franz

Pierluigi Petrobelli DALLAPICCOLA, Luigi; VERDI, Giuseppe

Monica Petzal GREER, Germaine

Michael Pick BEATON, (Sir) Cecil Walter Hardy; RIEFENSTAHL, Leni (Helene Bertha Amalie)

W.S.F. Pickering MAUSS, Marcel

John Porter DYLAN, Bob (Robert Allen ZIMMERMAN); ROLLING STONES, The

Heinz R. Post BOLTZMANN, Ludwig

Caroline Potter DUTILLEUX, Henri

Paul Preston FRANCO, Francisco

Harri Pritchard Jones LEWIS, John Saunders

Stephen Pruslin CARTER, Elliott Cook

Derrick Puffett WOLF, Hugo  

P.M.A. Rabbitt WUNDT, Wilhelm

Simon Rae ARNOLD, Matthew

Michael Randle RUSTIN, Bayard

David Raskin ANDRÉ, Carl

Afshin Rattansi GADAFFI, Muammar al- 

Michael Redhead BOOLE, George; DUHEM, Pierre-Marie-Maurice; EINSTEIN, Albert

Stephen Regan HEANEY, Seamus; WALCOTT, Derek

John Rex WEBER, Max

Dieter Rexroth (translated by

Mary Whittall) HINDEMITH, Paul

Nick Reyland GÓRECKI, Henryk Mikolaj; LUTOSŁAWSKI, Witold; PENDERECKI, Krzysztof

James Richmond BARTH, Karl; BONHOEFFER, Dietrich; BULTMANN, Rudolf; BURCKHARDT, Jacob Christoph; FEUERBACH, Ludwig Andreas; HARNACK, Adolf von; KÜNG, Hans; NEWMAN, John Henry (Cardinal); NIEBUHR, Reinhold; RAHNER, Karl, SJ; STRAUSS, David Friedrich; TILLICH, Paul

Ruth Richmond GUTTIÉREZ, Gustavo

Mark Ridley GOULD, Stephen Jay; LORENZ, Konrad Zacharias; TINBERGEN, Nikolaas

Keith Robbins GLADSTONE, (Sir) William Ewart

Neil Roberts ELIOT, George (Mary Anne or Marian EVANS); HUGHES, Ted (Edward James)

June Rose NIGHTINGALE, Florence

Michael Rosenthal WOOLF, Adeline Virginia

T.G. Rosenthal FREUD, Lucian Michael; LOWRY, Laurence Stephen; NOLAN, (Sir) Sidney Robert; SPENCER, (Sir) Stanley; YEATS, Jack (John) Butler

William Rothman OPHÜLS, Max; ROHMER, Eric

Francis Routh STRAVINSKY, Igor Fedorovich

Susanna Roxman ANGELOU, Maya (Marguerite JOHNSON); MORRISON, Toni; SINGER, Isaac Bashevis

Michael Rubinstein SHAH, Idries

Michael Ruse DAWKINS, Clinton Richard

Charles Rycroft REICH, Wilhelm

Richard Sakwa GORBACHEV, Mikhail Sergeevich

Geoffrey Sampson JAKOBSON, Roman Osipovich; SAUSSURE, Mongin-Ferdinand de

Mary Sandbach STRINDBERG, Johan August

Cristina Sandru KUNDERA, Milan

Michael Scherk WALLACE, Alfred Russel

Michael Schmidt TENNYSON, Alfred (Lord)

Clive Scott LAFORGUE, Jules; VERLAINE, Paul

Frederick Scott BRUNEL, Isambard Kingdom; MIES VAN DER ROHE, Ludwig; RICHARDSON, Henry Hobson; SULLIVAN, Louis Henry  

Edward Seidensticker KAWABATA YASUNARI

Steven Serafin SENGHOR, Léopold Sédar

Elman Service MORGAN, Lewis Henry

D.L. Shaw BORGES, Jorge Luis; GARCIA MÁRQUEZ, Gabriel; PÉREZ GALDÓS, Benito

David Shepherd BAKHTIN, Mikhail Mikhailovich

Patrick Sherry JOHN PAUL II (Karol WOJTYLA)

Chris Shorley QUENEAU, Raymond

Paul Sidey BUNUEL, Luis; LEAR, Edward; TRUFFAUT, François

C.H. Sisson HARDY, Thomas

Phil Slater ADORNO, Theodor Wiesengrund; HORKHEIMER, Max

Hans Sluga FREGE, Friedrich Ludwig Gottlob

C.N. Smith OFFENBACH, Jacques (Jacob)

Crosbie Smith KELVIN, Lord (William THOMSON)

Keith Smith BUKHARIN, Nikolay Ivanovich; JEVONS, William Stanley

Martin Smith AUNG SAN SUU KYI

Penny Sparke EAMES, Charles; GROPIUS, Walter; MACKINTOSH, Charles Rennie

Robin Spencer PAOLOZZI, (Sir) Eduardo

Marc Spindelman DWORKIN, Andrea

Andy Stafford BARTHES, Roland

Jon Stallworthy OWEN, Wilfred

Isolde Standish KUROSAWA, AKIRA; OZU YASUJIRŌ

Frank Steele GRASS, Günter Wilhelm

Nico Stehr MANNHEIM, Karl

Sam Stevens LE CORBUSIER (Charles-Edouard JEANERET)

Corbet Stewart CELAN, Paul (Paul ANCZEL); KAFKA, Franz; MANN, Thomas; RILKE, Rainer Maria

Anthony Storr ADLER, Alfred; FROMM, Erich; JUNG, Carl Gustav

David Sturgeon KLEIN, Melanie; WINNICOTT, Donald Woods

A.V. Subiotto BÖLL, Heinrich; HESSE, Hermann

Slavka Sverakova ČAPEK, Karel; BRANCUSI, Constantin; CALDER, Alexander; GIACOMETTI, Alberto; HASEK, Jaroslav 1883-1923

Andrew Swarbrick PARKMAN, Francis

Anne K. Swartz BOURGEOIS, Louise; CHRISTO with JEANNE-CLAUDE; CUNNINGHAM, Merce; LIN, Maya Ying; MAPPLETHORPE, Robert; ONO, Yoko; RILEY, Bridget Louise; TINGUELY, Jean

David Sweet ALBERS, Josef; MIRÓ, Jóan 1893- 1983

David Thomas IBSEN, Henrik

M. Wynn Thomas THOMAS, Ronald Stuart

Gary Thompson VONNEGUT, Kurt, Jr

Ming Tiampo TÀPIES, Antoni; YOSHIHARAJIRO

J.E. Tiles DEWEY, John; RUSSELL, Bertrand Arthur William (Earl)  

Mary Tiles CARNAP, Rudolf; QUINE, Willard Van Orman

Boyd Tonkin AMIS, Martin Louis

Derek Tonkin HO CHI MINH

Richard Toop STOCKHAUSEN, Karlheinz

Derval Tubridy BECKETT, Samuel

Pat Turner COURBET, Gustave; GAUGUIN, Paul; HOLABIRD, William and ROCHE, Martin; KOKOSCHKA, Oscar; MATISSE, Henri; MONDRIAN, Piet; MONET, Claude; MOREAU, Gustave; MORRIS, Robert; PICASSO, Pablo (Ruiz y); PUVIS DE CHAVANNES, Pierre; TOULOUSE-LAUTREC, Henri de; VAN GOGH, Vincent; VIOLLET-LE- DUC, Eugene

Robert G. Vaughn NADER, Ralph

Damian Veal CASSIRER, Ernst

Shirley Vinall D’ANNUNZIO, Gabriele

Polly Vizard SEN, Amartya

Sterling Van Wagenen MIZOGUCHI KENJI

Christopher Wagstaff ARMSTRONG, Daniel Louis (Satchmo); DAVIS, Miles Dewey, Jr; FELLINI, Federico; MARINETTI, Filippo Tommaso; PARKER, Charles Christopher, Jr (Bird)

Helen Waites SPOCK, Benjamin MCLane

Dennis Walder FUGARD, Harold Athol Lanigan

Ronald G. Walker HUXLEY, Aldous Leonard

Chris Wallace-Crabbe WHITE, Patrick Victor Martindale

Malcolm Warner HUNT, William Holman; SARGENT, John Singer

Charles Warren ALTMAN, Robert; CAVELL, Stanley

Giles Waterfield VELDE, Henri van de

Simon Watney BURNE-JONES, (Sir) Edward; CÉZANNE, Paul; SICKERT, Walter Richard; WHISTLER, James Abbot MCNeill

Gray Watson BÖCKLIN, Arnold; DUCHAMP, Marcel; ERNST, Max; FASSBINDER, Rainer Werner; HERZOG, Werner; HOCKNEY, David; KLEIN, Yves; LICHTENSTEIN, Roy; MUNCH, Edvard; OLDENBURG, Claes; PALMER, Samuel; POLLOCK, Jackson; RAUSCHENBERG, Robert; RAY, Man; ROTHKO, Mark; VIOLA, Bill

Marie Wells HAMSUN, Knut

Tamara von Werthern HANDKE, Peter

Michael Wheeler SEARLE, John

Margaret Whitford HUSSERL, Edmund; MERLEAU-PONTY, Maurice

Arnold Whittall BRITTEN, Benjamin (Lord); TAKEMITSU TŌRU; TIPPETT, (Sir) Michael

John Whitworth VEBLEN, Thorstein Bunde

Wilfried van der Will MUSIL, Robert

Alan E. Williams KURTÁG, György

James Williams DELEUZE, Gilles; LYOTARD, Jean François

Mark Williams ŌE KENZABURŌ; ENDŌ SHŪSAKU  

Tom Williams GALLUP, George Horace; REUTER, (Baron) Paul Julius von

Jason Wilson FUENTES, Carlos; LORCA, Federico García; NERUDA, Pablo (Neftalí REYES); VARGAS LLOSA, Mario

Michael Wilson MANET, Edouard; RENOIR, Pierre-Auguste; SISLEY, Alfred

Simon Wilson EPSTEIN, (Sir) Jacob

Ü.M. Winter TAWNEY, Richard Henry

Christopher Wintle GOEHR, Alexander; KELLER, Hans; MESSIAEN, Olivier Eugene Prosper Charles; SCHENKER, Heinrich; WAGNER, Richard; WEBERN, Anton von

Justin Wintle ARAFAT, Yasser; BAIRD, John Logie; BELL, Alexander Graham; CHURCHILL,   (Sir) Winston Leonard Spencer; DARWIN, Charles Robert; DENG XIAOPING (TENG HSIAO-PING); DERRIDA, Jacques (Jackie); HAWKING, Stephen William; MAO ZEDONG (MAO TSE-TUNG); NASSER, Gamal Abdel; NEEDHAM, Joseph; OPPENHEIMER, J. Robert

Hilary Wise CHOMSKY, Avram Noam; BURTON, (Sir) Richard Francis

Carter Wiseman KAHN, Louis L; PEI, Ieoh Ming

John Worrall HERTZ, Heinrich Rudolf; MACH, Ernst

Gayle Graham Yates ANTHONY, Susan Brownell; FRIEDAN, Betty; MILLETT, Kate (Katherine Murray); STANTON, Elizabeth Cady

Adam Zamoyski WAŁĘSA, Lech


A

 

 

 

AALTO, Hugo Alvar Henrik

1898–1976
 Finnish architect and designer

Some eleven years younger than Le Corbusier, Alvar Aalto belonged to the second generation of architects in the International Modern movement, the architecture dominant in the twentieth century in much the same way that baroque was dominant in the seventeenth. To it Aalto brought an informality and sensitivity, deriving ultimately from the crudely charming but usable vernacular of his nature country, that most commentators would agree had previously been lacking. Partly because he eschewed theorizing and polemics, and partly because of the enormous variety of his invention over a period of more than fifty years, he qualifies more than any other as the architect’s architect, among both his contemporaries and his successors.

Aalto was born into a family with strong rural traditions. While his mother’s father was a Swedish-speaking forester, his own was a land surveyor concerned chiefly with the construction of railroads through forests. For most of his childhood he lived in Jyväskylä, in a house shared by a Russian countess and an alcoholic confectioner. Admonished ‘always to remain a gentleman’ by his father, he left home at eighteen to study architecture at what is now the Helsinki Technical University, but returned to Jyväskylä after he had qualified five years later. There he set up his first office (1923–7) and began the career that was to make him famous. Broadly this can be divided into three periods (although elements characteristic to each tended to reappear in the others): an early white period of the International style; a red, or brick period; and a marble period, beginning c. 1960. His earliest works, however, were in a neo-classical idiom. These include the Jyväskylä Workers’ Club (1923–5) and the rather delicate church at Muurame (1926–9). It was not until he moved his office to zthe old Finnish capital, Turku, in 1927, that his originality began to assert itself. Probably the decisive inspiration came from his first wife, the architect Aino Marsio, a designer of considerable imagination whom he married in 1925, and with whom he worked in closest collaboration until her death in 1949. The changes in his style can be most clearly observed in the development of his designs for the town library at Viipuri (now Vyborg in the USSR). This project began in 1928 along neo-classical lines, but by the time of its completion in 1935 it had been transformed into an obviously modernist building. With its sunken reading-well, its cylindrical skylights, and the wavy form of its lecture-hall ceiling, it also served as a test-bed for many of Aalto’s prototypes. Concurrently he worked on a number of other projects in the same idiom, of which the most important are the newspaper offices of Turun Sanomat in Turku (1927–9), and the remarkable Tuberculosis Sanatorium at Paimo (1927–33), one of the outstanding buildings of the International style.

In 1933 he again moved offices, this time to Helsinki. This coincided with the creation of Artek, a firm he set up to produce the furnishing, light-fittings and vases which he had also begun to design for his interiors. Aalto’s furniture, made inexpensively from bent-wooden laminates that gave him the fluidity of form he so liked while straightforwardly satisfying the obvious functional requirements, has had considerable impact and, unlike the furniture designed by most other eminent architects, is still in production. To finance this operation he sought the patronage of Harry and Maire Gullischen, for whom he later built the Villa Mairea (1938–9), one of the great modern houses, referred to by Siegfried Giedeion as ‘architectural chamber music’.

It was towards the end of the 1930s that Aalto evolved his second, ‘red’ phase – although such a soubriquet does little justice to the variety of either materials or designs employed. The most important constructions here were the expressionistic Cellulose Sulphate Factory at Sunila (1936–9); the Baker House Dormitory for MIT in Chicago (where he was Professor of Architecture 1945–9), his first foreign commission; the Iron Federation Building in Helsinki (1951–5); the complicatedly sited National Pensions Institute (1952–6); the Jyväskylä Pedagogical University (1950–7); the Communist Party Headquarters and Culture House (1955–8), with its curvy walls built out of a specially designed reinforced brick; and Louis Carré’s private villa at Bazoches in France. But of all his buildings in this style the Town Hall and Civic Centre for the small community at Säynätsalo (1950-2) in the centre of Finland was the masterpiece, where he achieved a dignified harmony between his materials (brick, wood and copper) and the surrounding forest.

Aalto’s last period was altogether more mannerist in its approach, and is characterized by the use of white marble and blue ceramic tiles. Although even his earliest buildings showed an unusual interest in fragmented forms, curves and non-right-angles, these themes now became particularly prominent, perhaps encouraged by the nature of the commissions he received, often for churches and auditoria, buildings that demand unusual forms and precise foci. Among these he seems to have considered Finlandia Hall, with its added Conference Centre (1967–75), his testament, realizing the main generative element of his partially executed and slightly Italianate Central Helsinki plan (1959–64). The Cultural Centre at Wolfsburg, West Germany (1953–63), the suite of public buildings at Seinäjoki (1959–65) and the lonely Scandinavian House in Reykjavik, Iceland, (1965–8) are also outstanding. These projects were carried out in partnership with his second wife, Elissa Makiniemi, whom he married in 1952.

As is the case with most architects Aalto’s reputation rests on his larger, public buildings, and yet he was also involved with work of a humbler kind. After the Second World War, when Finland was in need of massive reconstruction, Aalto played a major role in the re-planning of Lapland, an area particularly devastated by the German withdrawal. As a part of this responsibility he designed a series of self-help, minimal space, expansible timber houses of remarkable ingenuity.

Further reading

Aalto’s relatively scant literary output has been collected in Ahar Aalto, ed. KarlFleig (3 vols, Zurich 1963). See also: George Baird, Alvar Aalto (1971); PaulDavid Pearson, Alvar Aalto and the International Style (1978); Malcolm Quantrill, Alvar Aalto: A Critical Study (1990); RichardWeston, Alvar Aalto (1995); MichaelTencher, The Alvar Aalto Guide (1996).

RANULPH GLANVILLE

ABRAMOVIC, Marina

1946–
 Serbian performance artist

Abramovic’s early performances were sound installations in the late 1960s, but by 1972 she had begun to use the body in performance in an extreme way that was to lead her to be regarded as one of the most significant body artists of the 1970s alongside Chris Burden and Vito Acconci.

Many of Abramovic’s performances explore pain, endurance and physical resistance, and this is particularly true of works such as Rhythm 10 (1973), Rhythm 2 (1974) and Rhythm 0 (1974). In Rhythm 2, performed in Zagreb, she took psychiatric medications and commented on the effects. In the first part she took medication for schizophrenia, which lasted for fifty minutes, and in the second, during which she remained sitting for six hours, medication for catatonia.

Rhythm 0 is the piece which has achieved most notoriety and is the most extreme of this series of performances. Abramovic stood by a table on which there were seventy-two assorted objects, from lipstick, perfumes and paint to scissors, razor blades and a loaded gun. A notice indicated that the objects could be used on her as the spectators desired. The performance lasted six hours before a group of spectators brought it to an end in order to prevent her from being seriously harmed. By the time the performance was halted Abramovic’s clothes had been removed by razor blades, she had been painted and a loaded pistol was placed in her hand and pointed at her temple.

In each of these pieces Abramovic was exploring what would happen when she relinquished control, and Rhythm 0 raises serious ethical questions about the responsibility of both performer and spectator. Abramovic was interested in exploring the dynamics of passive aggression in Rhythm 0, and in this piece the violence that she had shown towards herself in Rhythm 10 and Rhythm 2 is displaced onto the spectator.

In 1976 Abramovic began a personal and working relationship with East German artist Ulay (Uwe Laysiepen). They collaborated on a number of pieces including Inponderabilia (1977), Nightsea Crossing, a piece in ninety parts (1981–6) and The Great Wall Walk (1988), a performance where they each walked the Great Wall of China starting from opposite ends. The Great Wall Walk marked the end of both their creative and their personal relationship.

Cleaning the Mirror (1995) and Balkan Baroque (1997) are two solo pieces which are an engagement with personal and social violence. In each piece Abramovic sits on a pile of beef bones and scrubs them clean. In Balkan Baroque there are fifteen hundred bones which she scrubbed and cleaned six hours a day for five days while singing fragments of folk songs she remembered from her childhood. This performance incorporates three video screens, on one of which Abramovic gives a lecture about the murderous nature of rats, while on the other two there are relatively passive images of her parents. The references to the ethnic cleansing in the Balkans are clear.

Throughout her career Abramovic has had an interest in exploring the changes in consciousness which can be brought about through performance and the ritualization of everyday actions. She continues to make intense and powerful work, but it is for potentially self-destructive pieces such as Rhythm 0 that she is likely to be remembered.

Further reading

Other works include: MarinaAbramovic, Cleaning the House (1995); MarinaAbramovic et al., Artist Body: Performances 1969–98 (1998); MarinaAbramovic et al, Marina Abramovic: Public Body (2001); MiguelFernandez-Cid and MarinaAbramovic, Marina Abramovic: Student Body (2004).

FRANC CHAMBERLAIN

ACHEBE, Chinua

1930-
 Nigerian writer

Chinua Achebe is probably Africa’s most widely read writer. His first novel, Things Fall Apart (1958), was written in exasperated response to Joyce Cary’s Mister Johnson, which he and his fellow classmates at Ibadan College judged a travesty of Nigerian character and values. Things Fall Apart focused on the world of Achebe’s Igbo grandparents in Eastern Nigeria before and after the first contact with European missionaries and colonial administrators in the 1890s. It recreates an oral culture and a consciousness imbued with an agrarian way of life, and demonstrates, as Achebe puts it, ‘that African peoples did not hear of civilization for the first time from Europeans’. At the same time, Achebe sought to avoid depicting precolonial African society as a pastoral idyll, rejecting the nostalgic evocations of Leopold Senghor and the francophone negritude school of writing. The protagonist of Things Fall Apart, Okonkwo, emerges as a heroic but rigid and flawed character, whose fear of appearing weak leads him to act harshly towards his wives and children and to participate in the sacrifice of a young hostage from another village. The characterization and enclosed rural world of this novel has been compared to The Mayor of Casterbridge by Thomas Hardy, a novelist Achebe admires.

However, Achebe’s major achievement in his first major work was to create the illusion of an African English and an oral culture within the genre of the novel. His use of proverbs and references to folk tales and myths woven into the speech of his characters provided a model for many younger African writers, especially those from Igbo backgrounds, but it is a technique also found in the works of Wole Soyinka and Ngugi wa Thiong’o. Achebe’s works encompass on a complex narrative style, drawing subtly on a thorough acquaintance with works in the English literary canon as well as the rich cultural inheritance from his Igbo background. In subsequent and recurring debates about the use of English (rather than their mother tongues) by African writers, Achebe has insisted on the usefulness of English to reach across ethnic groups as a national and continental language, but he has also insisted on the right to ‘Africanize’ English so that ‘it can carry the full weight of [his] African experience’. Nevertheless, Achebe has also written poetry and some prose in Igbo.

Achebe’s five published novels can be read as encapsulating the history of Nigeria since colonization. No Longer At Ease (1960) portrays an idealistic young Nigerian civil servant in the years just prior to independence, the grandson of Okonkwo and a member of Achebe’s own generation, drawn into taking bribes, and disgraced. Arrow of God (1964) fictionalizes the story of an Igbo priest in the second decade of the twentieth century, imprisoned for declining an appointment as warrant chief offered him by the District Commissioner. Some critics have regarded this as Achebe’s greatest achievement, with its complex structure and characterization, and its interrogation of the interstices between subjective desire and external forces in the making of history. The concerns with responsible leadership that inform this novel are taken up more explicitly in relation to the political scene in post-independence Nigeria in his satiric fourth novel, A Man of the People (1966). Written in 1965, it exposes the corruption and irresponsibility of leaders, politicians and their constituents, ending (prophetically) with a coup by the military, as indeed happened in Nigeria in 1966, leading eventually to the attempted secession of Biafra and a civil war which resulted over a million deaths between 1967 and 1970. Achebe was a strong advocate of Biafran independence, travelling the world to seek wider support.

Although the war ended in defeat for the Biafran cause, Achebe was determined that the Igbo presence and perspectives should continue within the Nigerian nation. His collection of poems, Beware Soul Brother (1971), and volume of short stories, Girls At War and Other Stories (1972), drew on the experiences of the war. In 1971, he and a group of Nigerian academics founded the journal Okike, an important medium for African creative writing and critical debate. In essays, lectures and interviews, he has been outspoken about the need for committed writing in the African context, and writers and critics whose attitudes to Africans he finds condescending or racist. His denunciation of Joseph Conrad’s Heart of Darkness has aroused continuing debate.

Achebe has received numerous awards and honours. His fifth novel, Anthills on the Savannah (1987), set in a contemporary African state ruled by a military dictatorship, was shortlisted for the Booker Prize.

Further reading

Achebe has published three collections of essays and lectures, Morning Yet in Creation Day (1975), Hopes and Impediments (1988) and Home and Exile (2000), as well as a political analysis, The Trouble with Nigeria (1983). See also: Ezenwa-Ohaeto, Chinua Achebe (1997), a biography; Simon Gikandi, Reading Chinua Achebe (1991), an outstanding critical study.

LYN INNES

ACTON, John Emerich Edward Dalberg (Lord)

1834–1902
 British historian

At the heart of Acton’s life and work was commitment to defence of individual conscience. This permeated his attitude not only towards the past but also towards unduly authoritarian behaviour from secular or ecclesiastical bodies in his own age. In pursuing his convictions he exploited the advantages of inherited wealth and influential cosmopolitan connections so that he might take the risks which others often shunned. This was evident, above all, in stormy dealings with his own Catholic Church – an institution which threatened to bear out the truth of his famed dictum, ‘Power tends to corrupt, and absolute power corrupts absolutely.’

Acton was born in Naples, to whose kingdom his grandfather had once been premier. His mother was widowed early, and at the age of six he acquired a stepfather who later, as Lord Granville, became British Foreign Secretary. He grew up socially and intellectually at ease among the great Whig families of England and among leading liberal Catholic circles both there and abroad. He attended Oscott College and underwent periods of private tuition in Paris and Edinburgh before embarking, in 1848, upon his most decisive educational experience. This involved spending much of the next decade in Munich and on wider European travels, as the personal student of Ignaz Döllinger. From him was obtained a thorough grounding in the rigorous methods of the new German school of historical criticism.

By 1858 Acton was home in England determined to rescue his backward countrymen, Catholic and even Protestant too, from their intellectual insularity. Between 1859 and 1865 he sat as Liberal MP for an Irish constituency, but he felt uneasy within the Commons and contributed little to its proceedings. Nonetheless he held strong views about the way in which democracy and nationalism might be perverted for illiberal purposes, and he won from Gladstone a personal regard that was reflected through the conferment of a peerage in 1869. During the 1860s Acton’s influence was exercised less through parliamentary channels than as an essayist in this, the great age of the Victorian intellectual periodical. Most significantly, he collaborated with others like Newman on liberal Catholic publications, editing the Rambler which was soon revamped as the Home and Foreign Review.

Acton’s efforts at subjecting historical and contemporary issues to the scrutiny of the latest critical scholarship soon brought conflict with Cardinal Wiseman, once his Oscott principal, and with the Vatican itself. The hierarchy contested the liberal Catholic view that such examination could only strengthen the church in the longer term. Rome was in no mood to make concessions about the fact that the ‘nephews’ of certain earlier popes were really sons, or indeed about still weightier matters. In 1864, when Pius IX crystallized his comprehensive rejection of social and intellectual modernity into the Syllabus of Errors, Acton closed his journal before the Vatican could do it for him. Even so, he continued elsewhere his eloquent opposition to the authoritarianism of the Curia and the pope’s own obsession with preserving temporal power.

Matters came to a head in 1870, when the new Kingdom of Italy seized most of the papal territory only weeks after the Vatican Council had promulgated the dogma of Infallibility. During the council Acton was in Rome busying himself behind the scenes to stiffen resistance from those prelates who opposed any such proclamation either because it was ‘inopportune’ or, as he himself believed, because it was still more fundamentally erroneous in its threat to individual conscientious judgement. He made regular reports to Dollinger. Out of them his mentor moulded the Letters of Quinnus from the Council, an exposure of the clerical intrigues underpinning the Curia’s victory, which caused instant scandal when published in Germany. Dollinger was excommunicated, in company with his ‘Old Catholics’. Although as a layman Acton was less immediately vulnerable, he expected a similar fate. But the blow never came, despite the fact that he remained in some respects still more intransigent than Dollinger. The Englishman was permitted to continue from within the church his battle to purge it of obscurantist authoritarianism, and thus to make it a more effective prop to freedom in spheres both spiritual and secular.

Everything which had gone before seemed but a preparation for that great project of ‘a History of Liberty’ to which Acton soon turned. What he actually accomplished of it was fragmentary. Though no book came from him, he travelled widely, conversed brilliantly, and consolidated a formidable international reputation. In 1886 he was among the founders of the English Historical Review, and by the end of the decade was an honorary graduate of Oxford and Cambridge. In 1895 he settled at the latter university, where religious intolerance had denied him any student place forty-five years before, as Rosebery’s nominee to the Regius Chair of Modern History. The next six years were perhaps his happiest and most influential.

Wide acclaim greeted the famous inaugural lecture on ‘The Study of History’. Its peroration, proclaiming Acton’s belief in the discipline as an instrument of moral arbitration, was to encourage more silliness in others than in himself. Appreciative audiences attended his subsequent courses which provided much material for the collections of his work published posthumously: Lectures on Modern History (1906), The History of Freedom and Other Essays (1907), Historical Essays and Studies (1907) and Lectures on the French Revolution (1910). His last scholarly energies were devoted to completing plans for that great collaborative undertaking The Cambridge Modern History, an enormous monument to one kind of positivistic learning. In 1901, exhausted and ill, he again went abroad and died in Bavaria the following year. Thus ended what Acton himself called ‘the story of a man who started in life believing himself a sincere Catholic and a sincere Liberal; who therefore renounced everything in Catholicism which was not compatible with Liberty and everything in Politics not compatible with Catholicism’.

Further reading

Other works include: Selected Writings (3 vols, 1998). See also: GertrudeHimmelfarb, Lord Acton: A Study in Conscience and Politics (1952); DavidMatthew, Lord Acton and His Times (1968); HughMacDougall, The Acton–Newman Relations (1962); RolandHill, Lord Acton (2000).

MICHAEL BIDDISS

ADAMS, Douglas Noel

1952–2001
 English writer

Douglas Adams was proud that his birthdate coincided with the discovery of the genetic code and that his initials spelled out DNA. Educated at Brentwood School, Essex, he read English at St John’s College Cambridge and wrote sketches for the Footlights revue, before becoming a script editor on the BBC’s Doctor Who programme. He later thought of returning to university to study zoology, reflecting his passionate interest in science. Scientists, including his friend Richard Dawkins, respected his scientific knowledge and the philosophical wit that informs many of the jokes in his works, which are nevertheless enjoyed by a vast audience, despite their links with the French cult of the Absurd. Adams was also a latter-day Surrealist: the answer to the riddles posed by Life, the Universe and Everything (1982) was, he famously said, ‘Forty-two.’ He also said, ‘I may not have gone where I intended to go, but I think I ended up where I intended to be.’

Adams first attracted attention in March 1978 with his radio series The Hitchhiker’s Guide to the Galaxy, which eventually he turned into a ‘trilogy in five books’. Earth is about to be demolished to make a freeway in space. Arthur Dent is rescued by Ford Prefect, who is researching the revised edition of the Guide. They travel through the galaxy with its president, Zaphod Beeblebrox (who has two heads and three arms), his girlfriend Trillian, Marvin, a depressed robot, and Veet Voojagig, who worries about the way his ballpoint pens disappear.

The first book, also called A Hitchhiker’s Guide to the Galaxy, instantly became a bestseller and Adams the youngest author to win a Golden Pan award, given for reaching sales of a million copies – a feat he twice repeated, picking up numerous other awards along the way. Its sequels were: The Restaurant at the End of the Universe (1980), in which his characters go on a quest to find a god; and Life, the Universe and Everything (1982), So Long, and Thanks for All the Fish (1984) and Mostly Harmless (1992), in which they are still fruitlessly looking. Galaxy was also adapted as a television series (1982), a record album and various stage presentations. ‘There is a theory which states that if ever anybody discovers what the universe is for and why it is here,’ Adams mused, ‘it will instantly disappear and be replaced by something even more bizarre and inexplicable. There is another theory which states that this has already happened.’

Dirk Gently’s Holistic Detective Agency (1987) and The Long Dark Tea-time of the Soul (1998) followed. Dirk Gently searches for a missing cat and uncovers a ghost and a time traveller in Holistic; and in Tea-time, its sequel, there is an explosion at London’s Heathrow Airport (in 1998 a more improbable event than subsequently). Dirk tangles with the IRA and the Norse gods, seeking for purpose and meaning in human life, Adams’s abiding theme.

Although Adams was reared in a religious household he early on became an avowed atheist. He notoriously suffered from writer’s block and characteristically joked: ‘I love deadlines. I like the whooshing sound they make as they fly by.’ Collaboration with John Lloyd produced The Meaning of Liff (1984) and The Deeper Meaning of Liff (1990). Life, said Adams, was ‘like a grapefruit; it’s orange and squishy and has a few pips in it, and some folks have half a one for breakfast’. Fascinated by new technologies and their implications for humanity, he loved computers, and founded h2g2, a groundbreaking digital media and Internet company which launched a computer game, Starship Titanic (1998). When he died – following a heart attack in a gymnasium – his photograph and the order of his funeral service were released on-line simultaneously with the event.

At his best Adams marries science fiction with Lewis Carroll.

A passionate conservationist, he teamed up with zoologist Mark Carwardine to write Last Chance to See (1992), about endangered animals. To draw attention to the plight of such creatures in their shrinking habitat, Adams climbed Mount Kilimanjaro dressed in a gorilla suit.

VALERIE GROSVENOR MYER

ADAMS, Henry Brooks

1838–1918
 US historian, novelist

‘Probably no child, born in the year, held better cards than he,’ Adams wrote in his autobiography The Education of Henry Adams (1907), meaning that his great-grandfather was second president of the United States and his grandfather the sixth. The pressure of this ancestry was augmented by his father’s distinction as a diplomat, one statesman brother and two others who were writers. But Adams rebelled against such family responsibility to succeed as a deadening limitation, preferring what he termed failure, on his own terms. Harvard, as he later records, taught him ‘little, and that little ill’, and he graduated in 1858 without honours. Studying law in Germany, he discovered that the value of Berlin’s serious reception of the arts was to counter Boston, where ‘every one thought Beethoven a bore’. Hearing his music proved to be ‘among the marvels of education’. And he interviewed Garibaldi in Italy. His real education had begun. When his father became Minister to England in 1861, Adams worked as his secretary for seven years – which included the Civil War – and experienced upper-class British culture. His letters to the American press included highly provoking remarks on the probability of war with Britain. Articles in the North American Review suggested a career in history, and after a spell freelancing on finance for newspapers he became, under family pressure, Assistant Professor of History at Harvard (1870–7) – hence the well-known passage in Pound’s Cantos: ’Said Mr Adams, of the education,/ Teach? at Harvard?/Teach? It cannot be done./And this from the monument’ – i.e. from Henry James.

For Adams, history could be neither the conventional bore of successive royals and politicians, nor the deceptions of academic economics and war studies. The Education, ’The Tendency of History’ (1894) and ‘The Rule of Phase Applied to History’ (1908), which drew on the physicist Willard Gibb’s theory of change in phase and of change in equilibrium, demonstrate the operation of energies and forces: ‘The historian’s business is to follow the tracks of energy; to find where it comes from and where it went to; its complex course and shifting channels; its values, equivalents, conversions.’ Nevertheless, he edited the North American Review, took a PhD at Harvard, and built a sound reputation as a historian on lives of Albert Gallatin (1879) and John Randolph (1882) and a comprehensive History of the United States of America During the Administrations of Jefferson and Madison (1885–91). Of his two novels, both of which appeared pseudony-mously, Democracy (1880) tells an inside story exposing the mechanisms of Washington politics, and Esther (1884) concerns a woman painter’s realization that free thinking, religion, art and marriage are incompatible in American society.

Adams’s sense of the discontinuous and chance actions in history received a severe reinforcement with his sister’s death by tetanus contracted from a carriage accident. Then the wife he had married in 1872 committed suicide in 1885 (her father’s death and her own melancholy temperament were unavoidably catastrophic), an event unmentioned in the autobiography – the gap exemplifies the gaps in true history. Adams began to travel in the hope of release from anguished memory – to Japan, into continental Asia and to Europe, to Tahiti. The most celebrated work of the President of the American Historical Association had yet to come: Mont-Saint-Michel and Chartres (1904), The Education and The Degradation of the Democratic Dogma (posthumously published in 1919), works as coolly analytical of human social energies as his novels. His two representative unities of radiating and controlling energy were the thirteenth-century Virgin of Catholicism and the great cathedral communities, and the dynamo in the Hall of Dynamos at the Chicago Great Exposition of 1893. In order to free himself from American provinciality and an education that befitted him for the eighteenth century, he had to consider the processes of cultural synthesis rather than singularity, multiplicity and a multiverse rather than separations and a universe, to include – as historians customarily did not – science, technology and the particular force of women, in the configurations of power. Chapter 6 of the first volume of his History of the United States concludes with the peculiar problem of American potentiality:


Could it transmute its social power into the higher forms of thought? Could it provide for the moral and intellectual needs of mankind? … Could it produce, or was it compatible with, the differentiation of a higher variety of the human race? Nothing less than this was necessary for its complete success.



He came to believe, as he wrote to his brother, the historian Brooks Adams, that ‘science is to wreck us… we are like monkeys monkeying with a loaded shell’. He yearned for a cultural unity which would combine science and metaphysics – ‘I am a dilution of Lord Kelvin and St Thomas Aquinas’ – and found himself a ‘conservative Christian anarchist’. So he became typical of the majority of American liberal intellectuals of the twentieth century. While he remained sceptical of his own achievement, scorned American political behaviour and rejected the inevitable destructive purposes of scientists, he retained an optimistic view of the human mind, ‘itself the subtlest of all known forces’, manifested in history and science.

The Pacific and Asia hardly changed him: ‘I was a little bored by the calm of the tropical sea, or perhaps it was the greater calm of Buddha that bored me.’ The double image of energy which appealed to his active mind was a woman, in Esther, gazing at Niagara. In the History he protested against the incompetence of ‘five million Americans struggling with the untamed continent’, an image of betrayal, relying on fraudulent nationalism as unified energy. His vision was more that of the twentieth century: ‘Except as reflected in himself, man has no reason for assuming unity in the universe, or an ultimate substance, or a prime-motor.’ Between the order of Chartres and the chaos of Washington he chooses neither, and proceeds to diagnose the major modern issues. For example, in ‘Prayer to the Virgin of Chartres’, found in a wallet of special papers after his death, he wrote: ‘Yet we have Gods, for even our strong nerve/Falters before the Energy we own./ Which shall he master? Which of us shall serve?’ The poem then moves from the electricity generated by the dynamo to energy radiant from the atom – and still the problem remains: how to control power. In The Education Adams writes:


From cradle to grave this problem of running order through chaos, direction through space, discipline through freedom, unity through multiplicity, has always been, and must always be, the task of education, as it is the moral of religion, philosophy, science, art, politics, and economy.



In his youth American political economy was already backward – ‘No one, except Karl Marx foresaw radical change’, and ‘the blackmailer alone was the normal product of politics as of business’. The future for young Americans could only be positive in accurate knowledge of the processes of change, which neither Aquinas nor Adam Smith nor Marx explained satisfactorily. There was no coherent curve of meaning encompassing everything and controlling direction, much as he would like to demonstrate: ‘If a Unity exists, in which and toward which all energies centre, it must explain and include Duality, Diversity, Infinity and Sex!’ But only Whitman used sex as a force rather than a sentiment: ‘American art, like the American language and American education, was as far as possible sexless. Society regarded this victory over sex as its greatest triumph.’ Psychology is merely a narcissistic trap, ‘the mirror of the mind’, and the self itself ‘a centre of supersensual chaos’. Adams concludes: ‘If science were to go on doubling or quadrupling its complexities every ten years, even mathematicians would soon succumb. An average mind had succumbed in 1850; it could no longer understand the problem in 1900.’ The historian therefore has no authority; he cannot teach, only learn. But Adams is certain of the utter necessity of an education to understand energy and power: ‘The new American child … must be a sort of God compared with any former creation of nature. At the rate of progress since 1800, every American who lived into the 2000s would know how to control unlimited power.’ But ‘a new social mind would be needed to comprehend it.’

Further reading

Other works include Historical Essays (1981). See also WorthingtonChauncey Ford (ed.) Letters of Henry Adams 1858–91 (1930) and 1892–1918 (1938). See: ErnestSamuels, TJie Young Henry Adams (1948); Henry Adams: The Middle Years (1958); and Henry Adams: The Major Phase (1964); J. C.Levenson, The Mind and Art of Henry Adams (1957); Brooks D.Simpson, The Political Education of Henry Adams (1996).

ERIC MOTTRAM

ADAMS, John Coolidge

1947–
 American composer and conductor

At the turn of the century, with the premiere of his Nativity Oratorio El Niño (2000) at Le Théâtre du Châtelet in Paris, John Adams was being acclaimed as the most prominent American serious composer on the international scene. He grew up under the influence of minimalist composers Steve Reich and Philip Glass but, a decade younger, he inherited American music of all kinds which he has fused in a uniquely individual way. His operas on contemporary subjects such as Nixon in China (1987) and The Death of Klinghoffer (1991) brought him to a wide public and courted controversy, but by the time of his musical response to the attack on the World Trade Center – On the Transmigration of Souls (2002) – he had become a kind of laureate among American composers.

Adams was born in Worcester, Massachusetts, in 1947 and grew up in East Concord, New Hampshire; he soon became a proficient clarinetist and later played professionally; by the age of ten he was having composition lessons and four years later heard his first orchestral piece. He took his MA at Harvard where his teachers included Leon Kirschner, who found him ‘not quite in the twentieth century’ because he failed to respond to serial music and preferred to listen to Jefferson Airplane and the Grateful Dead. He then moved to San Francisco in 1971, in what he has called ‘the typical romantic gesture of a twenty-two-year-old’, where he taught at the Conservatory for a decade. It was during this period that he wrote his minimalist piano piece Phrygian Gates (1977), inspired by the repetitive patterns in architecture in Florence, and the orchestral Shaker Loops (1983), based on American traditional practices. These were followed by Harmonium (1981), settings of poems by John Donne and Emily Dickinson, and Harmonielehre (1985), both written for the San Francisco Symphony where Adams worked closely with Edo de Waart. By this time the lavish expansion of minimalist procedures, which Adams regarded as ‘the essential fulcrum of my personal language’, showed him breaking away and establishing his own territory, although he has always recognized his starting point.

A major landmark was the opera Nixon in China, suggested by director Peter Sellars, based on President Nixon’s 1972 visit to Beijing to meet Mao Zedong. Alice Goodman’s libretto allows for a mixture of documentation and commentary in music that is both lyrical and heroic. Adams said: ‘The Nixon/Mao encounter, puffed-up and media-driven as it was, lent itself perfectly to a parody in the Verdian verismo tradition’, and he had to learn to write melody. The opera’s success was immediate, following its premiere at Houston Grand Opera in 1987, and the New York Times said that Adams had done for the arpeggio what McDonald’s did for the hamburger. Adams made an even wider impact when the same operatic team embarked on The Death of Klinghoffer, about the American Jew confined to a wheelchair who was murdered by Palestinian terrorists on the cruise ship Achille Lauro in the Mediterranean in 1985. The premiere was in Brussels in 1991 during the first Gulf War, but the even-handed, non-partisan treatment of the subject was too controversial for a revival in the US after the performances by San Francisco Opera. It has since made a searing impact as a film.

Adams’ next theatre piece, I Was Looking at the Ceiling and Then I Saw the Sky (1995), is based on a story by June Jordan about seven youths in a tough part of Los Angeles. The score boldly plunges into the vernacular with pop songs and a rock band. But by the early 1990s Adams was being increasingly represented in the concert hall and conducting himself. His Chamber Symphony of 1992 came to terms with the two examples by Schoenberg, and his Violin Concerto for Gidon Kraemer appeared in the following year.

Less than a year after the Paris premiere of El Nino came 9/11, and six months after that Adams was commissioned by the New York Philharmonic to commemorate the event. On the Transmigration of Souls was not a requiem but, like the operas, was partly documentary, including voices speaking about their bereavement. The final words are ‘I love you’, and Adams said: ‘The meditative ending, I hope, demonstrates that life can – and does – go on.’

Now Adams’ career is still in full swing, but at his fiftieth birthday Sir Simon Rattle said that he was ‘a ten times better composer than all the minimalists put together’. In terms of the impact of his music and the relevance of his concerns to large numbers of people, that looks like a judgement that may stand.

PETER DICKINSON

ADLER, Alfred

1870–1937
 Austrian psychiatrist

Alfred Adler was born on 7 February 1870, the second of six children in the family of a merchant named Leopold Adler. He was brought up in a suburb of Vienna, and suffered so severely from rickets in early child-hood that he did not walk until he was four years old. This early infirmity not only dictated his choice of medicine as a career, but also convinced him of the importance of organic, physical defects as determinants of personality. Since he was unable to join other boys in sport he read extensively, and in later life became an eloquent speaker who could quote the Bible and who drew upon an extensive knowledge of Schopenhauer, Nietzsche and Kant. His favourite authors were Homer, Goethe and Shakespeare. He studied medicine at the University of Vienna, obtaining his degree in 1895. After three years working in hospital, he launched into private practice as an eye specialist, but soon turned to general practice. Finally, as a consequence of attending lectures by the neu-ropsychiatrist Krafft-Ebing, whose writings had steered Jung in the direction of psychiatry, Adler decided to specialize in the study and treatment of nervous disorders. During his early years in practice, Adler developed a passionate concern with social problems, became a socialist, and published a pamphlet on the health of tailors, who often had to work in deplorable conditions and who seemed particularly prone to develop eye complaints. Adler’s interest in the problems of society remained with him all his life and shaped his later psychological concepts. In 1909 he wrote a paper on the psychology of Marxism which, unfortunately, has disappeared. His Russian wife was a friend of Trotsky and other revolutionaries.

In 1902, Adler’s early advocacy of Freud brought him an invitation to join Freud’s discussion group; and, in 1910, he was made president of the Vienna Psychoanalytic Society into which that group had developed. However, Adler’s ideas became increasingly at variance with what were then the fundamental tenets of psychoanalysis, and in 1911 Adler and a few followers parted company with Freud and his disciples. Adler was the first major dissenter among the early psychoanalysts. In 1912, he founded his own ‘Society for Individual Psychology’, and after the First World War he started a large number of child guidance clinics in Vienna. Adler’s ‘Individual Psychology’ reached its peak of popularity during the 1920s and early 1930s. At one time there were thirty-four local associations promoting Adlerian ideas, the majority of which were in central Europe, but others of which were founded in the USA and Great Britain. Adler himself edited a journal in German; and there were also journals in English on both sides of the Atlantic which served to promulgate the Adlerian point of view. However, the advent of Hitler caused the disappearance of most of the associations in Europe, and the majority of Adler’s followers were compelled to emigrate. Adler himself died of a heart attack on 28 May 1937 in Aberdeen. With his death the German and American journals ceased publication, and the English journal was also discontinued at a later date. For a time, Adler’s ideas and even his name faded from sight, but in recent years it has been increasingly recognized that he did make important contributions to psychological medicine, and that he was the originator of ideas which have been appropriated or taken over by others.

Adler’s original point of view was first made manifest in 1907 when he wrote a paper on ‘The Inferiority of Organs’ and the way in which individuals compensated or over-compensated for such defects. This was clearly based upon his own experience of rickets in childhood. Adler’s insistence upon the psychological importance of birth order was as clearly derived from the fact that he himself was a second child. Adler believed that second children tended to be particularly ambitious because they were always striving to surpass their elder sibling. He considered that Freud’s resentment of his own divergence from psychoanalysis was typical of an eldest son who felt threatened by dethronement by younger siblings.

In Adler’s view, ‘aggression’, in the sense of self-assertion and the will to power, took precedence over sex as the prime mover of human conduct. Adler pictured the child as feeling itself to be weak and inferior, and therefore motivated towards achievement in order to overcome such feelings. Since, in Western society, men have more power than women, the feminine position is one of weakness; and both sexes exhibit a ‘masculine protest’ in so far as they strive to overcome a sense of inferiority to those they envy and try to emulate.

Very early in life, the child develops a particular ‘style of life’ in accordance with his genetic endowment, position within the family, and type of upbringing. Thus, the clever child tries to achieve superiority through his intellect, while his physically more agile brother develops his muscles. Adler used often to ask his patients to recall their earliest childhood memory, alleging, with some justification, that such memories often revealed what ‘style of life’ the individual had adopted from the beginning. If this point of view is adopted, it follows that personality is more determined by the goals toward which the individual is striving than by what had happened to him in the past, as Freud supposed. Adler freely acknowledged a teleological viewpoint; and with it linked the notion of fictional goals, based upon misconceptions, which he derived from Hans Vaihinger’s book The Psychology of ‘As If. Vaihinger advanced the notion that men lived by a number of fictional ideas which had no basis in fact, but which nevertheless provided guides towards living or goals at which to aim. If one believes in hell and heaven, for example, such a belief is bound to have a profound effect upon one’s conduct. Neurotics are often motivated by fictional goals, of which the desire to gain power over others, rather than the wish to achieve co-operative relations on equal terms, is the most important.

As Adler grew older, his concept of striving for superiority became modified into something analogous to self-actualization or self-realization: a goal of completion which was always sought, but never quite achieved. However, this ideal was never a matter of the perfection of the individual in isolation, but was always firmly anchored within a social context. Freud regarded society as a limitation upon the individual, restraining him from the uninhibited expression of his instincts. Adler, true to his socialist principles, thought of social interaction and co-operation as essential to mental health. Adler’s later work repeatedly refers to Gemeinschaftsgefuhl, or ‘social interest’ as it has been rather lamely translated. No one could be healthy unless she had replaced the goal of dominating her fellows with the goal of an ideal community. As Adler himself wrote:


Individual Psychology has uncovered the fact that the deviations and failures of the human character – neurosis, psychosis, crime, drug addiction etc. – are nothing but forms of expression and symptoms of the striving for superiority directed against fellowmanship … Never can the individual be the goal of the ideal of perfection, but only mankind as a co-operating community. A partial community of any kind – perhaps groups that are associated through certain political, religious, or other ideals – is also not sufficient. Neither do we mean the existing society, but an ideal society yet to be developed, which comprises all men, all filled by the common striving for perfection. This is how the Individual Psychology concept of social interest (Gemeinschaftsgefuhl) is to be understood.



Adler was essentially a teacher and publicist rather than a theoretician. His books, which are generally written in a popular style, are often repetitive, because they nearly all took origin from lectures. Many of Adler’s ideas, like the famous ‘inferiority complex’, have been incorporated into the teaching of schoolchildren and the counselling of adults without recognition being given to their originator. Adler was a man with considerable force of character and charm of personality. The virtual eclipse of his school of Individual Psychology after his death bears witness not only to his persuasive powers as an individual, but also to his failure to present his ideas in other than a popular form. While Jung and Freud are both represented by Collected Works in many volumes of varying degrees of profundity and erudition, Adler has left no such corpus of scholarly work behind him. In spite of this, his influence has probably been underestimated. His early insistence upon the importance of aggression has been fully vindicated. His recognition of ‘organ inferiority’ and its consequences provided a springboard for the development of psychosomatic medicine. He founded the first child guidance clinic, and his theories have provided inspiration to several generations of teachers. In addition, his emphasis upon the individual’s need to be a part of, and play a part in, society was a valuable antithesis to Freud’s negative view of altruism and Jung’s concentration upon the development of the individual in isolation.

Further reading

Translations of other works include: The Neurotic Constitution (1921); The Practice and Theory of Individual Psychology (1925); Understanding Human Nature (1928); What Life Should Mean to You (1932). See also: PhyllisBottome, Alfred Adler: A Biography (1939); H.L. and Rowena R.Ansbacher, The Individual Psychology of Alfred Adler: A Systematic Presentation and Selection from His Writings (1956); H.L. and Rowena R.Ansbacher, Superiority and Social Interest: A Collection of Later Writings (1965); HerthaOrgler, Alfred Adler; The Man and His Work (1973); Heinz L.Ansbacher, Alfred Adler Revisited (1995); EdwardHoffman, The Drive for Self: Alfred Adler and the Founding of Individual Psychology (1997); LorenGrey, Alfred Adler, the Forgotten Prophet: A Vision for the 21st Century (1998).

ANTHONY STORR

ADORNO, Theodor Wiesengrund

1903–69
 German social theorist

One of the twentieth century’s most complex thinkers, Theodor W. Adorno was born into the wealthy half-Jewish Wiesengrund family in Frankfurt. While still at school, he was befriended by the journalist and critic Siegfried Kracauer, who opened up problems ranging from Kant’s Critique of Pure Reason to the mass media. At the age of twenty-one, under the illustrious neo-Kantian Hans Cornelius, Adorno received his doctorate from Frankfurt University for a thesis on Husserl’s phenomenology. Meanwhile this brilliant scholar had acquired from his half-Corsican ex-opera singer mother not only the surname of Adorno, but also an inextinguishable interest in music. With his doctorate secured, Adorno joined Alban Berg in Vienna to undertake an intensive study of piano technique in the circle around Arnold Schoenberg, the originator of atonal music. But Adorno never abandoned his theoretical pursuits, and after leaving Vienna he became increasingly involved with the Frankfurt Institute of Social Research, particularly after the appointment of his friend Max Horkheimer as Director in 1930 ushered in the Institute’s ‘Frankfurt School’ era.

Adorno’s Marxism owed most to Georg Lukács’s History and Class Consciousness of 1923, with its key concept of ‘reification’ showing how social relations of production come to appear as qualities of things; this, what Marx called ‘commodity fetishism’, proved the cornerstone of Adorno’s entire work. In the first volume (1932) of the Institute’s Zeitschrift für Sozialforschung (‘Journal of Social Research’), he located the socially critical function of music in its refusal to ‘represent’, that is, be equivalent to anything, even the political struggle against capitalism; this isolation was painful, but to do ‘more’ meant reification, musical hara-kiri.

Although Adorno was able, perhaps due to a combination of his Italian surname and idiosyncratic style, to visit Germany as late as 1936, the revocation of his right to teach in 1933 had driven him to try and establish himself at Oxford. This was apparently unsuccessful, and in 1938 he crossed the Atlantic to work as musical director in Paul Lazarsfeld’s Princeton Radio Research Office. Adorno’s crusade against reification hardly equipped him for what Americans understood by ‘media research’, however, and he took refuge in Horkheimer’s newly established Institute in New York, contributing to its journal, which eventually appeared in English as Studies in Philosophy and Social Science. When the latter was discontinued in 1941, Adorno moved to California, to find himself in a community of distinguished exiles, including Thomas Mann, who drew on his musical expertise heavily (plagiaristically, in Adorno’s estimation) for the technical details of Doctor Faustus. Greatly influenced by Husserl’s Crisis of European Science, Adorno now devoted himself to a joint undertaking with Horkheimer, the Dialectic of Enlightenment (trans. 1972): the ‘Light of Reason’ (symbolized by Bacon, but prefigured in Greek philosophy) had stopped short of a critique of its own structure, thereby becoming a new and dangerous mythology, subjecting the world to the totalitarian command of technological domination. For Horkheimer, this book seems to have been a farewell to Marx, who was indicted as a spellbound accomplice of this tradition; Adorno, on the other hand, though equally critical of Marx’s techno-centrism, was in many ways only extending to philosophy and science the never-to-be-forgotten message of ‘commodity fetishism’ that he had learned (via Lukacs) precisely from Marx.

Adorno also worked on Horkheimer’s Studies in Prejudice, contributing to the volume on The Authoritarian Personality. But by the time this appeared in 1950, Adorno had followed Horkheimer back to Frankfurt, to teach at the university, help re-establish the Institute for Social Research, and still engage in a prolific output of theoretical writings. As the enfant terrible of the German Sociological Society, he even found time to provoke the ‘Positivism Dispute’ at its 1961 Conference. Karl Popper, himself a critic of positivism, argued that knowledge advanced by rejecting accepted theories as incompatible with the facts and advancing new theories capable of subsuming these facts. Adorno in turn rejected this ‘critical rationalism’ of Popper’s as itself a variant of positivism: the incompatibility of theories with ‘facts’ was the necessary expression of an objectively antagonistic social reality, and it was the latter, rather than isolated theories, that had to be criticized and overturned.

This, as Adorno rightly stressed, constitutes the project of a ‘critical theory of society’ as formulated by Horkheimer in the 1930s. Ironically, however, as this theory (now dubbed ‘Frankfurt School’) assumed concrete political force in the student anti-authoritarian movement, Adorno found himself in the position of seeing his genuine reservations vis-a-vis that movement used by the authorities to justify an armed repression that was even more distasteful to him. He collapsed and died in the tumultuous days of 1969. By then, however, Frankfurt School theory was making its mark on Anglo-Saxon intellectual life via Herbert Marcuse, and this brought in its wake a string of translations of Adorno’s works. These left their mark in many forms: in a generalized antipathy to ‘disciplines’ such as sociology; in institutions like the Centre for Contemporary Cultural Study at Birmingham; in American journals such as Telos and New German Critique; and in a growing understanding that Marx’s value theory is not a question of ‘economics’ but a critique of capitalist relations of production.

Further reading

Adorno’s Collected Works (1970 onwards) will fill over twenty volumes. The English reader is best advised to start with the selected essays entitled Prisms (1967), and then tackle the joint work with Horkheimer, Dialectic of Enlightenment (1972; German original 1947). The most difficult but logically constitutive book is Negative Dialectics (1973; German original 1966). See also: Philosophy of Modern Music (1973; German original 1949) and The Positivism Dispute in German Sociology (1976; German original 1969). A partial intellectual autobiography is available in the uncharacteristically readable ‘Scientific Experiences of a European Scholar in America’ in D.Fleming (ed.) The Intellectual Migration: Europe and America, 1930-1960 (1969); MartinJay, Adorno (1984); Matt F.Connell, Theodor W. Adorno: An Introduction (2003). GillianRose, The Melancholy Science (1978) provides a tightly structured survey and level-headed critique of Adorno’s vast intellectual production.

PHIL SLATER

AFGHANI, Jamal Uddeen Al

1838–94
 Islamic teacher and writer

An Islamic scholar, philosopher, teacher, orator, linguist, journalist and politician, Jamal Uddeen Al Afghani played a leading role in arousing anti-imperialist consciousness in the Muslim world, then dominated by European powers, and encouraging reformist and constitutional movements within Muslim countries. This brought him into conflict with not only Britain, the foremost imperialist nation of the time, but also the rulers of Egypt, Iran and Turkey.

He was a controversial figure, spartan in habits, and a life-long bachelor. His death was kept a secret for many years; and his national origin and birthplace are still a subject of debate. He claimed to have been born of Sunni parents at Asadabad near Konar, in the district of Kabul, Afghanistan, in 1838. But his critics insisted that his birthplace was Asadabad near Hamadan in western Iran, that his parents were Shia, a minority sect, and that he lied about his Shia origin so as not to alienate the Sunni majority.

There is, however, no doubt that he spent his childhood and adolescence in Kabul where he studied Islam as well as philosophy and exact sciences. He left Afghanistan when he was eighteen, and was abroad for five years. He stayed in India for over a year; and after his pilgrimage to Mecca went to Karbala and Najaf in Iraq. On his return to Afghanistan he helped the ruler, Dost Mohammed Khan, to mount a successful attack on Herat. After Khan’s death in 1863, he became involved in the civil war which broke out. His patron lost; and he was expelled from Afghanistan in September 1868. He went to India and Egypt and then Istanbul, where he was well received.

Afghani lectured at such prestigious places in Istanbul as Sultan Ahmed’s mosque and Aya Sofia. In one of his lectures he described imparting prophetic teachings as a human craft or skill. This offended the religious establishment, headed by the Shaikh al Islam (Wise Man of Islam), Hasan Fahmi, who was jealous of his scholarship and popularity. Under the circumstances Afghani considered it prudent to leave Istanbul.

He arrived in Cairo in March 1871, and was given an annual allowance of 12,000 Egyptian piastres by the ruler, Khedive Ismail. Besides teaching his disciples theology and philosophy, he urged them to take up journalism, since he regarded the written word as the most effective method of influencing the minds of contemporaries. Among his students were Mohammed Abdu and Said Zaghlul Pasha: the former was to become the grand mufti of Egypt, and the latter a founder of the nationalist Wafd Party. He helped establish a daily newspaper and a monthly journal. He encouraged patriotic resistance to growing British and French interference into Egypt’s affairs, attacked Khedive Ismail for his spendthriftness, and proposed a parliamentary system of government.

When, in early 1879, Tawfiq succeeded his father, Khedive Ismail, the British advised him to expel Afghani. He did so. In September, Afghani was deported to Hyderabad, India, and then to Calcutta, and kept under British surveillance. This continued until the simmering nationalist movement in Egypt had burst out as an armed uprising in 1881–2, and had then been crushed by British troops.

In January 1883, Afghani turned up in Paris. Four months later he published an article in the Journal des Débats in which he refuted Joseph-Ernest Renan’s arguments, delivered in an earlier lecture, that Islam and science were incompatible. With the help of Indian Muslims living in Paris, he and Mohammed Abdu started a journal, Al Urwat al Wuthqa (‘The Indissoluble Link’), in March 1884. Because of its opposition to the British policies in such countries as Egypt and India, the journal was banned by the British in their colonies. It ceased publication seven months later.

Following an invitation in 1886 by Nasir Uddeen Shah, the ruler of Iran, Afghani went to live in Tehran. But his popularity there soon disconcerted the shah. The next year he left for Uzbekistan province of tsarist Russia. There he engaged in propaganda against the British in India; and this pleased the tsar. At his urging, the tsar allowed the publication of the Koran and other Islamic literature in Russia for the first time.

In 1889, on the way to the Paris World Exhibition, he met the shah of Iran in Munich. Accepting the shah’s invitation, he returned to Tehran. But his stay there was short and unhappy. His plan for reforming the judiciary aroused the shah’s suspicion; and he retired to a religious sanctuary near the capital. In early 1891, the shah sent a large force of cavalry to arrest him and banish him to Khaniqin on the Iranian-Turkish border.

After Afghani had reached Basra and recovered his health, he attacked the shah for giving tobacco concessions to a British company. His disciple, Mirza Hassan Shirazi, the first clergy of Samarra, decreed that the faithful should stop smoking until the shah had withdrawn his tobacco concession. The shah yielded.

Afghani then travelled to London and carried out a sustained campaign against the dictatorial rule of the shah, chiefly through Diyal al Khafikayn (Radiance of the Two Hemispheres), a monthly journal published in Farsi and English. He thus helped to build a reformist movement in Iran, under the leadership of the clergy, which was dedicated to the shah’s overthrow.

When the sultan of Turkey invited Afghani to Istanbul, he went. There the sultan gave him a generous monthly allowance and tried to persuade him to cease his propaganda against the shah. He refused and sought, in vain, to leave. On 11 March 1896 the shah of Iran was murdered by Mirza Mohammed Reza, a disciple of Afghani. This led to the accusation that Afghani had guided the assassin’s hand, a charge he denied in an interview with the Paris-based he Temps. About a year later he died of cancer of the chin, and was buried in Nishantash. In December 1944 his body was removed from there and sent to Ali Abad, a suburb of Kabul, where it has rested since then.

Afghani made four major contributions to Islamic and secular thought and action. He argued that each believer had the right and responsibility to interpret the Koran and the Sunna (‘custom’) for himself. He wanted the people to help themselves, and often quoted the Koranic verse which states: ‘Verily, Allah does not change the state of a people until they change themselves inwardly.’ He urged Muslims to master science as a means of liberating themselves from the domination of Western nations. While he stressed the pan-Islamic concept throughout his life, in his writings and lectures on India he underlined the need for unity between Muslims and Hindus in their struggle against British rule.

As the anti-imperialist movement sharpened in Islamic and non-Islamic colonies in the wake of the Second World War, interest in Afghani’s teachings rose dramatically. The success of the Islamic revolution in Iran in 1979 reiterated the significance of Afghani and his views.

Further reading

See: E.G.Browne, The Persian Revolution of 1905– 1909 (1910); ElieKedourie, Afghani and Abduh: An Essay on Religious Unbelief and Political Action in Modern Islam (1966); Nikki R.Keddie, An Islamic Response to Imperialism: Political and Religious Writings of Sayyid Jamal ad-Din ‘al-Afghani’ (1968) and Sayyid Jamal ad-Din ’‘al-Afghani’: A Political Biography (1972); A.Albert Kudsi-Zadea, Sayyid Jamal ad-Din Al Afghani: An Annotated Bibliography (1970). See also: DilipHiro, War Without End: The Rise of Islamist Terrorism and the Global Response (2001).

DILIP HIRO

ALBEE, Edward Franklin

1928–
 US dramatist

The adopted son of a millionaire, Albee was quickly promoted as a natural successor to Arthur Miller and Tennessee Williams, both of whose careers seemed in decline in the late 1950s. But when he refused to capitalize on his early success by obligingly abandoning what many critics regarded as a wilful experimentalism, his reputation suffered an ill-deserved decline.

His first one-act play, which received its premiere in Berlin in 1959, was The Zoo Story. Not the absurdist play which it was taken to be, it was in fact a powerful plea for the centrality of human relationships and a rejection of what is presented as a destructive materialism. Much the same could be said of his first Broadway production, Who’s Afraid of Virginia Woolf? (1962). Ostensibly a Strindbergian drama of sexual conflict, it was also a Catonian warning against the erosion of human values and the consequence of a failure to engage the real. Set in the ironically named New Carthage, it combines a brilliantly witty drama of personal relations with an articulate assault on the collapse of private and public values. In his early works, indeed, he is something of a social critic, insisting that, while ‘we are no longer looking for panaceas against all evils or solutions manufactured abroad’, his concern was ‘to prevent our political system from being denatured by too much facile conformism’, asserting that this ‘is already a programme in itself. But if Who’s Afraid of Virginia Woolf? advocated a confrontation with social and sexual realities, it evaded the question of definition. Reality was taken to be substantial and immediate. In subsequent plays he pressed his enquiry further. Tiny Alice (1965), for example, examines the nature of religious conviction in a play whose symbols many found baffling and whose characters have begun a slide towards abstraction which now intensified in his work. In A Delicate Balance (1966), awarded the Pulitzer Prize denied to his earlier and more worthy Who’s Afraid of Virginia Woolf?, he dramatized his sense of an absurdity which could no longer be neutralized by a quixotic gesture or even a determined effort to re-establish communal values.

And so the confidence of his early plays slowly erodes until, in Quotations from Chairman Mao Tse-tung (1968), words become found-objects and character little more than social role, a series of contingent acts. The play combines literal quotations from Mao’s work with a poem by the nineteenth-century American sentimental poet Will Carleton. Only one character speaks lines actually written by Albee and each narrative is broken into fragments, these being juxtaposed to one another. The effect is to create occasional moments of consonance, as passages seem to comment on one another. But for the most part any coherent meaning must be the product of individual members of the audience as they struggle to create totality out of fragments – a process which is offered as an accurate account of the process whereby experience is reduced to meaning.

Albee’s experiments continued in this direction. The world, which in his early plays he still believed could be saved with compassion and a liberal respect for reality and a language which, if wilfully deceptive, could still offer hints for the restoration of harmony, collapses. In Counting the Ways and Listening, rather as in Pinter’s and Beckett’s later work, the word ‘reality’ lost all meaning. We are left with a present which is no more than the recalling of a past which may never have happened. Even the substance of the physical surroundings has shrivelled into a space which offers no clue as to meaning or time.

For a time Albee tended to alternate original plays with adaptations. But the latter were almost invariably disappointing. Either he set himself to dramatize the undramatizable – in the form of Carson McCullers’s southern grotesques in The Ballad of the Sad Cafe (1963), or James Purdy’s surreal characters in Malcolm (1966) – or he simply adapted a work, like Giles Cooper’s Everything in the Garden (1968) which benefited little from transposition from an English to an American environment. His real talent lay in the consummate skill with which he dissected private and public deceptions and articulated first his liberal convictions, and subsequently his deepening scepticism about life and art. Only with Three Tall Women (1991), which won another Pulitzer drama prize, did Albee begin to re-emerge, both critically and commercially.

Of the recent work, it is The Goat, or Who is Sylvia? (2002) that has attracted most attention, though not all of it positive. An architect and those around him are thrown into emotional and intellectual disarray when he becomes physically enamoured of the animal of the play’s title. An allegory about how individuals deal, or fail to deal, with being gay, it draws upon the dramatist’s considerable linguistic and intellectual resources to the full. For some Broadway audiences this was disconcerting: but in London, where The Goat was first staged in 2004, acclaim was instant and almost unconditional.

In 2005 – the same year as his longstanding partner Jonathan Thomas died of cancer -Albee was given a Tony Award for Lifetime Achievement. At its best his work is characterized by a coruscating wit, an articulacy that can become his subject as well as his method, a fascination with language, and a sensitive control over rhythm and tone, which at times gives it a musical structure. No other American dramatist has been as dedicated to examining the essence of theatricality, or dissecting the nature of his own language and art.

Further reading

Albee’s many other works include: the one-act plays The American Dream (1962), The Sandbox (1960), and The Death of Bessie Smith (1960); All Over (1971); Seascape (1974); The Lady from Dubuque (1980); Lolita (stage adaptation of the novel by VladimirNabokov, 1980); The Man Who Had Three Arms (1981); The Lorca Play (1992); Peter & Jerry (2004). See: C.W.E.Bigsby, Albee (1969) and Edward Albee (1975); Michael Rutenberg, Edward Albee: Playwright in Protest (1969); AnnePaolucci, From Tension to Panic: The Plays of Edward Albee (1972); G.McCarthy, Edward Albee (1987); MelGussow, Edward Albee: A Singular Journey (2000).

C.W.E. BIGSBY (REVISED AND UPDATED BY THE EDITOR)

ALBERS, Josef

1888–1976
 German/US teacher, painter

Born in Bottrop in 1888 Josef Albers prepared himself early for what was to be a long career in education. He gained his teaching certificate in 1908 and began teaching in his home town. He became more interested in art, and in 1920, after studies in Essen and Munich, he began, as a student, his thirteen-year association with the influential School of Art and Design, the Bauhaus, founded by Walter Gropius in 1919. As a teacher first at Weimar and then at Dessau, where the school transferred in 1925, Albers became a major figure, running the famous Preliminary Course which all students took before opting for later specialization.

When the school was forced to close in 1933 he left for America, continuing his advocacy of Bauhaus concepts for sixteen years at Black Mountain College, North Carolina, and later at Yale University, where he was head of the Design Department from 1950 to 1958. Between his retirement and his death at the age of eighty-eight he was much honoured by art institutions and universities in the USA and Germany.

In America his influence as an art educator has been particularly extensive and the course he established at the Bauhaus, which attempted to instil a discriminating respect for the singular physical properties of a wide range of art and craft materials, was much imitated. He extended this idea to include colour, treating it too as a material from which structures could be made. In his publication The Interaction of Colour (1963) he charts at great length the different perceptual effects caused by modifying the area, proximity and chromatic intensity of several flat colours within a simple abstract format.

Much of Albers’s graphic work is weakened by a didactic desire to trap the unwary viewer. A typical series of drawings of 1964, Structural Constellations, for instance, consists of linear structures which at first sight suggest an interlocking pattern of isometric cubes. However, on closer examination it becomes clear that because of deliberate anomalies the pattern cannot be consistently interpreted as a three-dimensional construct and so the casual response to ‘see’ volumes on a flat surface is intentionally penalized. However, pedagogy is largely absent from his famous series of geometric colour paintings, started in 1949, entitled Homage to the Square. With only minor variations all these paintings use the same simple centred schema of four squares of diminishing size, one inside the other, flatly painted in different colours which are adjusted to associate or disassociate visually in many subtle chromatic exchanges.

In particular these works have had a marked influence on painters in the 1960s, such as Frank Stella and Kenneth Noland; and in general, though Albers does not approach the rigour of comparable Europeans like Max Bill, his procedural discipline and the uncompromising nature of his abstraction have made him a useful counterbalance to the emotional and imagist excesses of other American artists.

Further reading

Other writings include: Search Versus Research, Three Lectures (1969); Despite Straight Lines (1977). See also Poems and Drawings (1958). About Albers: Francois Bucher, Josef Albers: An Analysis of His Graphic Constructions (1961); EugenGomringer, Josef Albers (1968); G. Alviani, Josef Albers (1988); BrendaDanilowitz, The Prints of Josef Albers: A Catalogue Raisonne, 1915–1976 (2002).

DAVID SWEET

ALCOTT, Louisa May

1832–88
 US novelist

Louisa May Alcott is remembered for that most seductive of all American girls’ classics, Little Women: Or Meg, Jo, Beth and Amy (1868–9), the fictional version of her family in New England during the Civil War. But it presents a bowdlerized view of the Alcotts of Concord, Massachusetts, for her transcen-dentalist father, Bronson Alcott, is almost wholly eliminated though he overshadowed her life. It is impossible to understand the daughter without first confronting that unscrupulous sage and high-minded parasite.

Bronson Alcott was an educational theorist, intent on transmitting the ideas of Johann Heinrich Pestalozzi and Friedrich Froebel to America. Louisa May (the second of his four daughters) was born in Germanstown, Pennsylvania, where he had founded a progressive school. On the school’s collapse the family moved to Boston, where further educational failures – and the dissolution of the experimental commune at Fruitlands near Harvard -eventually drove the Alcotts to Concord. The girls, who were educated entirely at home, received extra tuition from their new neighbours, especially from Emerson, Sophia Hawthorne and Thoreau.

But the family was now in dire need of finance. Louisa wrote fables and melodramas and poems. She served as a volunteer nurse in Georgetown for three months before contracting typhoid and being sent home. The resulting loss of hair and teeth made her feel old at thirty. She published her letters home from the Union Hotel Hospital as Hospital Sketches (1863), which won her an audience in the north. She wrote her first novel, Moods (1864), centred on Thoreau, on whom she had had something of a crush. All her fiction was to a large extent autobiographical. But it was with Little Women that she achieved runaway sales and immured herself for two more decades within the code of female subservience and self-sacrifice that her novel so successfully promoted.

That was the paradox. She was a headstrong, assertive woman, an abolitionist (like her father), fighting for temperance reform and women’s suffrage, editing a children’s magazine (Merry’s Museum, 1867), yet her principal theme was that of feminine self-suppression: ‘moral pap for the young’, she called it. Her own self-portrait is drawn in ‘Jo March’, the impetuous boy-girl who deliberately tames herself into a ‘little woman’, just as she transformed her sisters Anna, Lizzie and May into the dull Meg, the saintly Beth and shallow, complacent Amy. Yet Little Women is corroded by guilt and sexual inhibition. Its bottled-up aggression finds outlet in violent self-sacrifice and a desperate desire not to grow up. In Jo’s own comic idiom: ‘I wish wearing flat-irons on our heads would keep us from growing up. But buds will be roses, and kittens, cats.’

For women must grow up: that is the moral. They must become the cooks and nurses of family life. Little women work; it is the Tom Sawyers who shirk. It is only boys -as Good Wives (1871), Little Men (1871) and Jo’s Boys (1886) make abundantly clear – who are free to scribble, to explore, to expound and improvidently evade the responsibilities of daily life. Women are the practical angels who protect male innocents (like Father) under their sheltering wings. As a juvenile author, Louisa May Alcott retreated from guilt into permanent adolescence. As ‘Aunt Jo’ she compiled a Scrap-Bag (6 vols, 1872–82) for children. She shared the same birthday with her father and died in Boston within forty-eight hours of his death, on the very day he was buried.

Yet her bibliography runs to more than 250 items, including three novels for adults. Hospital Sketches remains one of the most vivid mementoes of the Civil War. ‘Transcendental Wild Oats’, published in Silver Pitchers (1876), is a hilarious account of her father’s ‘Con-Sociate Family’ experiment at Fruitlands. Work: A Story of Experience (1873) relates her own early life as housemaid and seamstress in Boston during the 1860s; while her anonymous gothic tales, with their scheming and sexually bewitching heroines (the very obverse of Jo March), have been collected by Madeleine B. Stern in Behind a Mask: The Unknown Thrillers (1976).

Further reading

Ednah D. Cheney edited Louisa May Alcott’s Life, Letters and Journals in 1889. Since then her biography has been written three times: Katherine Anthony, Louisa May Alcott (1938); Madeleine B.Stern, Louisa May Alcott (1950); and more recently, and most successfully, MarthaSaxton, Louisa May: A Modem Biography of Louisa May Alcott (1978). See also: GregoryEiselein and Anne K.Phillips (eds) The Louisa May Alcott Encyclopedia (2001).

HAROLD BEAVER

ALLEN, Woody

1935–
 US comedian and filmmaker

Woody Allen was born Allen Stewart Konigsberg in New York into a Jewish family and was educated at Midwood High School in Brooklyn. He was a talented writer from a young age and at fifteen started selling one-liners to gossip columns. In 1952 he adopted his stage name and a year later, in 1953, enrolled in New York University’s film programme. But failing the course ‘Motion Picture Production’, he dropped out of university after one semester and started writing material for television comedians.

In 1961, Allen began performing as a stand-up comedian with a comic persona of an insecure, doubt-ridden character who exaggerates his own anxieties. His career as a film maker began in 1965 when he wrote and starred in What’s New, Pussycat? in which the subjects that have always obsessed him and which would become his trademarks in future films – relationships, sex, death and the meaning of life – could already be detected. In it Michael James desperately wants to be faithful to his fiancee Carole Werner, but finds it difficult as women he meets all seem to fall in love with him. His therapist Dr Fritz Fassbinder (played by Peter Sellers) cannot help him either, since he is busy courting one of his patients who in turn longs for Michael. A climax is reached as all the characters check into the same hotel for the weekend, not knowing of each other’s presence.

Allen’s directorial debut – What’s Up, Tiger Lily? (1966) – was an interesting experimental exercise, but not properly original. Instead, Allen took a Japanese film called Kagi No Kagi (1964) – ‘Key of Keys’ – and dubbed it in his own unique style and with completely new comic dialogue.

The films that followed – Take the Money and Run (1969), a farcical comedy about an incompetent would-be criminal called Virgil Starkwell in which Allen starred, co-wrote and directed; Bananas (1971); Everything You Always Wanted to Know about Sex but Were Afraid to Ask (1972); and the futuristic comedy Sleeper (1973) – all employed a highly inventive, joke-oriented style. Allen’s 1975 Love and Death signalled his desire for respect as a serious filmmaker; a satire of the Napoleonic wars, it included references to history, Russian culture (with an obvious nod to Tolstoy) and showed that beneath Allen’s comic surface there was seriousness.

Annie Hall (1977), a funny but also serious and often moving observation of urban romance, was a breakthrough, turning Allen into one of America’s most prominent directors. In it, a stand-up comedian, Alvy Singer, a clumsy, anxiety-ridden, neurotic New York Jew – much like Allen himself – meets aspiring singer Annie Hall. They fall in love and a romance develops, but the cultural gap between the two is insurmountable, so beautifully shown in the way Alvy’s boisterous Jewish family’s dinner table (Allen derived much of his comic material from his Jewish background) shares a split screen with the Hall’s tight-lipped dinner table. The complicated relationships disintegrate and Alvy and Annie eventually separate. Annie Hall, which won four Academy Awards, embraced Allen’s central themes, namely how impossible relationships are and his fear of death.

Allen’s subsequent films contained comedy, philosophy and a unique combination of trivialities with major concerns. The commercial failure of the theatre-style drama Interiors (1978), inspired by the films of his hero Ingmar Bergman, was followed by Manhattan (1979), an autobiographical ode to Allen’s beloved New York City, shot in black and white and underscored with Gershwin music; hailed as a masterpiece, Manhattan remains perhaps Allen’s definitive work.

In such later films as Stardust Memories (1980); the documentary Zelig (1983); The Purple Rose of Cairo (1985); Hannah and Her Sisters (1986), which won favourable comparisons to Chekhov; Crimes and Misdemeanors (1989); Side Effects (1989) and Alice (1990), Allen attempted with varying success to blend his vein of absurd humour with a wider range of character portrayals and light but basically serious themes.

Further reading

See: Woody Allen on Woody Allen: In Conversation with Stig Bjorkman (1995); FosterHirsch, Love, Sex, Death, and the Meaning of Life: The Films of Woody Allen (1981); Richard A.Schwartz, Woody, From Antz to Zelig: A Reference Guide to Woody Allen’s Creative Work, 1964–1998 (2000).

AHRON BREGMAN

ALTHUSSER, Louis

1918–90
 French philosopher

Louis Althusser was born in Algeria; his widowed mother moved to France and he acquired his secondary education in Marseilles. In 1939 he entered the École Normale Superieure (ENS) in Paris. Drafted in September of the same year, he remained for five years a prisoner of war in Germany (his diaries would be published after his death as Journal de captivité [Stalag #4 1940–1945], 1992) He resumed his philosophical studies in 1945 and graduated in 1948, having written his thesis on Hegel under the supervision of Gaston Bachelard. He continued lecturing at ENS, able to live within the school’s precincts because of his poor health. Despite as a youth having belonged to organizations essentially linked to the Catholic Church, he joined the French Communist Party in that same year, 1948. He remained an active member even after the 1968 ‘events’ when many left the party because of its over-cautious and paradoxically conservative stance. Althusser’s relationship with the Communist Party would, however, remain ambiguous as he would neither be elevated to the rank of the party’s official philosopher, because of the polemical nature of his statements, nor ever be disavowed by its leaders, many of whom he befriended.

This is the same year, 1948, when Althusser is assumed to have started a psychoanalytical therapy that he would pursue until the end of his life. Experiencing periods of intense activity and bouts of severe depression, he would often retreat to mental institutions. On 16 November 1980, Althusser strangled his wife. The ENS’s physician had him immediately transferred to a psychiatric ward, even before calling the police. He would be deemed irresponsible and remain under care for three years. The period leading to his death was marked by further and frequent stays in hospitals for physical as well as psychiatric ailments.

For many years Althusser was known only to students attending his lectures. His reputation leapt to fame in the early 1960s when a series of his Marxist studies were published in book form (a French translation and introduction to the works of Ludwig Feuerbach in 1960; Pour Marx in 1961–5, translated as For Marx; and Lire le Capital in 1965, translated as Reading Capital). His success was considerable in France as well as in the rest of the world, Latin America in particular. In 1964 he invited star psychoanalyst Jacques Lacan to lecture at the ENS, when other outlets had been shut to Lacan’s controversial ‘Seminar’. In 1967 a new period opened for Althusser when he began reassessing his own writings. His self-questioning would culminate in an at times embarrassingly excessive self-refutation. In 1978, a series of articles critical of the French Communist Party (Ce qui ne peut plus durer dans le parti) led to his being snubbed by its leaders, an unusually meek reaction by party standards, meant to signal a cultural change. In 1980, when Lacan became entangled in a wave of mutual excommunications among his followers, Althusser referred to him in a public statement as a ‘magnificent and pathetic Harlequin’. Shortly after he murdered his wife, Althusser wrote an autobiography (L’Avenir dure longtemps, 1992, translated as The Future Lasts a Long Time: A Memoir) where he settled old accounts with philosophy and presented himself as an impostor who had never read, and for that matter never understood, either Marx or Freud, the two authors who had left their imprint on his writings and on his life as a whole.

Althusser’s works are best understood in the context set by the ENS and the French Communist Party, two powerful and domineering institutions in the decades that followed World War II. If by decree the ENS is the republican school in charge of training higher education teachers, it is also the crucible wherefrom emerged every single French philosopher who left his or her mark on the twentieth century. As far as the French Communist Party is concerned, it exercised from 1945 to 1968 a dominant although not determining influence on French political life, gathering about one third of all voters; at the same time it held a hegemonic position in the intellectual milieu. Sartre reflected aptly the climate of those years when he wrote in 1953 that ‘an anti-communist is a dog’. However, following Stalin’s death, various reassessments, revisions and ‘returns to Marx’ became the order of the day. Humanism and ethics were summoned up to help contrast the ‘young’ and therefore supposedly rebellious Marx with the ‘old’ and thus supposedly authoritarian Marx. Tired contortions of this kind would not satisfy the baby-boomers who were then entering university en masse, impatient and demanding in a climate of world confrontations and upheavals.

Such was the context within which Althusser staged what he then branded as his ‘intervention’, an intervention for which a reserve of likely recruits had become available, highly expectant of a more uplifting evaluation of Marx. Althusser would deliver it: providing a new meaning and a new standard for internal consistency, it would also display the seal of a double warranty -from the field of philosophy and from the Communist Party.

From the inception of his writing, the two traditions within which Althusser operated were the two main philosophies of suspicion, that of Marx and that of Freud, articulated around the concepts of the ideology and of the unconscious and claiming that man’s intuitions about factuality are essentially mistaken. Such were the bases upon which Althusser built his original synthesis, designating as foes the two main philosophies of the twentieth century based on the reverse tenet that intuition provides valid foundations to knowledge: phenomenology and empiricism.

In Althusser’s view, taking the knowing or, for that matter, the sentient subject in isolation first abstracts him from his social context, then reinserts him laboriously within it; phenomenology is thus challenged. Then, for Althusser, there is no such thing as an unproblematic ‘fact’, a raw and elementary given that would constitute the building block for constructing knowledge: the actual given is the complex made of interlocking and interacting elements; empiricism and positivism are thus challenged. The two realms of knowledge and of materiality are in truth discrepant and heterogeneous.

Philosophy is necessarily confronted with words, and its initial task is to understand their operation. In the same way that his tools and raw materials are his ‘ever-beforehand given’ for the worker, and as a certain type of society is the individual’s ‘ever-beforehand given’, philosophy’s actual ‘given’ is the totality of all discourses produced about reality; such discourses together decide what are the structural relationships that words entertain with each other. Beyond what individuals may decide about them, words are burdened with their past interactions determining how they can now combine in the struggle in which they are currently engaged, of various ideologies attempting to ensure pre-eminence. Strictly speaking, no discourse is false but each betrays some specific interests. Scientific discourse only eschews the pitfalls of ideology because it is built against ideology as a critique of it. Consequently Althusser’s philosophy is a theory of how to read texts with a special emphasis on scientific ones.

All major discoveries in the realm of knowledge follow the same development. The first moment is that of a critical reading of the various standpoints on a question, eliciting the internal errors of discourses on that topic, i.e. their failings in logic and scientifi-city. The second moment is when the consistent nature of such failings leads to a revelation of their hidden truth. Althusser’s model for ‘symptomal reading’, as he called it, is that of a psychoanalytical therapy where the analysand constructs, session after session, an autobiographical narrative that will henceforward hold water, devoid of contradictions and missing parts. The task of the psychoanalyst is to spot the missing (‘tabooed’) word (‘signifier’) that generates the neurosis in the first place and to reveal it through his/her interpretation; indeed, parts of the autobiographical account have been missing due to the tabooed ‘signifier’, while the gaping hole contributed at distorting the narrative into self-contradiction is reflected in the body as the neurotic symptom. Similarly, the ‘symptomal reader’ exposes the incomplete and awkward theories of his predecessors: Marx read Adam Smith, restoring missing meaning where blanks existed and thus resolved the lacunae and self-contradiction.

Althusser intended to do the same with Marx. Science (in Althusser’s view) is a collective discourse, and possesses a unity that characterizes it as a problematic, grounded in the object of its inquiry, in the methodology for investigating it, in the perspective it adopts, thus pre-determining the possible answers which can be offered. But science also captures all that it fails to express, as so many silences or slips. When these become noticed and filled appropriately, then Galileo has the opportunity to replace Aristotle, Newton Galileo, and Einstein Newton. A contribution to knowledge amounts to a new manner, a novel configuration, for questioning a particular object. It is therefore a misnomer to speak of progress in the sciences as they evolve through leaps, through jumping over an existing chasm, by what Althusser calls an ‘epistemological cut’. Locating the explanatory gaps of a theory is, as such, part of the new theory about to replace the old one; it is, in Althusser’s own words, a ‘change in surroundings’ or a ‘terrain change’. The concept had its origin in Bachelard’s ‘epistemological obstacle’; Thomas Kuhn’s ‘paradigm change’ and Foucault’s change in ‘episteme’ would offer other variations on the same theme.

Original knowledge is therefore a product obtained through critical work that applies a new conceptual grid to a pre-existing and wanting body of knowledge; it is in no way a refinement of that prior knowledge. In addition, the history of knowledge should not be understood any longer linearly and continuously but in a ‘catastrophist’ light as in a constant turmoil and ruptured by radical discontinuities.

What, then, in Althusser’s reconfiguration has been the specific discovery of Marxist science? It states that society is a structured complex whole wherein the structure itself is at work. In the same way as with language, wherein all human actors are embedded, and with ideologies that all convey unaware, human actors all exist within production relationships whereof they are simultaneously the vehicle and the producer. Such a Marxist science is consequently an anti-humanism: a particular state of a society is not generated by human actors, neither individually nor collectively, but by the interplay of structures, autonomous though interactive. The whole is complex and it remains impossible at any particular time in history to determine which structure, economic or ideological, predominates to produce the particular state of a society which is observed. The 1917 revolution, for instance, can’t be assigned to poverty in Russia alone: it is also the product of the cultural, national and ideological peculiarities of Russia at the time. What the analyst is faced with is a particular conjuncture where a structure ‘over determines’ the event. It appears, however, that in Althusser’s mind the ultimate determination is in every case of an economic nature, a familiar postulate of Marxism; more crucially and more puz-zlingly, it appears that it is the scientific status of Marxism itself which needs to be postulated.

Not only would Marx have founded in practice a new science – the science of history (‘historical materialism’) – but he would have in addition procured the elements allowing to build the theory of knowledge: that is, the corresponding philosophy (‘dialectical materialism’). Philosophy follows supposedly in the tracks of science to produce its general theory; however, in so doing (here lies the circular reasoning), the criteria for scientifi-city are abstracted from the very science the scientificity of which is in need of being established. The reader discovers therefore the scientificity of Marx, having taken as his starting point the scientificity of his writings.

So, on the one hand, ‘symptomal’ reading is justified by the structural essence of language and of society; while on the other, the structural essence of language and of society are a discovery elicited by ‘symptomal’ reading. But while Althusser admits the circularity of his logic, he observes that such is the very nature of the circle of knowledge. The circle is not a dialectical one, where successive moments are proven by the one that follows in an iterative historical process, since Althusser rejects Hegelian historicism. The notion of validating theoretical results through experimentation is also turned down by him; consequently, Marxism equates to a social mathematics, neither historical nor empirical in nature, upholding its own criteria for scientificity, established in an unknown manner and holding with reality a relationship which remains similarly unclear. In truth, and although he denies this explicitly, the reader is often under the impression, when Althusser evokes the names of Marx, Lenin, Mao or even Stalin, that the ultimate criterion establishing the scientificity of Marxism-Leninism is the abolition of social classes which supposedly took place in the USSR and in China.

Such pronouncements were dubious, to say the least, at the time they were made, and are generally unacceptable today. This feature has contributed in no small degree to rendering Althusser’s philosophy irremediably outmoded.

Nevertheless, Althusser’s lasting contribution consists of having persistently shown philosophy as a struggle aimed at defending the specificity and the autonomy of both the philosophical and the scientific discourses. Subjectivism and humanism suppress science on behalf of an ethics amounting to a vacuous shuffling around of words; voluntarism and historicism reduce science to politics; economism (a variety of scientism) crushes philosophy under a mechanistic view of causality. Philosophy upholds the requisites of rigorous theoretical research against the recurrent threat of ideological litanies; it is therefore no dispassionate and disinterested quest for pure truth but an everlasting struggle that prevents the subordination of knowledge to political interests.

As his autobiography profusely reveals, Althusser experienced such a struggle in his own flesh. However, having positioned such a struggle as within the Theatre of words only, he was disquietingly seen to be torn apart by a gaping split between the reality of the world and the self-contained universe of his theory. He would indeed absolve the reprehensible actions of his political peers while developing an utterly tyrannical concept of theoretical rigor, regarding every one of his own clauses as an imposture and a lie in the face of the philosophical grandeur of the ancients. Althusser’s opus was written under the three banners of philosophy, Marxism and madness, each standing independently of the others. His philosophy, having lost its pre-eminence, contains precious lessons not only about the ambiguities of the second half of the twentieth century, but also about some major questions for our time, raised by propaganda and advertising. What do words mean? How do we establish their meaning? Who is in charge?

Further reading

Other works include: Lenine et la philosophie (1969), translated as Lenin and Philosophy and Other Essays (2001); Philosophie et philosophie spontanee des savants (1967, 1974), translated as Philosophy and the Spontaneous Philosophy of the Scientists (1990). See: GregoryElliott (ed.) Althusser: A Critical Reader (1994)

ARMEL JORION
 PAUL JORION

ALTMAN, Robert

1925–
 American film director

A native of Kansas City, Missouri, of German Catholic ethnic background, Altman moved to Los Angeles and worked extensively in television before making a Hollywood breakthrough with M.A.S.H. (1970), a dark comedy set among the American medical corps in the Korean War but widely taken as a depiction of the then current Vietnam War. Altman took the film as a directing assignment and made it into something highly original. The sense of life’s absurdity, the irreverence towards authority, the frankness about sex, mutilation and death, look back to Joseph Heller’s World War II novel Catch-22. But the behavioural world of the film is entirely of the 1960s, scruffy, uninhibited, mad, embodied in a range of vivid new film actors: Elliott Gould, Donald Sutherland, Sally Kellerman and others. And nothing had been seen and heard like Altman’s film images crowded with inventive detail and activity, lacking a centre, pulling the attention in different directions, the camera constantly in motion, simultaneous separate conversations and other sounds woven in and out of each other. The world comes to life here in a new way, and the vast energy of it all seems a protest of life against death. (Altman had nothing to do with the much softer long-running television series M.A.S.H.)

The commercial success of M.A.S.H. gave Altman an authority in the film industry that helped to keep him going for decades as he worked on the border between Hollywood and the independent realm, conceiving his own projects, finding material and working closely with writers, drawing on Hollywood personnel and money. Altman has brought out a film every year or two from the late 1960s to the present, in the process devising a singular portrait and critique of America, and giving unprecedented space to human oddity and to not usually acknowledged regions of motivation.

In the 1970s Altman took an interest in recasting American film genres. McCabe and Mrs Miller (1971) is a Western without heroism starring Warren Beatty and Julie Christie as brothel entrepreneurs in a frontier community struggling to realize itself in face of big business tyranny and common human pettiness. Shot on location in the Pacific Northwest, the film has great beauty of a bleak sort and an intense lyrical elegiac mood. Death is felt as inevitable and ever present. Life is full of desire and passion, but ultimately pitiable. The Long Goodbye (1973) is film noir set in 1970s Los Angeles rendered with an inquiring documentary quality in all its squalor, eccentricity, opulence and violence. Elliott Gould, in the role of Raymond Chandler’s Philip Marlowe, is an odd, isolated figure of ambiguous sexual identity, given to talking to himself (like McCabe and many other Altman characters), who is more buffeted and used by the world around him than able to control it.

With the musical Nashville (1975) Altman made his most acclaimed film, a picture of America in the microcosm of the country music business, with a presidential political campaign in progress involving the singers. Altman fields a large array of characters and perfects his characteristic narrative style of moving around among separate stories seemingly at random, showing human pursuits and frustrations in great variety, drawing comparisons, giving scope to odd players such as Shelley Duvall, Keith Carradine, Lily Tomlin and Karen Black. Some of the songs are parody, pointing up American bad taste and smugness. Others are genuine, especially those of the star, Ronee Blakley, expressing great longing, ecstasy and despair. There is considerable interest taken here in abused, passionate, even mad women as setting a standard for judging the world, knowing more than the world knows. This interest carries on into one of Altman’s most powerful and interesting films, Three Women (1977), with Shelley Duvall and Sissy Spacek, set in consumerist southern California.

The decidedly non-generic Three Women along with other challenging experiments such as Buffalo Bill and the Indians (1976), set in William Cody’s Wild West Show, and the futurist apocalyptic Quintet (1979) gave Altman the reputation of an art film director and made large budget productions not viable for a time. In the 1980s he turned to films of stage plays, sometimes made for television, and made an art form of this kind of film. Altman’s moving, probing camera and pointed editing transfigure the plays into dreamlike experiences with powerful, haunting outbreaks of physical or emotional violence. Film takes us where only film can go. Streamers (1983), Secret Honor (1984), about President Nixon, Fool for Love (1985), The Dumb Waiter (1987) and others follow from Come Back to the Five and Dime, Jimmy Dean, Jimmy Dean (1982), one of Altman’s best, and bleakest, films. A group of women meet in a dying Texas town for a reunion of their 1950s James Dean fan club and talk themselves into painful confessions. Karen Black in the role of a transsexual leads everyone to acknowledge violent change, mutilation, death and self-delusion as the most persistent of realities. Altman’s camera moves inventively between two stage areas, one seen through a mirror, bringing together past and present, reality and fantasy.

The commercial success of The Player (1992), Altman’s satire of Hollywood, starring Tim Robbins, has made possible a late phase of large-production film making. The most important work here is Short Cuts (1993), a three-hours-plus study of lives lived in and around Los Angeles, loosely based on Raymond Carver stories, moving, like Nashville, constantly in and out of people’s separate stories, featuring a vivid cast of a newer generation of actors: Frances McDor-mand, Julianne Moore, Jennifer Jason Leigh, Matthew Modine, Robert Downey Jr and others. As so often in Altman, a seeming randomness and spontaneity in narrative and in the camera’s observing eye becomes a means to revelation, virtually on the level of metaphysics. The rhythms and outbursts of one life seem actually to affect another as we cut from story to story, and all lives are cast under a pall of environmental poisoning and coming apocalypse.

Nevertheless, there is considerable inventive humour, coming from Altman and from the characters, which suggests hopefulness about carrying on with life. Kansas City (1996) is a compelling dark film about jazz and political corruption in the 1920s. But Cookie’s Fortune (1999), after a half hour of mystical confrontation with death, turns into gentle comedy of community life in the South, with a focus on the young. Dr T and the Women (2000) has a large element of satire (set in Dallas, Texas), but is more than anything a manic celebration of femininity. The English country house film Gosford Park (2001) moves from social realism and tragedy to a saving farce. And The Company (2003), largely a documentary about the Joffrey Ballet, celebrates creativity. Altman is a disappointed idealist who forged new cinematic forms to critique his culture, project his sense of doom, and look for signs of life in odd places. In the end he seems to have found more of the positive than he could have anticipated.

Further reading

Other works include: That Cold Day in the Park (1969); Brewster McCloud (1970); Images (1972); Thieves Like Us (1974); California Split (1974); A Wedding (1978); Popeye (1980); Tanner ‘88 (1988); Vincent and Theo (1990), about Van Gogh. See: Robert Phillip Kolker, A Cinema of Loneliness (1980); PatrickMcGilligan, Robert Altman: Jumping Off the Cliff (1989); Helene Keyssar, Robert Altman’s America (1991); DavidSterritt (ed.) Robert Altman Interviews (2000); RobertSelf, Robert Altman’s Subliminal Reality (2002).

CHARLES WARREN

AMIS, (Sir) Kingsley

1922–95
 English novelist and poet

Kingsley Amis was born in London and educated at the City of London School and St John’s College, Oxford. After military service during the Second World War he combined writing with lectureships in English at Swansea, in America and at Peterhouse, Cambridge. He was a published poet before he was a novelist, and the combination of a colloquial tone with traditional forms is sometimes reminiscent of the work of his life-long friend Philip Larkin. Amis’s first novel was Lucky Jim (1954). The brash, rancorous tone and the protests of its central character Jim Dixon against a vaguely conceived establishment of tradition and authority allied Amis in the public mind with writers such as John Braine and John Osborne. Over the years Amis, like the other ‘Angry Young Men’ who had begun on the political left, turned sharp right. This would be insignificant were it not that one of Amis’s traits as a novelist was his capacity to be as easily provoked as he was provoking; he always enjoyed baiting his enemies, mostly the progressive ones. The rich, socialist composer-conductor who figures in Girl, 20 (1971) makes himself ridiculous by his middle-aged pursuit of the politically and culturally fashionable. In a typical Amis come-uppance he is assaulted and his Stradivarius smashed after he has performed at a pop concert. Characters with the names of people then on the left of British politics appear as members of the Catholic hierarchy in The Alteration (1976), an ‘alternative world’ science-fiction novel which posits that the Reformation never took place and that the curiously lopsided England which results is subject to an authoritarian religious rule from Rome. Amis took up arms against the doctrinaire or the merely trendy, whether political, religious or social, and his choice of weapon was satire. In this he was aided by an acute eye and ear, the ability to ‘place’ a character by possessions or idiom. The moral aspect of Amis’s novels, the complement of the satire, may be less assured. In an early book like That Uncertain Feeling (1955), the hero settles for his own concepts of decency and moderation. In others, such as One Fat Englishman (1963) or J Want It Now (1968), the awfulness of the central characters is partly mitigated by the greater awfulness of others surrounding them or a tentative improvement towards the end – ‘Helping each other not to be as bad as we would be on our own,’ as the girl puts it in J Want It Now.

In mid-career Amis became increasingly preoccupied with death and ageing: The Anti-Death League (1966), his most ambitious and least comic novel, describes an army establishment set up to develop a germ-warfare project. Military routine is disrupted by an unconventional saboteur who protests not merely against the army’s activities but against the very conditions of life, particularly those that entail premature or unreasonable death. In Ending Up (1974) Amis described with cold precision the antics of a group of old people, culminating in a multiple death-scene. Jake’s Thing (1978) combined mis-anthrophy and misogyny as a menopausal don (male) embraced a well-wined solitude in preference to the miseries of sexual rejuvenation. In The Old Devils (1986, and winner of the Booker Prize for that year), Amis returned to his old stamping-ground of Wales with a group of characters whom age had rendered, if not wiser, then certainly sadder.

The other noteworthy book of his late career is the highly readable Memoirs (1991). Interspersed with the more overtly comic novels, Kingsley Amis produced versions of the ghost story (The Green Man, 1969), a period detective story (The Riverside Villas Murder, 1973) as well as a James Bond thriller under a fairly transparent pseudonym. Amis gave respectful but not reverential treatment to each genre, and his taste for and knowledge of them was absolutely genuine. One suspects, though, that there was an element of cocking a snook here too.

Further reading

Other works include: I Like It Here (1958); Take a Girl Like You (1960) and its sequel Difficulties with Girls (1988); a critical work on science fiction, New Maps of Hell (1960); and Collected Poems 1944–19 (1979). See also: M.Mosely, Understanding Kingsley Amis (1993); E.Jacobs, Kingsley Amis (1995).

PHILIP GOODEN

AMIS, Martin Louis

1949–
 English writer

Money (1984), the supercharged satire of ambition, greed and vanity in London and New York that remains the author’s most accomplished work of fiction, features an anti-hero narrator named ‘John Self and a minor character named ‘Martin Amis’. From early novels such as Success (1978) through to the mid-career manifesto of The Information (1995), the world of Martin Amis abounds in doublings, distortions and twisted reflections of identity. In his novels, stories and in numerous essays and articles, the mirror of the self, and of the society it inhabits, shatters into glittering but disconnected fragments and facets. From the late 1990s, however, the mood changes. This postmodern game of doubles, pairs and repetitions yields to a more single-minded quest for unity and authenticity, in his fiction and non-fiction.

Ever since his precocious debut, the British novelist, journalist and memoirist has enjoyed (and endured) a career seen by many of his peers as exemplary. From the early 1980s, he became a semi-reluctant model, for good or ill, of ‘success’ in the style-obsessed, fashion-driven upper reaches of Anglo-American literary life. That the millennium, and his own middle age, should see Amis pull decisively away from the forms of the culture that celebrated him may give us valuable information about the times as well as the man.

The author Martin Amis has always had to struggle against the ghostly double ‘Martin Amis’, an object of envy, admiration, resentment and derision – sometimes all at once. He was born in Oxford in 1949, younger son of the epoch-defining post-war comic novelist Kingsley Amis. This relationship shadows and shapes much of Martin’s work. After feckless and disrupted teenage years, his seemingly effortless early brilliance as a student at Oxford University, as a wickedly stylish journalist and reviewer, and as a coruscating satirical novelist, became the stuff of legend. The New Statesman magazine, where he worked as deputy literary editor and made his name as a slash-and-burn critic, once ran a competition that asked for inappropriate pairings of authors and works. My Struggle by Martin Amis was among the winners.

This heartless swagger, delivered in a style steeped in the modern literary canon yet enthralled by the rip-roaring energies of pop culture, belonged to the period as well as the personality. In snappily cadenced, button-bright prose, the honed ironies of Saul Bellow (mentor and model for a novelist who always looked to the US rather than Europe) merged with the hip sloganeering of the style magazine and the advertising billboard. With Amis, the British – and transatlantic – 1980s found their voice: smart, sharp and often savage. His themes, from the bitterly farcical male rivalry of Success to the demented consumerism of Money, matched the age as much as did his style. Profoundly cool (in every sense), this cruel divinity looked down on absurd, struggling humanity with a pitiless extraterrestrial’s eye. ‘Martian Amis’ became another favourite critics’ soubriquet. Meanwhile, scores of younger novelists and journalists made life mimic art as they played their own games of imitation and emulation with the Amis manner and career.

Yet, in true Amis fashion, another self partnered and sometimes punctured this glacially clever persona. This second Amis, anxiously and passionately immersed in the mysteries of identity and mortality, had announced itself with the otherworldy enigmas of Other People (1981). Amis followed his father not merely in an uproarious comic gift but in his fascinated respect for science fiction, with its non-naturalistic narratives that pose the most challenging questions about selfhood and society. This was the writer – a genre-bending moralist as much as a satirist -who told the story of the holocaust backwards in Time’s Arrow (1991), and explored the anguish of the nuclear age in the fables of Einstein’s Monsters (1987). In this light, London Fields (1989) reads like a pivotal work: not only an exuberant tragi-comic carnival of metropolitan low (and high) life, but a futuristic eco-fantasy darkened by the ageing of the planet and the dying of the sun.

Entropy, the ‘measure of disorder’ within any system and the seed of its extinction, has long acted as a master-metaphor behind Amis’s work. That entropy governs persons as well as planets became laboriously plain in The Information. This digressive novel, in patches both banal and brilliant, met a mixed reception that hastened the twilight of’Martin Amis’ as a cultural idol. It functioned both as a return to his archetypal motifs – with a doppelganger feud between a failed novelist and his glib superstar friend – and a middle-aged meditation on death, the ‘information’ that comes to all of us, and its bone-aching messengers.

Death, in its genre-fiction guise, also informed his take on the American hard-boiled thriller in Night Train (1997). Closer to home, death brooded over his extraordinary memoir, Experience (2000). From the passing of his father, his own mid-life perplexities, and his first cousin’s hideous death at the hands of the serial killer Fred West, Amis spun a life-story of grief, loss and love which at last blended all his talent for narrative pyrotechnics with a whole-hearted drive towards wonder and wisdom. Inspired in part by Nabokov (another literary touchstone), Experience in large measure achieved Amis’s longed-for marriage of ingenuity and insight; of self and soul.

Since the millennium, Amis’s life and his books have simplified. After a divorce and remarriage, he now has five children and – although still based in London – has for long periods opted out of the capital’s literary scene. Koba the Dread (2002) was a short book of anger and lament about the horrors of Stalinism and the left’s refusal to treat them with due solemnity. It can be seen as another act of homage to his famously anti-Communist father, as well as a public quarrel with his old and close friend, the journalist and polemicist Christopher Hitchens. The novel Yellow Dog (2003) showed Amis marking time. Further whispers of mortality combined with a reversion to heavy-duty satire, here directed at the parasitic media which for so long flattered, and then flayed, the postmodern icon known as ‘Martin Amis’.

That figure died, unmourned, a decade ago. The writer who remains clearly wishes to put his sensitive social antennae and vast stylistic resourcefulness at the service of work that marks, but in some way mitigates, the terrible vulnerability of human life, love and culture. In fiction, he has yet to find the most effective vehicle for his aims. His progress so far suggests that he will.

Further reading

Other works include: The Rachel Papers (1973) and Dead Babies (1974), and two collections of essays, press pieces and interviews: Visiting Mrs Nabokov and Other Excursions (1993), and The Moronic Inferno: And Other Visits to America (1986). See: A. Mars-Jones, Venus Envy (1990); J.Diedrick, Understanding Martin Amis (1995).

BOYD TONKIN

ANDRÉ, Carl

1935–
 US sculptor and poet

Carl André has repeatedly insisted that sculptures are about the physical properties of their materials (mainly wood or metal), taking an anti-allusive position that puts him at odds with what most people expect from visual art. Born in Quincy, Massachusetts, and educated at the prestigious Phillips Academy in And-over, his position is best understood in the context of the American artistic empiricism of the 1960s, the decade in which André made his most important contributions. Many then thought art’s viability as an expressive medium demanded formalist self-criticism, a conviction that was in part somewhat paradoxically committed to the literal, seemingly objective use of materials to secure metaphysical knowledge. Unlike the influential critics Clement Greenberg and his disciple Michael Fried, who believed that this type of material fidelity afforded viewers an intuitive sense of absolute moral values, André and the other Minimalists – especially Frank Stella (with whom he once shared a studio), Donald Judd, Robert Morris, Dan Flavin and Sol LeWitt – thought that literalism washed art clean of such lofty pretensions. Without this transcendent register, the knowledge that André claimed his art provided was one restricted to scientific fact in that it was observable, verifiable and, most importantly, limited in reach. It was in this sense that he told one interviewer in 1968, ‘I am the exact opposite of an idealist. I am a materialist exactly. Matter is my subject-matter.’ A work like the Tate Modern’s Equivalent VIII (1966, 1969), notorious for the scandal it caused in Britain (i.e. the ‘Tate Bricks’), gives a sense of what André means by this statement. Seizing the floor, this work of art is a six-brick-wide by ten-long grouping of 120 white firebricks stacked two high on the floor. It presents the classic serial construction and anaxial symmetry of most Minimal works, a strategy designed to void art of the solipsism these artists thought inherent in traditional European artistic practices. As a grouping of eight ‘equivalent’ 120-brick rectangular works, André showed how each retains the same weight while appearing (falsely) to have different masses and volumes, which places factual knowledge at odds with visual perception. Other pieces like Copper-Lead Plain (1969), a chequerboard patterned floor piece on which gallery-goers are permitted to walk, shows how visual knowledge comes up short against the countervailing tactile sensations in revealing the nature of the art. This conflict, again, between visual experience and knowledge acquired by touch remains one of André’s recurring themes.

Early works include the stacked wood Pyramid (Square Plan) (wooden beams, 1959) and display André’s interest in the Romanian Constructivist artist Constantin Brancusi (1876–1956), while in more recent pieces including Pb Cu (lead and copper cubes, 1995) the visually sensuous properties of his materials come to the fore. Of late, his art has been somewhat overshadowed by the premature death of his wife, the artist Ana Mendieta, for whose murder he has twice been tried and twice acquitted. Also a poet until the mid 1970s, André has used words in a manner akin to the modular components of his sculptures, relating them more through juxtaposition than by connotation. Though loosely narrative, the poems function mainly as drawings or images, and are likewise displayed.

André’s materialist thinking was not restricted to aesthetic pursuits alone; it formed the basis of his political writing and leftist activism with the Art Workers Coalition during the 1960s and 1970s. In one notorious statement from 1965 quoted in an art magazine, he offered a Swiftian solution to the Vietnam War: ‘Let them eat what they kill.’ (He was himself a soldier in the US Army from 1955 to 1956.) And in a rather more developed Marxist analysis from 1976 of art’s relationship to other commodities, André and his co-author disputed the self-satisfied radicalism of conceptual artists:


the most farcical claim of the conceptualizing inkpissers is that their works are somehow antibourgeois because they do away with objects. In fact, doing away with objects and replacing them with such reifications of abstract relations to production as stockshares, contracts, liens, options, and paper money itself… is exactly the final triumphant form of the bourgeois revolution.



What unites André’s art, poetry and politics is his desire to strip culture of allusion and metaphor in favour of the blunt physical facts of social reality, unwelcome though they be.

Further reading

See: Jeanne Siegel, ‘Interview with Carl André: Artworker,’ Studio International (November 1970); CarlAndré and Jeremy Gilbert-Rolfe, ‘Commodity and Contradiction, or, Contraction as Commodity.’ October, No. 2 (Summer 1976); Pieter deJonge (ed.) Carl André (1987); IanCole (ed.) Carl André and the Sculptural Imagination (1996).

DAVID RASKIN

ANGELOU, Maya (Marguerite JOHNSON)

1928–
 US writer, actor, dancer, singer, director, producer and civil rights activist

An extremely versatile artist, Maya Angelou is best known as a poet and a writer of autobiography. Her very varied, partly traumatic life has been said to epitomize Afro-American history in the twentieth century. Her work tends to have a slant that is at the same time religious and political.

Angelou tells her own story in six celebrated books: I Know Why the Caged Bird Sings (1969), Gather Together in My Name (1974), Singin’ and Swingin’ and Gettin} Merry Like Christmas (1976), The Heart of a Woman (1981), All God’s Children Need Traveling Shoes (1986) and A Song Flung Up to Heaven (2002). The first of these was banned at several American schools because of its frankness about sexual molestation and unmarried motherhood.

Born in St Louis, Missouri, Angelou became the victim of rape when she was eight years old; the rapist was discovered kicked to death some days later. These shocks made Angelou mute for several years. Later, a mixture of poverty and lack of self-respect drove her into prostitution and drug abuse.

Breaking away from that sordid past, she worked as an actor, dancer and singer. She danced in Porgy and Bess during a twenty-two nation tour in the 1950s, and appeared in the television series Roots. In Hollywood, Angelou became the first black woman director. She wrote, produced, directed and appeared in films, television programmes and plays.

During a spell in Africa, Angelou was employed at the University of Ghana and edited an English-language magazine in Egypt. When she returned to the USA, she intended to work with Malcolm X, who, however, was assassinated shortly afterwards. Martin Luther King then asked her to help raise funds for a poor people’s march in 1968. After the murder of King, she plunged into a severe depression from which her writing career seems to have rescued her. She was a member of the Harlem Writers’ Guild, where she befriended James Baldwin.

Angelou is regarded as one of the writers who, beginning in the 1960s, represented a ‘New Black Aesthetic’, which emphasized race as one factor that creates consciousness. Today she is often mentioned with Toni Morrison and Alice Walker as representative of Afro-American female authors who have attained the status of cultural icons. But Angelou stays more closely in touch with black idioms and attitudes. Her bias towards popular culture (she has both written scripts for Oprah Winfrey and celebrated her in an article) is sometimes severely criticized.

Although Angelou claims that Shakespeare was her ‘first white love’, it is doubtful whether one could trace much influence from him in her work. She enjoys spirituals and blues, and sometimes borrows or alludes to lines from such lyrics. But behind her rhetorical magnificence stands especially the Bible, and there is often something of the stirring sermon about her texts. At the same time, her style may appear a little wooden, at least in her verse, partly perhaps because she is so anxious to get a message across.

Her public image as a poet received a boost when she read a new poem, ‘On the Pulse of Morning’, at President Bill Clinton’s inauguration in 1993. The Complete Collected Poems of Maya Angelou appeared the following year. However, she modestly believes that her poetry should be called ‘sassy’ rather than serious.

Angelou has received numerous awards and honorary degrees. I Know Why the Caged Bird Sings was shortlisted for the National Book Award; her first poetry collection, Just Give Me a Cool Drink of Water ‘fore I Diiie (1971), was Pulitzer nominated. She has held several positions as Writer-in-Residence or Visiting Professor at American universities. In 1981, she was appointed Professor of American Studies at Wake Forest University. She has been a member of the American Revolution Bicentennial Council, as well as of the National Commission on the Observance of International Women’s Year. Angelou has been married twice, and has one son.

Further reading

Even the Stars Look Lonesome (1997) is a collection of articles by Angelou. See also: Mary Jane Lupton, Maya Angelou: A Critical Companion (1998).

SUSANNA ROXMAN

ANOUILH, Jean

1910–87
 French dramatist

Despite being dismissed as ‘played out’ by one critic as early as 1946, Anouilh was one of the most successful and prolific dramatists of the last century. None of his plays is universally considered to be great, but several of them are studied and performed in schools all over the Western world and in this way, if in no other, his work has had a pervasive influence.

His career was a long one; his first play was composed in 1929. As well as plays, he has written a great many film scripts, and this work has given him financial independence since about 1935. His early life was spent in Bordeaux, where his father was a tailor and his mother played in a local orchestra. At the age of nine he moved with his family to Paris, where he went to school, then worked briefly as a secretary to Louis Jouvet and later as a copywriter in an advertising agency. He always lived a retiring life, refusing to give interviews. He survived successive movements in the French theatre, even being championed by Sartre as an Existentialist playwright; but he did not become identified with any one movement, and continued to produce work that was idiosyncratic.

His plays depict a wide variety of periods and subjects but his style bears the imprint of the inter-war period when he was beginning to write; both Pirandello and Giraudoux exerted a strong influence upon him. The characters in his plays suggest the inter-war preoccupation with finding a non-realistic style rather like commedia dell’arte: they usually lack depth, being reduced to a single social or psychological governing principle. But they are brought face to face in a series of conflicts which, though sometimes simplistic, are generally well managed. In Anouilh’s best plays, they are placed in a frankly theatrical context which, paradoxically, can sometimes increase the sympathetic involvement of an audience.

Anouilh’s main themes are the damaging effects of past experience and the idealist’s hopeless dream of innocence. Despite his frequent use of religious subjects (e.g. Antigone, St Joan, Becket), his plays make little appeal to transcendental values. Tiresias is significantly absent from his Antigone and Antigone herself is just one of a series of heroines who accept death not for the sake of a positive belief, but because they cannot bear the thought of growing up. Few of his plays have any pretensions to social relevance. Though they vary from the light and humorous to the bitterly ironic, they all belong to a theatre of types, providing social satire of only the most generalized kind. This kind of play can seem very relevant at times of social crisis, as Antigone did at the time of its first performance in 1944, but will not bear the weight of consistent interpretation along social or political lines.

Some have seen Anouilh’s repeated refusal of realism as refreshing; others have criticized it as escapism. His later plays revolved around what appeared to be autobiographical problems of the writer for whom imaginary characters take on a greater reality than the people he meets in everyday life. His influence on modern culture is more as a popularizer of the techniques and ideas of others, such as Pirandello, than as an original thinker.

Further reading

Anouilh’s plays are published by La Table Ronde in a collected edition beginning with Pieces noires and Pieces roses (from 1958). See also PhilipThody, Anouilh (1968); H.G.Mclntyre, The Theatre of Jean Anouilh (1981).

DAVID BRADBY

ANTHONY, Susan Brownell

1820–1906
 US feminist

It was a surprise to no one that the first face of a woman to appear on a coin of US currency was that of Susan B. Anthony (1979). In a republic where all the presidents whose faces have been the ones on the coins have been male, the best-known historical woman was the one who is justly credited more than any other with the gaining of the right to vote for women. The Nineteenth Amendment to the American Constitution giving women the elective franchise was known for years before its passage (1920) as the ‘Susan B. Anthony Amendment’. Even when women’s history was largely absent from education, every American schoolchild was likely to know the name of Susan B. Anthony.

Introduced to the women’s rights issue and the leader of its campaign, Elizabeth Cady Stanton, two years after the historic Seneca Falls convention (1848), the first American women’s rights gathering and the occasion when suffrage was first called for publicly by American women, Susan B. Anthony formed with Stanton an active partnership and a friendship that lasted more than fifty years. Stanton was the theorist, logician and stylist of the twosome; Anthony provided determination and single-mindedness. These qualities,-together with deep affection for and loyalty to each other, made them ideally complementary collaborators in an important cause.

Anthony had a secure childhood in an upstate New York family familiar with radical political action. Her mother, Lucy Read Anthony, was the daughter of a Massachusetts legislator. Daniel Anthony; her father, farmer, mill owner, insurance businessman in sequence, was an abolitionist and temperance movement activist whose friends included Frederick Douglass and William Lloyd Garrison. Susan B. was educated in her family’s Quaker faith, one of the tenets of which was that women and men are equal before God, and one of their practices was that women were allowed to speak in meetings as readily as men. Out of her years related to her father’s cotton mill management, she developed an enduring interest in labour problems. Throughout her childhood, she was given emotional support and education by her parents and included in their abolitionist and temperance efforts.

When her father experienced economic setback in the late 1830s, she went out to teach. It was a matter of considerable import to her that women teachers earned much less money than men. She was involved in the state convention of schoolteachers in New York and caused a stir in 1853 when she asked to speak on the floor of its gathering, itself controversy enough, and then in that speech pointed out that the reason that teachers were paid low wages was that women were in the profession.

Susan B. Anthony tired of teaching and returned home in 1850 to be introduced by a Seneca Falls temperance editor, Amelia Bloomer, to Elizabeth Cady Stanton. Her parents and younger sister, Mary, had attended in 1848 the women’s rights convention called by Stanton, Lucretia Mott and the others.

From this beginning the two women forged an alliance that saw them throughout the 1850s organizing women’s rights and suffrage associations, giving Lyceum lectures and writing petitions and arguments for newspapers of the movement. They said of their rhetoric that Elizabeth ‘forged the thunderbolts’ and Susan ‘hurled them’. For her tactical leadership Anthony was called by William Henry Channing ‘the Napoleon of the women’s rights movement’. It was she who bore the brunt of greatest vilification of the women. Unmarried, plain-looking and intensely serious, she was singled out for ridicule in the press and on public platforms. The women’s issues were several, including divorce, child custody and property rights for women, employment, education, household management, health and dress among them, as well as the vote. Their programme was more comprehensive in the early years than the movement’s came to be between 1890 and 1920 when the vote became such a singular issue. One proposed solution to the dress question was the Bloomer costume, a tunic top with pantaloons, which Susan B. Anthony wore for a year in the face of horrendous opprobrium, finally being persuaded by Stanton that the ill effect of the negative attention was worse for their cause than wearing long dresses.

Susan B. Anthony but dimly understood, if at all, female human reproductive questions. She jealously chided her married cohorts, Stanton, Lucy Stone and Antoinette Brown, for their ‘baby-making’ when there was so much work to be done. Once she wrote to Elizabeth, ‘Those of you who have the talent to do honor to poor womanhood, have all given yourself over to baby-making; and left poor brainless me to do battle alone.’

Still, her affinities were deep, both in particular and in the abstract, and she was open in her receptivity to new people and ideas. Her friendship with Stanton was described as life-long by both of them in the metaphors of marriage. When the Civil War came in 1861, she was willing to subordinate the women’s effort into the abolition effort for ‘the Negroes’ hour’, but after the war she was distressed to see the word ‘male’ put into the American Constitution in the Fourteenth Amendment giving the Negro the vote. Even so, for a time in 1870 she was willing to follow the lead of Victoria Woodhull in taking before Congress the interpretation that the Fourteenth Amendment already granted women the right to vote. However, coming to see the self-aggrandizement at the heart of Woodhull’s campaign, Anthony withdrew before the failure of that effort.

After the Civil War, Anthony was a part of the American Equal Rights Association, a group led by Theodore Tilton that increasingly came to sacrifice the women’s effort. Following a campaign in Kansas in which the women worked but the Republican leaders did not include woman suffrage, Anthony and Stanton started a woman suffrage newspaper, the Revolution (1868). In 1869, they formed the National Woman Suffrage Association. A more conservative American Woman Suffrage Association was begun the same year. For the next twenty years, the organization was the focus for hard, relentless political activity for Anthony. She organized campaigns in states across the country, travelled and made speeches, wrote and circulated petitions. In 1872, she purposefully voted illegally in a presidential election, was found guilty by a United States District Court, refused to pay the fine, but was not even taken to higher court for the violation. Near the end of that decade, she, Stanton and Matilda Joslyn Gage began a History of Woman Suffrage, a monumental work chronicling their effort; the first volume appeared in 1881 and the whole work spanned six volumes, Ida Husted Harper finishing the last two after Anthony’s death (1881–1922).

In 1890 the National American Woman Suffrage Association was formed as a merger of the two former associations, with Stanton and Anthony continuing in leadership. Their radical positions they held with more conviction than their younger associates. As president of the association in 1896, Anthony found fending Stanton’s The Woman’s Bible a project in religious interpretation and liberal biblical commentary she had not cared about as passionately as Stanton had, but she defended it in the name of religious liberty.

As an active aged woman, Anthony was revered in a way she had not been when young. She received many honours, among them a gift of financial support to write a large three-volume Life of Susan B. Anthony with the help of Ida Husted Harper (1898, 1898, 1908). Leader of the American delegation to the International Woman Suffrage Alliance in Berlin in 1904, she was proclaimed ‘Susan B. Anthony of the World’. Protegees of hers, Carrie Chapman Catt and Anna Howard Shaw, became her successors as presidents of the National American Woman Suffrage Association. Methodist minister and physician ‘Annie’ Howard Shaw was her personal favourite, and their friendship was the source for Gertrude Stein’s opera tribute to Susan B., The Mother of Us All (1922).

Attending her last convention in 1906, she left her optimistic thematic message for women: ‘Failure is impossible,’ she said.

Further reading

See: MariJo and PaulBuhle (eds) The Concise History of Woman Suffrage (1978); Katharine SusanAnthony, Susan B. Anthony: Her Personal History and Her Era (1954); AlmaLutz, Susan B. Anthony: Rebel, Crusader, Humanitarian (1959); EleanorFlexner, Century of Struggle (1959); Geoffrey C.Ward and KenBurns, Not for Ourselves Alone: The Story of Elizabeth Cady Stanton and Susan B. Anthony (1999).

GAYLE GRAHAM YATES

APOLLINAIRE, Guillaume (Wilhelm Apollinaris de KOSTROWITZKY)

1880–1918
 French poet

Illegitimate and of mixed parentage – his mother Polish, his father Swiss – Apollinaire’s education took place mainly in the south of France. After short periods in Paris and Belgium, he spent the year 1901–2 as a private tutor in Germany, before launching himself into the literary and artistic life of Paris. He made the acquaintance of many of the major artists of the time and, over the years, established himself firmly as an influential figure in the avant-garde. Although not of French nationality (his naturalization was granted only in 1916) he joined up at the outbreak of war, and saw active service until 1916, when he was wounded in the head by a shell fragment. In the remaining two years of his life he returned to his former existence in Paris. He died on 9 November 1918, a victim of the Spanish flu epidemic.

Apollinaire’s lasting reputation is based mainly on his work as a poet, but his importance during his own lifetime owed much to his activity as an art critic who, between 1902 and 1918, a particularly fertile period for painting in Paris, defended and promoted new tendencies as well as the work of individual artists (Fauves, Cubists, Futurists; Picasso, Matisse, Derain, Braque). In 1913, he published Cubist Painters (Les Peintres cubistes, méditations esthétiques, 1913, trans. 1976). As evidence of the position he occupied, it is worth noting that he wrote the programme note for the ballet Parade (1917), written by Cocteau, setting and costumes by Picasso, music by Satie, choreography by Leonide Massine, performed by Diaghilev’s Ballets Russes.

Apart from his critical writing, his prose works include L’Enchanteur pourrissant (‘The Rotting Charmer’, 1909), with characters such as Merlin, Helen of Troy, the Sphinx; UHeresiarque et Cie (‘Heresiarch and Co.’, 1910), a collection of strange, fantastic stories; The Poet Assassinated (Le Poète assassiné, 1916, trans. 1968), a further collection of stories; and the best known of his three excursions into the theatre, Les Mamelles de Tirésias (‘Tiresias’s Breasts’) produced in 1917 and celebrated, among other reasons, for its subtitle, drame surrealiste – one of the earliest uses of this epithet.

He began publishing poetry as early as 1898, but his main period of activity dates from 1902, when he settled in Paris and came into contact with men like Alfred Jarry, Max Jacob, André Salmon and Picasso. The poems of his earlier years were collected in Alcools (‘Alcohol’, 1913); in a lecture on ‘La Phalange nouvelle’, delivered the same year, he defined his poetry as ‘the search for a lyricism at once humanist and new’ (‘la recherche d’un lyrisme neuf et humaniste a la fois). The summary is apt in that his revolutionary aspirations (pardy under the influence, at this time, of Blaise Cendrars, and involving startling juxtapositions of images, the use of free verse and the suppression of punctuation) are tempered by a lyricism of a traditional nature (inspired, for example, by unrequited love). His second collection of poems, Caligrammes (1918), as its name suggests, is noteworthy for the attempt to manipulate the text of the poem in order to produce the visual representation of an object.

Views have differed on the question of Apollinaire’s originality, and precedents can indeed be found for many of the techniques he exploited. But he remains a figure of importance: by bringing together within his work the diverse notions and practices of his day, he succeeded in focusing the poetic movement of his time, the more so, perhaps, since he was sensitive to established poetic qualities and therefore set his innovations in the context of a tradition.

Further reading

See: P.Pia, Apollinaire (1974); R. Little, Guillaume Apollinaire (1976); D.Oster, Guillaume Apollinaire (1978); TimothyMatthews, Reading Apollinaire: Theories of Poetic Language (1987); J.Grimm, Guillaume Apollinaire (1993); ChristopherGray, Cubist Aesthetic Theories (1996); WillardBohn, Apollinaire and the International Avant-garde (1997).

KEITH GORE

ARAFAT, Yasser

1929–2004
 Palestinian leader

The man likened to a ‘surrealist painting’ by Nelson Mandela did more than any other to win sympathy and support for a beleaguered people, persuading many, especially those on the political left, that Palestinians were the hapless victims of regional and global power politics, and had as much right to a state of their own as the Israelis who had displaced them. That Yasser Arafat was able to do this was down to his dogged commitment to the Palestinian struggle, and his ability to regroup in the face of setback. But, always obliged to negotiate from a position of weakness, Arafat lacked the political acumen to finally wring meaningful concessions from either the Israeli state or the American superpower that steadfastly supported Israel; and it is as a gifted propagandist, not a consummate statesman, that history has already begun to judge him.

Arafat was born Mohammed Abdel-Raouf Arafat al-Qudwa al-Husseini in Cairo, and not, as he habitually asserted, in Jerusalem. He did, however, spend some of his childhood there after his mother died in 1933, to be looked after by relatives, but returned to Egypt when his father, a Palestinian trader, remarried.

At the time Palestine was a discrete territory governed under a British mandate established shortly after World War I. In the wake of World War II, and of the Jewish holocaust, Britain withdrew its mandate, and in 1948 the state of Israel was created on Palestinian soil with strong American support and a vote in the United Nations General Assembly on 29 November 1947. During the ‘first’ Arab-Israeli war, lasting from 30 November 1947 to March 1949, when Egypt, the chief sponsor of the Palestinians, agreed to a ceasefire, Israeli forces succeeded in enlarging the Israeli state from the 55 per cent of former Palestine allocated them by the UN to 75 per cent. While 750,000 Palestinians fled to neighbouring Arab countries and beyond, those who stayed behind were largely confined to the Gaza Strip and East Jerusalem. Crucially, however, the West Bank – then part of Jordan, though later ceded to Israel – survived as a Palestinian enclave.

These dramatic developments shaped the destiny and the mindset of the Palestinian people. Arafat himself claimed to have participated in the fighting of 1948–9, though no corroboration for this exists. After attending Farouk Secondary School, where he acquired the nickname Yasser (‘carefree’), he enrolled at Cairo University (at the time King Fouad I University) to study civil engineering. Although he briefly flirted with the Islamist Muslim Brotherhood, the greater part of his energies were spent chairing the League of Palestinian Students. In 1956, the year of his graduation, he enlisted with the Egyptian army as a bomb disposal expert during the Suez Crisis, then, in 1958, moved to Kuwait, where he ran a car-hire company.

In Kuwait, Arafat founded Falastinuna (‘Our Palestine’), an agitprop periodical that quickly attracted widespread attention in the Arab world. It also attracted the funds with which Arafat established al-Fatah (‘Victory’), a militant body committed to waging guerrilla warfare (later ‘armed struggle’) against Israel, and which furnished Arafat with his most loyal following in the decades ahead. It was not until 1965, however, that al-Fatah, by then based in Jordan, made its first strikes against Israeli targets, following which it was admitted into the Palestine Liberation Organization (PLO), created by the Arab League in 1964.

Palestinian interests suffered a devastating blow during the Six Day War of June 1967. A coalition of Arab states (Egypt, Syria and Jordan) and other Arab forces assembled by President Nasser failed miserably in its attempt to destroy Israel; counter-attacking, Israel further enlarged its territory, seizing the West Bank and the Golan Heights, and occupying both East Jerusalem and the Gaza Strip.

These disasters played into Arafat’s hands. In 1968 he gained the status of a hero when his al-Fatah fighters, aided by Jordanian units, saw off an Israeli attempt to destroy a Palestinian camp at Karameh in the Jordan valley, and in 1969 he was elected Chairman of the PLO – a position he retained until the end of his life. Known henceforward as ‘Mr Palestine’, Arafat had emerged as the uncontested leader of the Palestinian liberation movement. Although he knew Palestinians could not win independence without others’ help, he wanted Palestinians to be at the forefront of the struggle. In October 1974 Arab leaders, meeting at Rabat, confirmed Arafat’s standing by declaring that the PLO alone represented the Palestinian people, and a month later – the high point of his career – Arafat personally addressed the UN General Assembly to plead the Palestinian case. Yet if his speech made fresh friends, and publicized the Palestinian plight as never before, its most frequently quoted passage pointed to present and future disarray. ‘I have come bearing an olive branch and a freedom fighter’s gun,’ he said: ‘Do not let the olive branch fall from my hand.’ The ‘gun’, though, was already a euphemism. Increasingly Palestinian ‘freedom fighters’ were turning to terrorism – acts of premeditated violence against civilians -usually with the backing, covert or otherwise, of al-Fatah. In September 1970 three hijacked jet airliners had been blown up at Amman airport in Jordan. When King Hussein of Jordan responded by expelling Palestinian militants from his country, the Black September group was formed – responsible, among other atrocities, for the murder of eleven Israeli athletes in Munich during the 1972 Olympic Games.

Arafat’s dilemma was that neither he nor the Arab states possessed the means to unsettle Israel using conventional military methods, but the more he was perceived to sanction terrorist activities the more his credibility as a statesman seeking peace through diplomacy was jeopardized.

Forced out of Jordan, Arafat and his people regrouped in Lebanon, only to be caught up in a prolonged civil war between Lebanon’s Muslim and Maronite Christian populations, with both Israel and Syria intervening to protect their perceived national interests. The presence of Palestinian militants in Lebanon, siding with their co-religionists, in particular gave Israel a pretext to attempt to control Lebanon militarily. In the event, following a devastating Israeli invasion of Lebanon in June 1982, it was Syria, itself under attack from Israel, that decided Arafat’s immediate fate. Once again, in August and September, Arafat and his guerrillas were forced to abandon their bases, the majority boarding ships for ports in North Africa. In September, meanwhile, up to two thousand Palestinian civilians were massacred by Maronite militiamen at refugee camps in Sabra and Shatila under the watchful eyes of Israeli troops commanded by Ariel Sharon and his chief-of-staff Rafael Eitan.

The low point of Arafat’s career came in 1982, and he was fortunate to survive as chairman of the PLO, which now transferred its headquarters from Lebanon to Tunisia. During the next decade, however, Arafat was able to rehabilitate himself as the Palestinians’ natural leader, even if his credibility remained tarnished.

Two seismic events had occurred in the Middle East. In March 1979, Egyptian president Anwar Sadat had signed a peace agreement with Israel, following the Camp David Peace Accords of 1978 brokered by US president Carter. For the first time, an Arab leader had formally acknowledged Israel’s right to exist. A month earlier, Iran succumbed to the Islamic revolution of Aya-tollah Khomeini, providing not only great encouragement, but also a powerful sponsor, for Islamist militants.

Arafat’s route back to prominence necessitated an accommodation with both increased levels of terrorist militancy and involvement in a ‘peace process’ that sought a resolution to the Palestinian–Israeli conflict through negotiated settlement. Thus, on the one hand, he came out in open support of the first intifada, or Palestinian Uprising, that began in the Gaza Strip in December 1987, and gave covert support to such extremist groups as Hamas and Islamic Jihad; on the other hand, he participated in peace talks that culminated in the Oslo Agreement, and a famous handshake with Israeli prime minister Yitzhak Rabin on a White House lawn on September 13 1993.

In 1994 Arafat was allowed to take up residence at Ramallah in the West Bank. for the first time the PLO headquarters was sited on Palestinian land. In 1996 he was overwhelmingly elected president of a Palestinian National Council. But Arafat was finally unable to control Islamist militants among his own people, while the election of Benjamin Netanyahu as Israeli prime minister in 1996, and of Ariel Sharon in 2001, both hard-liners, effectively precluded a political solution.

A second intifada erupted in September 2000, provoked when Sharon (then opposition leader in the Israeli parliament) insisted on visiting the sacred al-Aqsa mosque in Jerusalem. Thereafter Arafat found himself in a cleft stick. Publicly he denounced suicide bombings and other acts of terrorism, but clandestinely he condoned Hamas, Islamic Jihad and the newly formed al-Aqsa Martyrs Brigades. Confined to his Ramallah compound by Israeli tanks from 2002 onwards, Arafat the seasoned secularist declared that he was ready to embrace a ‘martyr’s death’. His actual death, though, occurred in November 2004 in a military hospital in France, where he had been airlifted to receive treatment for an undisclosed blood disorder.

Although thousands attended the interment of his body in Ramallah, Arafat’s legacy was less than sanguine. Under his leadership Palestinians had lost out heavily to the Israelis, and the movement itself had become severely splintered, with no obvious successor to Arafat immediately in sight. To compound matters, allegations of corruption now boiled to the surface. Millions of dollars donated to the PLO, but channelled through Arafat’s personal bank accounts, were unaccounted for, while it emerged that Suha Tawil, his wife since 1991, had been living the life of a shopaholic millionairess in Paris, at a time when, under Israel’s shadow, many Palestinians lacked basic amenities.

Further reading

See: AlanHart, Arafat (1994); Said K.Aburish, Arafat: From Defender to Dictator (1998); AndréwGowers and TonyWalker, Arafat: The Biography (2003). See also: DilipHiro, Sharing the Promised Land: An Interwoven Tale of Israelis and Palestinians (1996)

JUSTIN WINTLE

ARCHIGRAM

(Warren CHALK 1927–87, Peter COOK 1936–, Dennis CROMPTON 1935–, David GREENE 1937–, Ron Herron 1930–94 and Michael WEBB 1937–)
 English architectural group

Archigram exploded into the sleepy architectural world of the 1960s with an eponymous broadsheet that voiced frustration with the complacency and irrelevance of an architectural profession still building in the socially and technically irrelevant style of international modernism and disengaged from the explosive impact of the pop phenomena. Archigram alone seemed to notice the significance of Warhol, Lichtenstein, Oldenburg, Hockney, the Beatles and the Rolling Stones, and responded with astonishing pop-art inspired imagery of a technology-based future for architecture embracing a burgeoning consumer culture shunned by its peers.

‘Archigram’ (architecture but with the urgency of a telegram) started as ten issues of a magazine. The first was produced in 1961 by Peter Cook, David Greene and Mike Webb, and was quickly followed by a second issue supported by Ron Herron, Dennis Crompton and Warren Chalk. Archigram 3, inspired by Buckminster Fuller, included Cedric Price, and enthused on the theme of expendability, talking of ‘throw-away’ architecture, thereby setting the provocative tone for future issues. Architectural students the world over loved it, while the profession either ignored or derided it. However, the ICA (Institute of Contemporary Arts) in London hosted the Living City Exhibition in 1963 and then the art historian and critic Reyner Banham was quick to take up the cause.

By 1964 the Amazing Archigram 4 issue had become a stapled booklet with pop imagery and children’s book-style pop-up buildings of a science fiction architectural future. It introduced the concept of the plug-in city (a mega-structure with housing capsules that could be moved around by cranes). The format and graphic style changed with each issue as if to frustrate librarians and infuriate architects. Archigram 5 Metropolis (1964) tackled the city with a series of stunning images, and Archigram 6 (1965) extended the plug-in theme with a plug-in university.

In 1966 thousands of students converged from around the world for the International Dialogue of Experimental Architecture {IDEA) at Folkestone and heard Cedric Price talk on the Potteries Thinkbelt, Hans Hollein on the Retti candle shop and the invention of Tote bags, Joseph Weber, lonel Schein saying if it looked like an egg then it was OK in plastic, Yona Freidman with a plan to cover Paris with a populated megastructure or space-frame, and Banham talking about the End of Architecture. But the event was dominated by Archigram in the exhibition and in dynamic presentations and heated exchanges in the conference hall, and its reputation was made.

Archigram 7 Beyond Architecture (1966) came looseleaf in a plastic bag and the cover was an image of computer memory, and finally Archigram 9 in 1970 came with a packet of seeds; that was to be the last issue (there was also a news-sheet Archigram 91/2 in 1974). Nine extraordinary creative and inspiring editions sustained over nine years.

Archigram projects do not necessarily make much sense as buildable propositions but with a series of iconic images they questioned and challenged almost every preconception of conventional architectural thinking: ‘Plug-in City’ (Cook 1964), ‘Walking City’ (Herron 1964), ‘Living Pod’ (Greene 1965), ‘Cushicle’ (Webb 1966): all radical visions of possible alternative inhabitable environments.

Starting as the name of the broadsheet, ‘Archigram’ drifted into use as a term to identify a group, and briefly from 1969 to 1974 Archigram did exist as an architectural practice after winning a competition for a leisure centre in Monte Carlo which its members proposed to bury in an underground dome. This was presented through drawings and montages showing – much in the manner of Price’s fun palace proposals -radically different configurations and functions rather than any real indication of what it might look like. Plans to construct the project finally collapsed and the practice dissolved soon after.

But more than just a magazine or a practice, Archigram became a widely influential international avant-garde architectural movement. Their influence, for example, on the design of Piano and Rogers Pompidou Centre in Paris is palpable and acknowledged: Price inspired the generating idea, and Archigram influenced the dynamics of the formal elements and the dramatization of circulation elements such as the diagonal escalators crossing the facade.

Apart from collaborating on the magazine, exhibitions and the Monte Carlo project, most of the group’s work was individual both before and after and even during the period of the Archigram magazine. Cook wrote the seminal Architecture: Action and Plan in 1967 and Experimental Architecture in 1970. He published, lectured and exhibited prolifically, and his work is in galleries and collections worldwide. His built projects include the blue spiky blob of a museum of modern art or Kunsthaus for Graz (with Colin Fournier). Greene founded the Invisible University and shared the Royal Institute of British Architects Annie Spink Award with Peter Cook. Herron practised architecture as a partner in Pentagram and later Imagination, and in his own practice of Herron Associates.

Archigram developed from outright dismissal to heroic adulation and admiration. Although they were envied for their influence, there always were critics who utterly missed the point by attempting to read the drawings literally, asking why cities should walk or living pods be moved around the city with cranes; and Archigram had to survive the anti-technological backlash of the 1970s. As well as making provocative gestures and proposals, the group played a lead role in promoting high-tech imagery in architecture – much imitated, particularly in Japan. Finally, the architectural establishment understood the value of the questions that Archigram had raised and the far-reaching influence of its thinking. Discussing the Archigram phenomenon is an essential part of any critique of the arts of the 1960s. A major retrospective exhibition of their work, organized by Herron and Crompton, opened in Vienna in 1994 and then the Pompidou Centre in Paris, and travelled on round the world for ten years, reaching the Design Museum in London in 2004 and Japan in 2005. Acceptance was sealed when Archigram as a group was awarded the Royal Gold Medal for Architecture in 2002.

Further reading

The work of Archigram members is in the collections of the Museum of Modern Art, New York, the Victoria and Albert Museum, London, the Pompidou Centre, Paris, and the Deutsches Architektur Museum, Frankfurt. There is as yet no comprehensive independent overview of the achievement of Archigram, but Archigram (1972) gives PeterCook’s version. Reyner Banham, The Visions of Ron Herron (1994), is an excellent source, as is MichaelWebb, Temple Island (1987). See also such catalogues as Archigram – Experimental Architecture 1961–1974 with facsimile inserts of the Archigram magazines (Tokyo retrospective exhibition 2005) and a boxed set of drawings, Folio VI Peter Cook 21 years – 21 ideas (1985).

JOHN HAMILTON FRAZER

ARENDT, Hannah

1906–75
 German/US philosopher and political theorist

Hannah Arendt was one of that generation of German-Jewish refugees who did so much, perhaps no one more than she, to rescue American intellectuals from an excessive parochiality. She was born in Hanover and studied philosophy together with theology and Greek at Heidelberg, at the age of twenty-two completing her doctoral dissertation on St Augustine’s concept of love, studying under Jaspers and Heidegger, whose existentialism had a lasting influence. After being arrested briefly by the Gestapo, she fled to Paris in 1933 and worked for Zionist bodies sending Jewish orphans to Palestine, though she hoped that an unnationalistic Arab–Jewish state would emerge. She fled to the United States in 1940, gladly becoming a citizen but living mainly among emigres in New York. She worked for Jewish organizations and for publishers until a remarkable series of articles on the basic issues of modern politics led to her first great book, The Origins of Totalitarianism (1951). Thereafter she moved in the university world until she was able to devote her time entirely to writing. She was a wholly serious and modest private person but died a controversial and famous public figure.

It is disputable whether her central concern was political theory or pure philosophy. Some see The Origins of Totalitarianism as her main achievement. She was the first to argue, on such a scale, that there were common elements in Nazism and in Stalinism such as created a wholly new kind of government based upon the systematic use of terror for the purposes of comprehensive and world-changing ideologies, those of race and of economics, both of which enjoyed genuine mass support. Their origins lay deep in the breakdown of European political tradition which followed the French Revolution, in the discrediting of liberalism by the irrationality of the First World War, and specifically in anti-semitism, European imperialism and the vulnerability of nationalism to racialism. Her later books can all be seen as attempting either to extend these empirical arguments or to resolve difficulties in them. The Human Condition (1958) is then seen as tracing the decay of the Greek ideal which links thinking to political action and as pointing out that liberals quite as much as Marxists view labour (what we need to stay alive and what we consume) as an end in itself, a restless and self-defeating cycle, debasing work. Work is the distinctively human world of created objects made to last. The worship of labour also debases action, all things that are newly done, individual and spontaneous. To her the essence of the human condition is the public vita activa where men interact, neither the vita contemplativa of the philosophers nor the view of man as animal laborans, the creature of necessity. She attacks modern liberalism for valuing the realm of privacy above that of public action. She is often thought of as a modern Aristotelian, but in fact she argues that Aristotle’s view of political action is teleological and purely instrumental whereas, to her, political action, debate and decisions made freely and spontaneously among equals are ends in themselves to be valued irrespective of consequences.

Eichmann in Jerusalem, A Report on the Banality of Evil (1961) is then a case study of what happens in the most extreme conditions when there is no political tradition in a persecuted people and when resistance, pragmatically speaking, is hopeless. On Revolution (1963) tries to sustain hope, by pointing to the original ideal of free political action in both the French and the American Revolutions, before that became debased by the imposition of attempted equality in Russia. Both On Revolution and subsequent editions of the Origins put great stress on the emergence, however briefly, of self-governing workers’ councils in the Hungarian revolt of 1956, like the short-lived Soviets of 1917. Many critics found her scepticism of egalitarian socialism and her enthusiasm for anarchist-like councils a pair of strange bedfellows. And in her unusually terse On Violence (1970) she argued that power must always be ‘acting in concert’ and that violence is a mere instrumentality, never something, like her view of action, good in itself. Violence can only be justified, when at all, for limited ends, never as the vehicle of general ideas like social transformation.

However, if Arendt is viewed as a pure philosopher (in the German manner) then The Human Condition becomes her central book. Her preoccupations are then seen as primarily ontological. Humankind makes its own world out of nature by work, capable of emancipating itself from mere labour but also, and above all else, capable of memorable actions, whether in speculative thinking or in politics. Pragmatic judgements are replaced by aesthetic. In her last years, she turned to Kant’s theory of aesthetics, not of practical reason, to try to develop a theory of judgement that might have formed a volume of her posthumous The Life of the Mind, of which only Thinking and Willing (1978) were completed. Ultimately it is judgement that mediates between thought and action.

Philosophy and politics came closest together in her controversial and much misunderstood Eichmann in Jerusalem. Some fellow Jews, especially, objected to her account of Eichmann as not a monster of irrational evil, but a rational, pragmatic bureaucrat, a typically modern figure accepting evil commands in a banal and routine manner. Many challenged her assumption that there was little organized resistance among the Jewish communities in Europe, still more her claim (or her right to claim) that some should have resisted even if hopelessly. But the real issue for Arendt was to show the dangers of judging even good politics by results: we must judge the worthiness of actions in themselves, like aesthetic, not practical, judgements.

Perhaps she was not primarily a political philosopher, but from her philosophy she judged politics and society. Her moves from ontology to commentary on current affairs were at times bewildering. She saw Watergate and Vietnam as ‘banal’ applications of practical reason, and more horrible for that reason than when dismissing them from normality as simply abhorrent evils. She could move from, at times, over-precise definitions and philological excursions (as if early meanings are true meanings) into broad generalizations about cultural history. She was not always careful on points of fact. Famously she attacked Brecht for his ‘Hymns to Stalin’, republishing the essay even when their existence was disproved: to her his authorship was ‘symbolically true’. It was ungenerous but understandable for Sir Isaiah Berlin to dismiss her work as ‘metaphysical free-association’. She is as bewilderingly eclectic as she is stimulatingly bold and original. Perhaps she will finally be judged, like Rousseau and Nietzsche, for her fruitfulness rather than for her coherence. She interpreted rather than created systems. She forces us to think about the nature of the world, not simply about problems in disciplines.

Further reading

Her main books are mentioned above except for her Rahel Varnhagen: The Life of a Jewess (1958, written in the early 1930s). Her key essays are found in: Between Past and Future (1961); Men in Dark Times (1968); and Crises of the Republic (1972). The Portable Hannah Arendt (2003) is a useful compendium of her writings. See: Margaret Canovan, The Political Thought of Hannah Arendt (1974); Melvyn A.Hill (ed.) Hannah Arendt: Recovery of the Public World (1979); JohnMcGowan, Hannah Arendt: An Introduction (1998); Julia Kristeva, Hannah Arendt (2001); ElizabethYoung-Breuhl, Hannah Arendt: For Love of the World (2nd edition, 2004).

SIR BERNARD CRICK

ARMSTRONG, Daniel Louis (Satchmo)

1900–71
 US jazz cornetist, trumpeter, singer, actor

Louis rose from a poor New Orleans background to become one of the greatest of all jazz musicians. At the age of twenty-two he was in Chicago, second cornetist in King Oliver’s Creole Jazz Band, and even at this stage the younger man’s advanced conception of improvisation in comparison with the sober, classic New Orleans style of Oliver is apparent. He moved on to New York in 1924, to small group recordings with Clarence Williams and Sidney Bechet, to backing blues singers like Bessie Smith, and to big band work with Fletcher Henderson in 1924–5.

Back in Chicago in 1925, he formed a small pick-up group and called it the Hot Five. This group revolutionized jazz. It contained New Orleans musicians with the standard instrumentation. The New Orleans style had the three front-line wind players improvising a collective polyphony, interspersed with solos. Louis broke with tradition, increased the domination of the cornet lead and the proportion of soloing to ensemble playing, and organized the three minutes permitted by the 10-inch, 78–rpm disc into a slowly developing climax of intensity and virtuosity. The pianist Earl Hines then joined the fluid personnel of the Hot Fives and Hot Sevens, and from 1927 to 1929 Louis produced, one after another, about fifty of the greatest jazz recordings ever made.

Typical of Louis’s soloing during these years are the use of the ‘break’, when the rhythm section stops playing for a few bars and the soloist continues alone, and the solo against stop-chords in the accompaniment (the other players sound only the first beat in each, or in every other, bar). Both these devices are used by Louis to enable him to rise away from the implied beat and superimpose on it complex rhythmical patterns of his own, full of syncopation and of triplets. In a stop-chord solo he tends to build his lines in two-bar phrases, leaping and winding through the chords, each phrase expanded by the next, with the solo fitting together as a whole both on the rhetorical level, as a gradual crescendo of emotional tension, and on the melodic level, as a developing variation on the melody of the song. A fine example of his style is ‘Basin Street Blues’ of 1928, in which can be found twelve-bar blues soloing where he gradually increases the density of notes and rhythmical complexity after the fourth bar, a scat-sung (i.e. wordless) chorus, four solo choruses where he builds to a climax and then winds down, and an example of his restraint where three choruses are played quietly around one low-register note.

In 1929 he was featured in a Broadway show, Hot Chocolates. By now he was on the one hand the model for every jazz trumpeter, and on the other the happy entertainer and singer for mainly white audiences. If Louis distinguished between the two, it was to give precedence to the art of communicating with the greatest number of people through his music. From 1930 onwards he led a succession of big bands, with which he recorded a large number of popular songs of the day in a fairly constant format: he would play the melody once with the band, sing it, and then take one or more solo choruses, leading the band out at the end – often soaring into the upper register. In nearly all of these performances he transcended the material, and in many of them he played magnificent solos. He toured widely in Europe, and acted in Hollywood films – throughout his life he appeared in about fifty in all. His singing gradually began to dominate his performances, and it may be for this that his influence has been widest. His gravelly, laughing voice had immense charm, but more importantly, he was able to dismantle a song into short, rhythmically strong phrases which he sang slightly behind the beat, mingled with scat-sung interjections and ‘fills’. In this way he took the art of the crooner and gave it swing and vitality by tempering his melodies with the speech-rhythms characteristic of Southern black folk song.

In the 1940s he formed a small group (the All-Stars) of first-rate musicians (including the trombonist Jack Teagarden), and rode the crest of the New Orleans revivalist wave. But he was always reaching towards the biggest audiences as well. There is no reason to believe that Louis saw his record ‘Hello Dolly’, which pushed the Beatles from the top of the lists of best-selling records in 1964, as being a lesser achievement than his magnificent 1927 ‘Potato Head Blues’. Not only was he indisputably superior to any other jazz musician of his time between 1924 and 1932, but the magnitude of his achievement during that period, in establishing standards of musicianship and a vocabulary of improvisation, is unsurpassed.

Further reading

Most of Louis’s original 78–rpm records have been reissued on long-playing discs, notably on World Records – EMI, CBS, RCA, MCA. Books by Armstrong: Swing That Music (1936); Satchmo: My Life in New Orleans (1955). Books about him and his music: Max Jones and John Chilton, Louis (1971); Albert McCarthy, Louis Armstrong (1961); Richard Meryman, Louis Armstrong – A Self-Portrait (1971); HuguesPanassie, Louis Armstrong (1971); LaurenceBergreen, Louis Armstrong: An Extravagant Life (1997). Studies of his solos are to be found in: AndréHodier, Jazz: Its Evolution and Essence (1956); RichardHadlock, Jazz Masters of the Twenties (1965); GuntherSchuller, Early Jazz: Its Roots and Musical Development (1968). Louis’s solos transcribed can be found in: 44 Trumpet Solos & 125 Jazz Breaks (published by Charles Hansen, New York); and Louis Armstrong, A Jazz Master (twenty solos, published by MCA, New York).

CHRISTOPHER WAGSTAFF

ARNOLD, Eve

1913–
 American/British photographer

Born in Philadelphia, Pennsylvania in 1913 to immigrant Russian-Jewish parents, Arnold began photographing in 1946 while working at a photo-finishing plant in New York City. She decided to take a six-week course in photography offered by Alexei Brodovitch at New York City’s New School for Social Research in 1948 Impressed by her pictures of a Harlem fashion show, Brodovitch encouraged Arnold to keep shooting. Her first professional photograph was a 1949 Bowery bum sleeping off his excesses on the New York waterfront.

Throughout the 1950s, Arnold continued with portraiture usually as an assignment for a magazine or a film production. A 1952 picture story of Marlene Dietrich recording songs she had sung to Allied troops during the war acted as a launch pad for Arnold to personality and star photography. Her unglamorized and unretouched photographs revealed the changes taking place in portraiture. Arnold first became associated with Magnum Photos in 1951, becoming a full member in 1955.

To move around easily and elicit more from her subjects, Arnold streamlined her equipment early in her career, never using motor drives, lights or tripods, and carrying the minimum amount of gear in a single bag. She took a low-key approach based on establishing contact with the subject and using whatever light was available. To choose her photographs, she always asked if the subject was visual and if words would enhance the picture. Rather than selecting the sensational, Arnold let the subject dictate the treatment, angle of approach and point of view. Describing her vision, she stated that if a topic interested her then she believed that she could make it interesting to others. She often liked to use colour as an accent or as part of the design and believed that muted colour often proved more effective than stark tones.

Arnold focused on Hollywood stars, political figures and religious leaders as well as ordinary people. The photographs for which she is best known are those of Marilyn Monroe. She had a total of six sessions with Monroe, ranging from press conferences to her last film, The Misfits. With Monroe, Arnold saw what many male photographers did not, specifically that Monroe could switch her sexual aura on and off.

In 1961, Arnold began work with the London Sunday Times and stayed under contract with them for the next ten years. She moved permanently to England in 1962. Despite her desire to cover a war, the Times refused to send her to Vietnam because of the dangers involved. Managing to receive an assignment in 1979 to produce the book In China, Arnold sought to reflect the happiness that most Chinese felt about the approach of industrialization. The pictures brought Arnold her first major solo exhibition, a display of the China photographs at the Brooklyn Museum in 1980. Arnold delved into filmmaking and made Beyond the Veil (1971) for the BBC about life in a harem. Put off by the expense and the numbers of people involved with a film, Arnold never attempted a second project.

Further reading

The best source on Eve Arnold is her autobiography, In Retrospect (1996). The chief critical appraisal of her photographs is Sarah Brown’s ‘Eve Arnold’, British Journal of Photography, 5 January 2000. Her other works include: Hie Unretouched Woman (1976); Flashback: The 50s (1978); In China (1980); In America (1983); Portrait of a Film: The Making of White Nights (1985); Marilyn for Ever (1987); Marilyn Monroe: An Appreciation (1987); Private View: Inside Baryshnikov’s American Ballet Theatre (1988); All in a Day’s Work (1989); The Great British (1991); Magna Br ova: Magnum’s Women Photographers (1999); and Film Journal (2002).

CARYN E. NEUMANN

ARNOLD, Matthew

1822–88
 British poet and critic

Matthew Arnold, the eldest son of Thomas Arnold, was born at Laleham in 1822. He was educated at Winchester and, from 1837, at Rugby. In 1841 he went to Balliol College, Oxford, on an open scholarship, but neglected his work and, like his close friend Arthur Hugh Clough, failed to take a first-class degree. However, in 1845 he joined Clough as a fellow at Oriel, though he had no intention of teaching. In 1847 he became private secretary to the Marquis of Lansdowne, who later appointed him an Inspector of Schools (1851). This post enabled Arnold to marry Frances Lucy Wightman. Before his marriage Arnold had frequently visited the Continent, and in 1848 and 1849 had met at Thun the mysterious ‘Marguerite’ about whom he wrote the love poems collectively entitled ‘Switzerland’. Arnold remained a school inspector for thirty-five years. As a break from his normal duties he was occasionally sent abroad to investigate continental education. These assignments resulted in such books as The Popular Education of France (1861), A French Eton (1864) and Schools and Universities on the Continent (1868). He also wrote a number of official reports, selections of which were published in 1889 and 1908. Although Arnold’s work was with elementary schools for the working class, his personal preoccupation was with middle-class education, improvement of which he regarded as a most pressing national priority.

In 1849 Arnold published The Strayed Reveller, and Other Poems, which surprised those who knew him as something of a dandy by its vein of stoical melancholy. ‘The something that infects the world’ (‘Resignation’) is a theme present in most of the poems, despite their exotic settings in myth or the classical past. Empedocles on Etna, and Other Poems (1852) gives further expression to a personal and general malaise, the nineteenth century being characterized as ‘this iron time/Of doubts, disputes, distractions, fears’ in ‘Memorial Verses’ (1850) commemorating Wordsworth. Arnold’s feeling that the modern intellect was inimical to man’s spiritual and creative needs is most powerfully embodied in ‘Empedocles’ which follows the Greek philosopher and poet through a crisis of world-weariness culminating in his suicide in the crater of Etna. The volume also includes the ‘Marguerite’ poems which extrapolate from the lovers’ predicament a pessimistic view of the individual’s isolation – ‘We mortal millions live alone’ (‘To Marguerite -Continued’). In 1853 Arnold brought out Poems: A New Edition, notable for the Preface which justified the omission of ‘Empedocles’ on the grounds that it was morbid. Arnold quoted Schiller – ‘All art is dedicated to Joy’ -and insisted that poems should be based on ‘great actions, calculated powerfully and delightfully to affect what is permanent in the human soul’. In a letter to Clough of 1853 he emphasized that poetry should ’animate and ennoble’. The preface also inveighed against Romantic subjectivity and what Arnold saw as the contemporary fixation with details of imagery and sensuousness of expression at the expense of overall structure or Architectonicé, arising, he thought, from the deleterious influence of the Elizabethans. He wanted poets to revert to classical models and he wrote to Clough ‘modern poetry can only subsist by its contents: by becoming a complete magister vitae as the poetry of the ancients did’. Arnold tried to live up to his own standards, producing the long poems ‘Sohrab and Rustum’ (1853) and ‘Balder Dead’ (1855) in ‘the grand style’ of the classical epic, and a Greek tragedy, Merope (1858), but the strength of his poetry remained in the personal and elegiacal mode of ‘The Scholar-Gipsy’ (1853), ‘Thyrsis’ (1866) and ‘Dover Beach’ (1867). Although Arnold published further collections of poetry in 1855 and 1867, his inspiration was waning and these contained little new apart from occasional poems and memorial verse such as ‘Rugby Chapel’ (1867) on his father, ‘Heine’s Grave’ (1867) and ‘Haworth Churchyard’ (1867) on Charlotte Brontë. ‘Obermann Once More’ (1867), Arnold’s last major poem, shows the earlier melancholy giving way to the more hopeful meliorism of his prose.

In 1857 Arnold was elected Professor of Poetry at Oxford and he held the chair for ten years. His first published lectures were On Translating Homer (1861) in which he characterized Homer’s distinctive qualities and laid down guidelines for translators, taking exception to Francis Newman’s recent version of the Iliad because it failed to render Homer’s ‘nobility’. Another series of lectures resulted in On the Study of Celtic Literature (1867). In 1865 Essays in Criticism (First Series) appeared. In ‘The Function of Criticism at the Present Time’ Arnold says that the task of criticism is to ‘make the best ideas prevail’ in order to create a proper climate for a literature ‘adequate’ to the needs of a complex modern society, and to help the individual to an awareness of ‘the best that is known and thought in the world’. In ‘The Literary Influence of Academies’ he castigates the English for their ‘intellectual eccentricity’ and lack of the critical spirit, while in ‘Heinrich Heine’ he hails ‘a brilliant soldier in the Liberation War of humanity’, and also acknowledges Goethe as the outstanding critical intelligence of Europe whose ‘imperturbable naturalism’ was responsible for eroding the last vestiges of medieval Europe. ‘Dissolvents of the old European system … we must all be,’ Arnold declared.

Although criticism was ‘disinterested’ and above party, class or sectarian interests, Arnold was drawn to comment on social and political affairs. His underlying conviction was that the ‘ideas’ of the French Revolution were bound to prevail, that the Zeitgeist or ‘time-spirit’ was on the side of democracy as against the old aristocratic order. There was, however, a conservative element in Arnold’s politics, and in Culture and Anarchy (1867) he warned that personal liberty must be contained by ‘a principal of Authority’ if anarchy were to be avoided: ‘Without order there can be no society, and without society there can be no human perfection.’ The state was ‘sacred’. The book is most celebrated for Arnold’s conception of culture as ‘a study of perfection’, and for his attack on the Philistinism of the English middle class, which lacked ‘sweetness and light’. In contrast to their ‘Hebraism’, dourly concerned with work and morality, ‘money and salvation’, Arnold proposed ‘Hellenism’, the spirit of the Greek Humanism with its ideal of the wholly developed man. His onslaught on Philistinism was also carried out in a series of satirical letters to the Pall Mall Gazette (1866–70) which he published as Friendship’s Garland in 1871.

In the 1870s Arnold turned his attention to religion, producing St Paul and Protestantism (1870), Literature and Dogma (1873) and God and the Bible (1875). Arnold wanted to preserve Christianity, but saw that its traditional defenders were in fact imperilling its chances of survival. ‘Christianity is true; but in general the whole plan for grounding and buttressing it chosen by our theological instructors is false, and, since it is false, it must fail us sooner or later.’ Arnold wished to dispense with the miraculous and supernatural elements of religion which science was discrediting, clear away the accretions of dogma and Aberglaube (‘extra-beliefs’), and return to the essentials of Christianity, the person and example of Jesus. The anthropomorphic deity of popular theology, characterized by Arnold as a ‘magnified non-natural man’, was to be replaced by ‘the eternal not ourselves which makes for righteousness’. Religion for Arnold was ‘morality touched by emotion’, and he was writing in the tradition of Coleridge and his father by placing the emphasis on the moral validity and ‘natural truth’ of Christianity. Like his father, he believed in a national church which would embrace Christians of all doctrinal persuasions.

After Last Essays on Church and Religion (1877) Arnold returned to social and political commentary and literary criticism in Mixed Essays (1879), Irish Essays (1882) and Discourses in America (1885). His concern in these last years was with ‘the humanization of man in society’, and while he saw dangers in American democracy (he visited America to lecture in 1883 and 1886), he remained convinced of the need for greater equality in England. Arnold’s later literary criticism, contained in Essays in Criticism (Second Series, 1888), attaches great importance to poetry in a scientific world. In ‘The Study of Poetry’ Arnold wrote, ‘More and more mankind will discover that we have to turn to poetry to interpret life for us, to console us, to sustain us.’ In the same essay he promulgated his system of judging poetry by ‘touchstones’ from the classics. Other essays give final assessments of the Romantic poets, of whom Wordsworth and Byron were ‘first and pre-eminent, a glorious pair’.

In 1883 Arnold accepted a Civil List pension of £250 and in 1886 he retired from the inspectorate. He died suddenly of heart failure at Liverpool in 1888.

Throughout his adult life Arnold read widely and his Note-books (ed. H.F. Lowry, K. Young and W.H. Dunn, 1952) are filled with quotations from classical, European and English writers. As a young man Arnold had delighted in the novels of George Sand, and while at Oxford read Carlyle and Emerson. Goethe and Sainte-Beuve helped form his regard for criticism while his political thought was influenced by Burke. Spinoza was an important influence on his religious writing, and he was well read in such contemporary European theologians as Renan and Strauss. Writing in 1872, he acknowledged Wordsworth and Cardinal Newman as formative influences, and another was undoubtedly his father from whom he took both a strong sense of personal morality and his interests in education, religion and society. The contemporary who affected him most was Clough, to whom he wrote in 1853, ‘I am for ever linked with you by intellectual bonds – the strongest of all.’

As a critic, Arnold’s importance lies in his championing of the critical spirit and his insistence, against English insularity, on the concept of a European culture. Though his critical methods have not survived the various revolutions in literary criticism of this century, his essays express that critical tact and sensitivity towards literature that he sought to inculcate, and even if his evaluations have not necessarily stood the test of time, his criticism will always remain worth reading. His other prose writings shed light on major issues of the nineteenth century and are saved from the polemical excesses of some Victorian ‘sages’ by Arnold’s urbanity and wit. Several of his phrases have passed into the language, and Culture and Anarchy is indisputably a prose classic.

As a poet, Arnold ranks below Tennyson and Browning. His output was uneven and he was handicapped by his own wilfully imposed poetics and the pressure of his work. He was right, however, when he wrote in 1869, ‘my poems represent … the main movement of mind of the last quarter of a century’, and as well as this representative quality the canon includes a number of individual poems of the highest standard.

Further reading

Other works include: The Poems of Matthew Arnold (2nd edn), ed. MiriamAllott (1979); The Complete Prose Works of Matthew Arnold, ed. R.H.Super (1960–77); Reports on Elementary Schools 1852–1882, ed. F.S.Marvin (1908); Letters of Matthew Arnold, 1848–1888, ed. G.W.E.Russell (1895); The Letters of Matthew Arnold to Arthur Hugh Clough, ed. H.F.Lowry (1932); Unpublished Letters of Matthew Arnold, ed. ArnoldWhitridge (1923). See: LionelTrilling, Matthew Arnold (1939); ParkHonan, Matthew Arnold: A Life (1981); on the poetry: C.B.Tinker and H.F.Lowry, The Poetry of Matthew Arnold: A Commentary (1940); A.D.Culler, Imaginative Reason: The Poetry of Matthew Arnold (1966); WA. Madden, Matthew Arnold: A Study of the Aesthetic Temperament in Victorian England (1967); see also: E.D.H.Johnson, The Alien Vision of Victorian Poetry (1952); on the prose: S. Coulling, Matthew Arnold and His Critics (1974); DJ.DeLaura, Hebrew and Hellene in Victorian England (1969); JohnHolloway, The Victorian Sage (1953); P.Honan, Matthew Arnold (1983).

SIMON RAE

ARON, Raymond

1905–83
 French philosopher, sociologist and journalist

Identified in Soviet propaganda as ‘the main ideologist of the French bourgeoisie’, a fairer portrait of Raymond Aron would show a man striving for an accurate understanding of modern – communist as well as liberal – societies. While his attacks on Stalinism during the 1950s and the student revolt of 1968 reflect an essentially anti-Marxist position, his early advocacy of Algerian independence, and his opposition to Charles de Gaulle throughout the 1960s, chiefly over the issue of foreign policy, were direct criticisms of the Establishment and its interests. A realist and a meliorist, a liberal thinker in partibus infidelium, Aron stands for a school of thinking, emergent during the late 1970s, that saw democratic order and democratic disorders not as dispensable impediments but as a desirable part of life itself.

After studying at the École Normale Supérieure (1924–8), where he met and befriended Sartre, he went to Germany where he studied and taught in Cologne and Berlin (1930–3). But whereas Sartre discovered Husserl and Heidegger, Aron turned his attention to German sociology and philosophy of history. Returning to France he composed his doctoral thesis, published as Introduction à la philosophie de l’histoire (‘An Introduction to the Philosophy of History’) in 1938. Through a detailed and comprehensive analysis of humankind’s historical condition, from knowledge of itself to knowledge of the many wholes in which the self finds its place, Aron elaborated a convincing criticism of determinist philosophies of history. Supporting the claim of philosophy not to be deduced from anything else, by any kind of conditioning (history is not to be a substitute for philosophy), he proposed that ‘ultimately the possibility of a philosophy of history is at one with the possibility of a philosophy in spite of history’ – thus also disposing of the Hegelian possibility, that the achievement of history and the achievement of philosophy are one and the same thing.

The Introduction suggests a conflict of loyalties, of loyalty to history and loyalty to philosophy, of loyalty to the is and of loyalty to the ought; it expresses and analyses the perplexities of a Kantian mind in a post-Hegelian world. Its effect was to supply its author with a philosophy that set him free to forget philosophy. Events, institutions and societies were henceforward to be faced on their own terms, and not on those of an elusive philosophy; and Aron’s subsequent career as a polemicist, sociologist and political commentator can be seen to stem directly from his early conclusions. After the war (he had joined the Free French Forces in London and edited its La France libre) he became a fertile, pungent and formidably argumentative journalist, contributing to the left-wing Combat (1946–7), then to the centrist newspaper Le Figaro (1947–77). In 1946 his friendly relations with Sartre were abruptly severed as the two men took diametrically opposed views on the Soviet regime. The main target of The Opium of the Intellectuals (L’Opium des intellectuels, 1955, trans. 1957), however, was not so much the Communists – the ironclad brains – as the Progressivists, whose severity in criticizing every defect of Western democracies left them blind to the crimes of an allegedly Marxist state. In a way sharing many of the ideals of the left, it was the perversion of their spirit that Aron mourned, the more so as the culprits, principally Sartre and Merleau-Ponty, were admitted to be highly gifted.

Other eloquent broadsides followed, in particular Democracy and Totalitarianism (Démocratic et totalitarisme, 1965, trans. 1968) and The Elusive Revolution (La Révolution introuvable, 1968, trans. 1969), D’une sainte famille à Vautre (‘From One Holy Family to Another’, 1969 – directed largely against Althusser) and In Defence of Decadent Europe (Plaidoyer pour VEurope decadente, 1977, trans. 1979). In 1955 he also resumed his academic career, becoming a professor of sociology at the Sorbonne, and making the problems of strategy his special study. Two books, Peace and War (Paix et guerre entre les nations, 1961, trans. 1967) and Penser la guerre, Clausewitz (1976), are perhaps unrivalled in the contemporary literature on the subject. War is what is most opposed to the moral imperative of the Kantian philosopher, and equally what cannot be laid aside by the political thinker. And nowhere are the is and the ought more sharply distinguished. As Aron shows, the comprehension of the phenomena of war requires an understanding of things as they are; but it also requires at the same time reference to the unrealized ideal of peace: together, a forgetting of and a longing for philosophy.

Elsewhere, in his sociology (see Dix-huit lecons sur la societe industrielle, 1963, translated as 18 Lectures on Industrial Society, 1967, and Les Etapes de la pensee sociologique, 1965, translated as Main Currents in Sociological Thought, 1968, for example), Aron displays a similar concern for the antinomies of the human condition. He was reproached, often fiercely, for being essentially critical, for failing to provide programmes for the improvement or reconstruction of society, for not offering a blueprint of the good society. His point of departure, however, is what our societies say of themselves, and the ideals to which they are dedicated. It is the conflict and interplay between those ideals (for example, liberty and equality) which he explores, not their ultimate values: indeed such values cannot be reached, for Aron’s philosophy precludes any standard of judgement outside history – unless it is to be found in the moral consciousness of the individual, and then only in a given situation.

Further reading

See: The Imperial (Republique imperiale, 1973, trans. 1979). About Aron: Daniel J. Mahoney, The Liberal Political Science of Raymond Aron (1992); Brian C.Anderson, Raymond Aron: The Recovery of the Political (1997).

PIERRE MANENT

ARP, Jean (Hans)

1887–1966
 French sculptor, painter and poet

Arp’s nationality can perhaps be best defined as Dadaist for he, more than other members of that group, remained true to its original principles his entire life. He was born in Strasbourg. In addition to Alsatian, he spoke fluent French and German and is the author of a considerable body of poetry in both languages as well as being an important sculptor and pioneer of a particular sort of abstract art. The supposed ‘split’ in his character between his allegiances to the French (as Jean) and German (as Hans), to literature and to plastic arts, to nature and to art, is a mistaken notion. Perhaps through his mixed nationality he was better able to integrate his various artistic activities and share a fundamental concern of early European modernists: to break down what were seen as artificial barriers between the art media.

In 1904, Arp was excited by his first exposure to modernist art in Paris. He attended the Academy of Fine Arts in Weimar from 1905 to 1907. In 1908 he studied at Academie Julian in Paris. Dissatisfied there, he retired to Weggis in Switzerland to spend two years working quietly to rejuvenate art by means of direct contact between his unconscious perceptions and nature – to preserve innocence through art. He called his first innovations ‘concrete art’. In 1947 he would write: ‘We want to create as the plant creates its fruit, and not re-create. As there is no trace of abstraction to be seen in this kind of art, we call it concrete art.’

His early artistic commitment led to a series of important contacts. In 1909 he met Klee. In 1911 the Moderner Bund held its first exhibition at Lucerne where Arp showed along with Matisse and Picasso. In 1912 he went to Berlin, called on Kandinsky and took part in a famous Blaue Reiter exhibition. In 1913, again in Berlin, he joined leading German Expressionists in the Erste Herbstsalon show organized by Walden who, in his magazine Der Sturm, had published drawings by Arp – human figures sketched in undulating lines – as well as the first version of the prose poem ‘Kokoschka Sketch-book’. In 1914 Arp caught the last train into Paris (according to Max Ernst) before the First World War commenced. There he met Max Jacob, Modigliani, Apollinaire and Delaunay. When war broke out he returned to Switzerland and, in December 1915, exhibited his first ‘abstract’ works at the Tanner Gallery, Zurich. Here, he met the artist and teacher Sophie Taeuber with whom he collaborated on experimental art in various media. They were married in 1922 and continued their work together until her death in 1943 from asphyxiation on a trip to Zurich from Grasse where they had taken refuge during the Second World War.

Arp’s ‘abstraction’ had nothing to do with description and, unlike works of abstract painters such as Mondrian, involved (after 1915) a conscious rejection of rectilinear, ‘logical’ forms, giving preference to objects ‘arranged according to the law of chance – rudimentary, irrational, mutilated’. This preference was to make Arp sympathetic to the aims of Dadaism which was born in the Cabaret Voltaire early in 1916 when Hugo Ball invited Arp to work with him in Zurich. Dada set out to counteract creatively the machine-age mentality and national egoism which led to wars, and bourgeois values that confined artistic expression. Unlike Tzara, Janco, Huelsenbeck, et al., Arp was less interested in shocking the bourgeoisie than in creation and ‘the satisfaction of his sense of fun’.

Arp also collaborated with Max Ernst in 1920, met Kurt Schwitters in 1923 and contributed to his review Merz, and, with El Lissitsky, published The Isms of Art (1925). In sculpture and reliefs, Arp is best known for his ‘neutral forms’ and ‘navels’ or undulating ovals symbolic of natural growth and metamorphosis. He often juxtaposes unlikely objects, for example, Egg Board (relief, 1917), Shirt Front and Fork (relief, 1924), and the deceptively simple reliefs Fork and Navel (1927) and Infinite Amphora (1929), or combines playfulness with purity of form, as in Head with Two Annoying Objects (sculpture, 1930) and Three-navel Fruit (sculpture, 1960).

In 1926, Arp and Sophie moved to Meudon near Paris and joined the Surrealist group until 1930; in this year their papiers dechires appeared. Their activities were not confined to Paris, for, in collaboration with S.T. and Theo van Doesburg, they decorated the café dansant L’Aubette in Strasbourg. As a member of the Circle and Square group, Arp took part in its international exhibition in April 1930. The following year he joined the Abstraction-Creation group and concentrated on ‘pictures’ in twine and torn paper and produced his first full relief.

His poetry of this period includes the bird plus one into which he incorporated an early verse, ‘Kaspar ist tot’; his poetic technique might be called déchirés, developing imagery in language in conjunction with collage experiments. His major poetic collections, however, appeared late in life: Moonsand (1960); Pensive Flames (1961); The Dream Captain’s Log Book (1965). In the prose work Jalons (1950) he wrote about his increasing interest in genetic force and how he had developed this fascination since 1916: ‘The wood relief Formes terrestres, reproduced by Picabia in his review 391 is the first of a long series on which I have not ceased to work.’ His aim for fusion of man, nature and object is manifest in all his work.

Arp made three important trips to the USA: in 1949 for the Curt Valentin Gallery, in 1950 when he was invited by Gropius to execute the Harvard Graduate Center wall relief, and in 1958 for the MOMA retrospective in New York. In 1959, Arp married an old friend Marguerite Hagenbach who had collaborated with him and Sophie in Zürich.

Arp’s plastic art falls into four distinct categories: (1) reliefs in media other than stone; (2) sculpture (both stone carvings and casts in bronze, silver, etc.); (3) collages, papiers déchirés, embroideries and ‘architectural formations’; (4) graphic work (woodcuts, engravings, drawings). Arp also formulated five types of his verse. His ‘sophisticated schizophrenic dialect’, though shared by other Dadaists such as Schwitters, is distinguished by its clarity and serenity, even when apparently unintelligible due to surreal imagery:


the lips rise out of the words

like beauty out of the billows of the sky

beauty is shut in by light

as the bell is by kisses

(‘The Skeleton of the Day’, 1937).



Arp’s creations embody his freshness of vision, his freedom from overly theoretical reservations (despite his involvements with various groups and movements); they are ‘anonymous like clouds, mountains, animals, men’, as he described them in his 1947 essay ‘Concrete Art’. His oeuvre is a blossoming, a rounding out of his experience and integrity.

Further reading

Other works include: On My Way; Poetry and Essays 1912–1947 (1948). See: L.Forster, The Poetry of Significant Nonsense (1962); C.Giedion-Welcker, Jean Arp (1957) and Modern Plastic Art: Elements of Reality, Volume and Disintegration (1937); R.W.Last, Hans Arp: The Poet of Dadaism (1969); G.Marchiori, Arp (1964); HerbertRead, Arp (1968); H.Richter, Dada (1965); EduardTrier, Jean Arp: Sculpture 1957–1966 (1968); G.Hatje, Hans Arp (exhibition catalogue, 1994).

ALISON ARMSTRONG

ARTAUD, Antonin Marie Joseph

1896–1948
 French actor, writer and man of the theatre

Antonin Artaud displays a peculiar merging of life and art so that it is almost impossible to say where one ends and the other begins. From an early age he suffered from a variety of nervous diseases, perhaps occasioned by an attack of meningitis when he was five. These were to lead to prolonged stays in sanatoria and mental institutions, the first of which came in his late teens, when he also began the habit of drug dependency that was to cause him extreme agony and hardship in later life.

In 1920 he moved from Marseilles to Paris, where he began to engage in the literary and theatrical life. He acted for Lugné-Poe, Dullin and Pitoëff, scoring a particular success as Tiresias in Cocteau’s Antigone (1922), as well as publishing poems and articles on various subjects. In 1923 he submitted some poems to the Nouvelle Revue Française, which were turned down by Jacques Rivière but led to a correspondence in which Artaud developed the idea that his own failure to find satisfactory self-expression might constitute a paradigm for the problem of artistic creation in the twentieth century. In 1923 he joined the Surrealist group, only to be expelled again in 1926 when Breton, Eluard and others joined the Communist Party.

During this period he published further poems and laid plans for his own theatre. These were partially realized in 1928 when, with the collaboration of Roger Vitrac, he produced a number of isolated and fragmentary performances under the umbrella name of the Alfred Jarry Theatre. The most notable productions were of Strindberg’s Dream Play and Vitrac’s Victor. Bankruptcy and depression followed, but in 1931 Artaud felt he had experienced a new revelation while watching a performance by the Balinese dancers at the Colonial Exhibition. Over the next three years he wrote the texts later published as The Theatre and its Double (1938, trans. 1970), adapted work by Seneca and Shelley (The Cenci) and wrote a scenario entitled The Conquest of Mexico. His last full-scale theatrical venture was the Theatre of Cruelty, which lasted for just seventeen performances of The Cenci in 1935. Its failure was followed by a period of travelling (to Mexico and Ireland) and disintegration, during which he published the apocalyptic New Revelations of Being (Les Nouvelles Révélations de l’Étre, 1937). The travels came to an end when he was deported from Ireland and locked up in a French institution as a dangerous lunatic. He spent the war years in a variety of asylums, subject to all kinds of privation and to electro-convulsive therapy (ECT), which he particularly dreaded. He was released in 1946 and spent the last two years of his life in a spate of literary activity, publishing letters, poems, an essay on Van Gogh, and producing a radio programme of his own work, which was banned at the last minute.

Artaud made a powerful impact on his contemporaries by his acting style which had a passionate, spiritual quality that can still be glimpsed in some of his film performances – the young monk in Dreyer’s Passion of Joan of Arc (1927) or Marat in Gance’s Napoléon (1927). His scenario The Seashell and the Clergyman (La Coquille et le clergyman, filmed by Germaine Dulac in 1928) shows him to have been a master of Surrealist film. But most of his energies were devoted to the theatre and this is where his influence was greatest – something of a paradox, since all his own productions failed and he left so little in the way of production plans. His influence has passed through two main channels: the playwrights, directors and actors who knew him personally, and the essays grouped under the title The Theatre and its Double. Although the expression of his thought is sometimes deliberately anti-logical and difficult to follow, the idea of this work can be summarized as follows. The theatre is like the plague: it attacks a whole community and produces a paroxysm which may be destructive but can also perform a cathartic function. Western theatre has been killed by excessive attention to logical, verbal, grammatical language. A text is not something that exists prior to performance, but is written by the actor, who becomes a moving hieroglyph. The use of sounds, lights, movements, gestures, etc., takes on primary importance because ‘the domain of the theatre is not psychological but plastic and physical’.

In place of the literary theatre of his time, Artaud was proposing a conception that was almost primeval – an all-engulfing experience in which metaphysics would be translated into violent physical realities. The failure of his own attempts was largely because of his own unwillingness to think about the audience: primeval theatre did not harmonize with sophisticated Parisian theatre-going. It has been left to other directors to put his ideas into practice. The most notable have been Roger Blin, Peter Brook and Jerzy Grotowski. But Artaud has also influenced thinking about madness, especially in its relationship to language, as can be seen in the work of R.D. Laing, Michel Foucault or Jacques Derrida.

Further reading

See: Oeuvres complètes (from 1956); ClaudeSchumacher (ed.) Artaud on Theatre (1997). See also: AlainVirmaux, Antonin Artaud et le théâtre (1970); MartinEsslin, Artaud (1976).

DAVID BRADBY

ASHBERY, John Lawrence

1927–
 US poet

One way or another, every great poet writing in the twentieth century grappled with chaos. Poets writing in the grain of high modernism responded to the experience of chaos sorrowfully: their poetry voices a lament for lost order. The postmodern poets who followed on their heels often found relief and artistic material in whatever semblance of order is offered by autobiographical experience.

John Ashbery – New York-born and Harvard-educated – instead attempts to capture the experience of disorder – what he sees as the experience of experience – itself. ‘My poetry is disjunct, but then so is life,’ he once remarked. Like Gertrude Stein, whom he openly admires, Ashbery develops a poetics of dissociation: in his work, experience always eludes intellection and, so, meaning always outreaches his poetry’s grasp. His poems are like kaleidoscopic compositions built from the shards of meaning; they fail to form a familiar image, but are beautiful and radiant in their own right.

Indeed, in addition to Stein, Stevens, Auden and Whitman, and fellow New York School poets Frank O’Hara, Kenneth Koch and James Schuyler, Ashbery was deeply influenced by the abstract expressionist painters. In his early career he was an art critic, writing for the Paris edition of the New York Herald during the 1950s. ‘I attempt to use words abstractly, as an artist uses paint,’ he has said. This means that no overarching narrative form emerges to bind various images: pronouns may have no clearly discernible antecedents, lines may not appear to follow one another logically, and poems may consist of mere fragments. ‘When the squall hit’, for example, is a poem in its entirety, as it lies beneath the (much lengthier) title ‘We Were on the Terrace Drinking Gin and Tonics’ (from As We Know, 1979). Rather than develop an underlying connection that binds poem to title, Ashbery instead draws our attention to their adjoining surfaces. Here and elsewhere in Ashbery’s work, the poetic elements adhere on a spatial plane instead of through a narrative arc that unfolds over time. In this way, the verbal art of poetry approaches the visual art of painting. This is poetry as daring as Pollock’s splattered canvases, but as Ashbery has argued, ‘most reckless things are beautiful in some way, and recklessness is what makes experimental art beautiful’. Even so, if Ashbery’s reckless poetry is experimental, it is also deeply anchored to reality, as the experience of experience is marked by fragmentation, redirection and false starts. Clichés, perseverated phrases and disjoined memories all float in the stream of consciousness.

While his first published volume, Some Trees, would win the Yale Series of Younger Poets Prize, coming out in 1956 with a preface by Auden, Ashbery’s poetry did not receive widespread attention until 1975 with the publication of Self-Portrait in a Convex Mirror. Ashbery would later say that he ‘never cared’ for Self-Portrait, but the critics clearly did: it won the Pulitzer Prize, the National Book Award and the National Book Critics Circle Award. The title poem, an extended reflection on Francesco Parmigianino’s painting of the same name, explores the inevitable imprisonment and distortion inherent in artistic representation. ‘Everything is surface,’ the poet declares: ‘The soul is a captive’ in its portrait. Neither Parmigianino’s painting nor Ashbery’s poem offers a transcendence; instead, these instruments of discovery merely turn us back on ourselves. Like its subject’s hand, the meaning of the painting ‘swerv[es] easily away, as though to protect/What it advertises.’ And, as for Ashbery’s poem, ‘the words are only speculation/(From the Latin speculum, mirror).’

Another major work is Flow Chart (1991), a book-length work that is at once a serious meditation on the difficulties (or impossibilities) of charting experience and an extended, oftentimes playful engagement with his critics. ‘I see you are uncertain where to locate me:/here I am,’ the poet wryly states before, of course, moving on. His words remind his readers that he and his poems will always, necessarily, elude their grasp. But Ashbery is not being coy, he is being true to the dissociated nature of consciousness that prevents us from locating – and thereby fixing – ‘some point of concentrating around which a person can collect itself’. Ashbery’s ambitions in Flow Chart actually resemble those of his critics. He wishes to see his imagination – his mind – at work, but in order to capture consciousness, one has to arrest and step outside it. Instead, Ashbery offers us what he can – partial angles, refracted light. His words, though ‘distant now, and mitred, glint’.

Further reading

Other works include: The Tennis Court Oath (1962); Rivers and Mountains (1966); Houseboat Days (1977); and Shadow Train (1982). A Nest of Ninnies (1969) is a novel written in collaboration with JamesShuyler. See: D.Shapiro, John Ashbery: An Introduction to the Poetry (1979); HaroldBloom (ed.) JohnAshbery (1985) and JohnShoptaw, On the Outside Looking In (1994).

JODI CRESSMAN

ASHBY, William Ross

1903–72
 English neurologist, psychiatrist and cybernetician

W. Ross Ashby was born in London and educated at the Edinburgh Academy, Sidney Sussex College, Cambridge, where he took a degree in natural sciences, and at St Bartholomew’s Hospital, London, qualifying as a psychiatrist. Following this he worked as a research pathologist at St Andrew’s Hospital, Northampton, concentrating on neurology, until the beginning of the Second World War, when he became an officer in the Royal Medical Corps. When hostilities ended he became director of research at Barnwood House, a psychological institute in Gloucestershire. The publication of Cybernetics by Norbert Wiener in 1948 provided Ashby with a discipline which could unite his interests in neurology and psychiatry, and the field in which his most important work was subsequently accomplished.

Cybernetics, in Wiener’s words, purports to study ‘communication and control in man and machine’, and as such grew out of a series of discussions between Wiener and the physiologist Arturo Rosenbleuth at MIT concerning the workings of feedback and servomechanisms. While it is not clear to what extent Ashby worked independently of Wiener, his Design for a Brain (1952) immediately established him as a leading exponent of the new science. In it Ashby reaffirmed the simulative and descriptive nature of scientific knowledge in a manner that has been of general use in, for instance, computer modelling studies. His purpose, he insisted, was not to imitate the detailed action of the (human) brain, but rather to build descriptions which, while as a theoretical computer producing the same behavioural patterns as (a part of) the brain, would not necessarily function in the same manner.

This simulative approach was made even more explicit in Ashby’s following book, An Introduction to Cybernetics (1956). Here he states that the reality of our knowledge of reality is made up of a collection of ‘black boxes’, which provide simulations of the performance of an entity, and through which we make descriptions that allow us to predict behaviours. Such description-building corresponds to what Wiener referred to as ‘making a black-box white’, and which he, in turn, had derived from the Scottish physicist J.C. Maxwell. The particular value of An Introduction, however, is the bringing together of three separate phenomena within a common theoretical structure. First the cybernetic concept of ‘state’ is refined and elaborated as a precise and powerful tool. Then state and state change are used as a basis for the modelling of behaviours. Not surprisingly, in view of his background in neurology, the demonstrations Ashby provides are applied to organisms as they function in vivo (and not in vitrio, as a dead brain does not of course ‘behave’). One of the most significant characteristics of living systems is their stability in different circumstances and environments, known as homeostasis, of which, using his concept of state, Ashby produced a working description and then an electro-mechanical device with a similar performance. This allowed the concept to be understood much better than it had been previously. The third phenomenon was the invention of the measure ‘variety’. Variety is a measure of the states – and their interconnectedness – that a system may have. A generalization of Claude Shannon’s measure ‘information’, it also relates to the concept of entropy as used in Information Theory, which was developed contemporaneously with cybernetics. The particular power of variety is embodied in the Law of Requisite Variety, which requires that a control system has as much variety as the system it is to control if it is to be effective.

Although the generality and profundity of the Law of Requisite Variety is still being discovered, it may be said to represent Ashby’s special contribution to cybernetics. After the publication of his two books, first as Director of the Burden Neurological Institute, then as Professor of Electrical Engineering at the University of Illinois, Ashby continued his theoretical work, applying his conclusions and techniques in a way that has increased our understanding of theoretical computers.

Further reading

A list of publications and a representative selection of Ashby’s papers may be found in Heinzvon Foerster, Cybernetics of Cybernetics (1974). See: JohnBryant, Systems Theory and Scientific Philosophy: An Application of the Cybernetics of W. Ross Ashby to Personal and Social Philosophy, the Philosophy of Mind, and the Problems of Artificial Intelligence (1991).

RANULPH GLANVILLE

ASIMOV, Isaac

1920–92
 US writer

Isaac Asimov wrote, taught, preached and played with science and ideas his entire life, producing around 500 books in his lifetime. He wrote science fiction, mysteries, general science works, science columns, and hosted the TV show Nova. By 1979, he could claim in his autobiography to have published thus far more than fifteen million words.

Asimov’s most important work began as a science fiction writer barely in his twenties when he wrote the pulp stories that would become the basis for his most influential work which he continued revising and refining in the last decade of his life.

Born in Russia, he came to America in 1923, becoming a citizen at the age of eight. His Brooklyn upbringing was hardly typical since his accelerated education enabled him to graduate from Columbia University at the age of nineteen. His father’s corner store, however, was filled with the gaudy lure of pulp magazines. The year he graduated he published his first story in Amazing Stories, ‘Marooned Off Vesta’. Graduate degrees came swiftly when you consider he was publishing so many stories; he earned an MA in 1941 and a PhD in biochemistry in 1948. After taking his doctorate, Asimov joined the faculty of the Boston University School of Medicine, eventually becoming a full professor at that institution.

Asimov’s major contribution to science fiction was first felt in the 1940s in Astounding Science Fiction under the guidance of the legendary editor John W. Campbell Jr where he published most of his early stories about robots (formulating his still monumental ‘Three Laws of Robotics’) and the stories that would eventually provide the basis for his Foundation trilogy. Before Asimov, robots were mostly mechanical monsters, higher-tech versions of Frankenstein, with the same theme of Man challenging God by creating ‘life’. Asimov explained that while ‘Knowledge has its dangers, yes, but is the response to be a retreat from Knowledge? I began in 1940, to write robot stories of my own … my robots were machines designed by engineers, not pseudo-men created by blasphemers.’ The special ‘positronic’ brains of these robots allowed them to think logically guided rigidly by the Three Laws.

Asimov’s robots were thinkers and doers and – because of the Three Laws – they often faced ethical dilemmas.

The Three Laws are: (1) a robot may not injure a human being or, through inaction, allow a human being to come to harm; (2) a robot must obey the orders given it by human beings except where such orders would conflict with the First Law; (3) a robot must protect its own existence, as long as such protection does not conflict with the First or Second Laws.

Whether these robots were really human became the question faced often by Asimov’s human protagonists. The stories collected under the title I Robot (1950) were the first stories, but the most important, Caves of Steel (1954), introduced the robot detective R. Daneel Olivaw who would grow to dominate the ‘robot series’.

Asimov’s Foundation trilogy was originally published in the 1940s in Astounding Science Fiction and then in novel form in the early 1950s: Foundation (1951), Foundation and Empire (1952) and Second Foundation (1953). Asimov’s concept of ‘Psychohistory’ in the trilogy seems firmly based on Karl Marx’s beliefs in the patterns of history and Freud’s insights into basic psychological motivations. Thus ‘psychohistorians’ with the use of certain mysterious mathematical formulae could predict future patterns for the Galactic Empire: its fall, the aftermath and the establishment of new empires. Knowing these patterns meant that such historians could interfere at the correct moment to assure the continuation of the ‘right’ patterns. Such a concept was plotted over thousands of years and hundreds of solar systems; yet Asimov’s stories usually found the right combination of concrete human conflict in specific situations to match his grander pattern. While the ‘foundation’ guided the empire, a mysterious ‘second foundation’ was rumoured to aid humankind when all else failed. Scientific gods always have a backup.

Most critics credit Asimov with establishing not only patterns by which robots must behave but civilizations as well. Indeed, some historians of the science fiction field insist that Asimov provides a symbolic ‘Before Asimov/After Asimov’ dividing line. Modern science fiction begins with the stories collected in I, Robot and the Foundation trilogy. The dramatic movement of Asimov’s robots towards individualism while human history could be predicted mathematically because humans fall so often into inevitable patterns became Asimov’s great paradoxical theme, which he slowly realizes and works to consolidate in his entire fiction.

In the last decade of his life Asimov deliberately set out to link his robot and foundation and empire series together with a group of novels: The Robots of Dawn (1983), Robots of Empire (1985) and Prelude to Foundation (1988). Here we discover that detective R. Daneel Olivaw has been helping behind the scenes for thousands of years nudging humankind in the right direction at key moments, a one-man Second Foundation. The books provide a special pleasure to those familiar with the series as things fall into place with what you might call positronic precision.

Asimov became a publishing industry unto himself, letting his curiosity take him into many areas where fans accumulated from the science writings and fiction followed him in his studies of the Bible, Shakespeare, humour and history among other topics. His influence thus extends far beyond that of even the finest current science fiction writers (inheritors of the tradition he helped establish) due to his endless speculations and his facility with words and concepts. Asimov, after all, always insisted that, ‘If knowledge can create problems, it is not through ignorance that we can solve them.’

Further reading

See: The Autobiography of Isaac Asimov 1920–1954 (1979); and I Asimov (1994).

CHARLES GREGORY

ATATÜRK (Mustafa Kemal)

1881–1938
 Turkish statesman

The ‘Father of the Turks’ was born in Macedonia, now part of Greece, in the dying days of the Ottoman Empire at a time of great unrest. On the face of it, the son of a mediocre customs clerk was the unpromising stuff of heroes, but a hero he became, revered still in his own nation, where images of him still abound. An outstanding soldier-statesman, the man who created a modern, secular Turkish republic was a wilful child, his fair complexion and steel-blue eyes setting him apart from many of his fellow Turks, and contributing to a sense of otherness.

His early years in the cosmopolitan port of Salonika exposed Mustafa to influences from Europe and beyond, influences that stayed with him. Even in his childhood he displayed strong secularist tendencies, protesting: ‘I won’t go to school in a mosque.’ He got his way, and at the age of twelve was happy to enrol at Salonika’s Military Secondary School, where he became a star pupil. It was a teacher there who gave him the name Kemal, meaning ‘perfection’. Always outspoken, and with a burning ambition to be somebody, he graduated from the Staff College in Istanbul (then Constantinople) in 1905, to embark on his chosen career – the military.

Mustafa Kemal once again shone, once again on his own terms. His political ideology matured during the First World War, when the Ottoman Empire’s alliance with Germany sealed its fate. Kemal became a military hero in the Dardanelles before leading the Turkish National Liberation struggle in 1919. After a series of impressive military victories over both Greek and French forces Mustafa Kemal Pasha (General) led his country – now stripped of nearly all its Middle Eastern possessions – to full independence. The weak flame of the 600-year-old Ottoman dynasty was extinguished, the Republic of Turkey born.

Kemal was confirmed as president in 1923, and held office for another fifteen years until his death. The name Atatürk, meaning Father of the Turks, was given to him in 1934, when all Turks were required to take a surname, as in the West. His vision was to modernize the new nation, bring order to post-empire chaos. Under Atatürk, Turkey became the first Muslim republic. His was a secular state however, very different in outlook to most other Islamic countries. His ideology, still known as Kemalism or Atatürkism, is based on five principles: a republican government representative of the electorate; a secular administration; nationalism; a mixed economy with some state participation; and modernization.

He heralded in democracy, but remained pretty much in control. Atatürk believed: ‘Sovereignty belongs unconditionally to the people.’ His nature, however, dictated that this be delivered in his own way, as part of his own vision of what he’d determined in his own mind was best for his people. He could be inflexible and ruthless, a pragmatist who wasn’t above using illiberal means to reach liberal goals. He presided over the expulsion of Christian Armenians from new Turkish territory, drawing accusations of genocide but ultimately heralding improved relations with Greece and consolidating the Turkish nation. He ceded his home province of Salonika rather than hold on to indefensible territory. Unlike the dictators of his day he eschewed expansionism, narrow self-interest and short-termism. His focus was on creating a thriving nation within manageable boundaries. He would never repeat the mistake, as he saw it, of that other legendary Macedonian warrior-statesman, Alexander the Great.

Atatürk’s social and constitutional reforms were wide-ranging by any standards. Few countries have been through such radical change in so little time. It wasn’t always welcome – religious leaders, understandably, were shocked by the closure of traditional religious schools and abolition of Islamic law and the shariah courts – but the president’s clarity of vision, statesmanship and sheer energy would win the day. Further Westernization came as the fez was replaced with European headgear and women were discouraged from wearing the veil. Women were also given equal rights. The Western calendar was introduced, and Sunday became the day of rest. The list was extensive.

His most ambitious and far-reaching achievement, however, was linguistic reform. Atatürk saw Turkey’s existing Arabic script as a barrier to prosperity. An easier system of reading and writing would, he believed, boost literacy, education and, ultimately, prosperity. By the end of the 1920s, Turkey had fully and functionally adopted a new Turkish alphabet based on Latin script. Arabic loan words were also systematically purged from the language. Then, to consolidate the initiative on literacy, Turkish education was made free, secular and co-educational.

The new nation started life crippled by war and huge foreign debt inherited from the Ottomans. Atatürk’s answer was to launch a dynamic and successful programme of economic development along the lines of state enterprise combined with private initiative, a model that’s been widely copied.

While Atatürk was an early champion of women’s rights, his own relationship with women was complex. He loved the company and admiration of the opposite sex, yet his own marriage to Latife in 1923 lasted only two years. He had one true love, his country, and by the time of his death, from cirrhosis, his country reciprocated.

His legacy was profound, influencing among other Moslem secularists Egypt’s Colonel Nasser. Atatürk had quickly set about establishing cordial relations with important foreign powers. He took his country into the League of Nations who paid tribute to him as a ‘genius international peacemaker’ on his death. Turkey joined NATO in 1952, and its foreign policy has largely remained cautious and pragmatic. It is debateable whether Atatürk would have sanctioned the invasion of Cyprus, for instance, which cost Turkey dear, both economically and politically.

It’s clear today that Atatürk underestimated ingrained culture’s ability to withstand his revolution. Turkey has since faced difficult challenges: Kurdish nationalism; a military keen to hold on to power; and Islamicist resistance to secularization. In one sense, Atatürk merely fired the starting gun in Turkey’s race to beat the West at its own game. He certainly gave the Turks a thirst for modernity, a lasting need to be recognized and respected as a modern nation, which Turkey increasingly is as it plays its part on the international scene in arenas like the Gulf War.

The same thirst also drives Turkey’s ambition to be a part of the European Union: indeed, most Turks already see themselves as European. The EU historically sees Turkey as too big, too Muslim and too poor, but it’s poverty that remains the true distinction. Atatürk’s dream of prosperity is still just that for rural Turks, but, thanks to him, they have the vision.

Further reading

The most comprehensive account in English of Atatürk’s life must be PatrickKinross’ Atatürk: The Rebirth of a Nation (1964), but see also AndrewMango, Atatürk (1999). Its sequel, The Turks Today (2004), is a wide-ranging work on modern Turkey and the Atatürk legacy.

JOAN BIRD

ATTENBOROUGH, (Sir) David Frederick

1926–
 British broadcaster and naturalist

Known to millions around the world for his role as a presenter of natural history programmes, David Attenborough’s influential career at the BBC had an unpromising start. Turned down for a job in radio, he was offered instead a traineeship in the fledgling medium of television – despite only knowing one person with a set at the time.

After his first foray on screen as an interviewer, the producer wrote, ‘David Attenborough is intelligent and promising and may well be producer material, but he is not to be used again as an interviewer. His teeth are too big.’

He was indeed ‘producer material’, and used his natural sciences background and interest in anthropology to bring many early programmes such as Animal, Vegetable, Mineral to our screens in the 1950s. The most famous of his programmes, however, was Zoo Quest in 1954. This successful format featured a presenter wrestling to catch animals in the wild, and then bringing them back to a studio to talk about them. Attenborough was able to fulfil his longing for travel to far-flung places, and after the tragic death of the original presenter, London Zoo’s Jack Lester, he found himself back on screen as an intrepid explorer and animal-catcher in Zoo Quest for a Dragon (1957).

The enthusiasm, intelligence and imagination that led to his success as a presenter also led to Attenborough rising up the ranks of BBC producers. At the same time as presenting Zoo Quest, he became the founder of the Travel and Exploration Unit within the BBC in London, as a complement to the new Natural History Unit in Bristol which had just been set up by Desmond Hawkins to bring British natural history to the television audience. As the Head of the Travel and Exploration Unit, Attenborough produced studio-based series such as Travellers’ Tales and Adventure in between his own expeditions for Zoo Quest. By 1962, though, his enthusiasm for anthropology, and the invention of a method of recording sound alongside and synchronized with film, led to the series Quest Under Capricorn where Attenborough travelled to northern Australia and revealed the world of the Australian Aboriginal people.

This latest journey inspired Attenborough to take a break from the BBC and return to academia to study for a postgraduate degree in anthropology at the London School of Economics, and a brief period as a freelance television producer. Both these new enterprises were ended in March 1965, though, when Attenborough was appointed Controller of a brand new channel, BBC2. In this role he shaped the channel as the antithesis of BBC1 and ITV, providing provocative alternative programmes. Here he initiated ‘landmark’ BBC series as well as the first ‘live events’ such as a live broadcast of a BBC-financed excavation of Silbury Hill – formats that continue to be the backbone of the BBC’s factual programming output today.

In 1967, television underwent a revolution with the introduction of colour, and it came first to Attenborough’s channel, BBC2. It was a chance for him to reshow many of the Travel and Exploration and Natural History Units’ programmes, originally shot on colour film, in their full glory. This he did under the strand title The World About Us, a format so successful that it remained a staple Sunday evening show for thirty years. The first programme he commissioned to be filmed especially to celebrate the dawn of the age of colour, however, was the first BBC ‘landmark’ series: Civilisation, a celebration of the achievements of two thousand years of European civilization narrated by Sir Kenneth Clark, which was closely followed by The Ascent of Man presented by Jacob Bronowski. These series were enormously popular with viewers and critics alike, and many followed on a range of subjects.

Attenborough was soon promoted to Director of Programmes, an appointment which he admits filled him with misgivings. During his role as Controller of BBC2 he had found time to take short breaks in order to quench his thirst for travel by producing and presenting occasional programmes for the Bristol-based Natural History Unit. His four years as Director of Programmes found him wrestling with the BBC’s finances rather than the problems of filming animals in their natural habitat, and in December 1972 he resigned in order to return to his great passion by producing and presenting for the BBC Natural History Unit, as a freelancer.

Now free from the shackles of managerial responsibility, Attenborough was able to fulfil an ambition that he had harboured since the success of Civilisation – to present his own landmark series on natural history. So Life on Earth was born: a thirteen-part series starting with the beginnings of life and explaining the evolution of all living things today. Three years in the making, Life on Earth was revealed to the public in 1979 and had a dramatic impact. Attenborough’s technique of starting a paragraph in one continent and finishing it in another as he moved from one example to another, and featuring animals of which most people had never heard, made for compelling viewing.

A sequel was called for, and Attenborough and the Natural History Unit were more than willing to supply one. The Living Planet (1984) took ecology, rather than evolution, as its theme, and Attenborough took his viewers on a journey around the world’s habitats, introducing them to the plants and animals that had adapted to live in each. His reputation as an inspirational and imaginative presenter was established around the world as foreign broadcasters bought the BBC’s series, and he has remained the most influential presenter in the genre as he continues to produce series on natural history and anthropology.

Further reading

Books by David Attenborough based on his television work include: Zoo Quest to Guiana (1956); Zoo Quest for a Dragon (1957); Zoo Quest to Paraguay (1959); Zoo Quest to Madagascar (1961); Quest Under Capricorn (1963); The Tribal Eye (1976); The First Eden (1987); Life on Earth (1979); The Living Planet (1984); The Trials of Life (1990); The Private Life of Plants (1995); The Life of Birds (1998); The Life of Mammals (2002); Life in the Undergrowth (2005).

ALEXANDRA FREEMAN

AUDEN, Wystan Hugh

1907–73
 English/US poet, dramatist, librettist and essayist

W.H. Auden was born in York, the youngest son of a doctor (all his life, Auden was to take an interest in sickness and healing, though defining neither in orthodox medical terms). His childhood, spent in Solihull, then a village just outside Birmingham, was a happy one, apart from the crucial absence of his father during the war years 1914–19. The atmosphere of the Auden home combined affectionate family life with high Anglican Christianity, lively interest in the arts, especially music, and a penchant for intellectual pursuits. Auden’s interests as a child included Icelandic sagas and the construction of an imaginary world whose main features were a northern limestone landscape and a lead-mining industry.

Auden was educated at St Edmund’s Preparatory School, where he first met his future collaborator and life-long friend, Christopher Isherwood, and at Gresham’s School, Holt, where Benjamin Britten was a much younger pupil. Auden’s interests as a schoolboy were mainly scientific (he intended to become a mining engineer), though he also profited greatly from the music teaching. By his own account, he did not then think of himself as a writer, and only when a friend asked him if he wrote poetry did he suddenly realize his vocation. By the time Auden went up to Oxford, he was already a technically highly accomplished poet in the Georgian mode, Hardy being his first poetic master. In 1925, he entered Christ Church College, Oxford, as a scholar in Natural Sciences. He soon, however, changed his course, first to Philosophy, Politics and Economics and then to English Language and Literature, in which he was tutored by Nevill Coghill, later the translator of Chaucer, and attended J.R.R. Tolkien’s lectures on Beowulf and other Old English poetry. Auden was particularly fascinated by Old English poetry, echoes, phrases and rhythms from which haunt both his early and later work.

Auden, as an undergraduate who had read Freud and Jung during his schooldays, was far more intellectually sophisticated than most of his Oxford contemporaries. He became something of a legendary figure, dispensing psychological and aesthetic wisdom (he had by now been converted to ‘modernist’ writing) in his artificially darkened college rooms. He was a central figure in a group of talented young men, including Stephen Spender. During this time Auden was also reintroduced to Isherwood and their friendship reopened. Via Isherwood, he met the writer Edward Upward and was initiated into ‘Mortmere’, the surreal imaginary world whose grotesqueness parodics English conventionality, which Upward and Isherwood had invented during their Cambridge undergraduate days. Although the direct influence of ‘Mortmere’ on Auden’s work seems comparatively slight except in The Orators (1932), it certainly contributed to the making of the imaginary worlds that both stand apart from and explain or criticize ‘reality’, which are such a marked feature of Auden’s work both during the 1930s and after.

In 1928 Auden spent a year in Berlin, where he enjoyed the homosexual night life, was fascinated by the cultural and political milieu of Weimar Germany, and began writing some of his finest poems. In Berlin he also met and was much influenced by John Layard, a disciple of the recently dead Homer Lane, a psychologist who taught that all disease was psychosomatic, the result of psychic conflicts or repressions. This doctrine provided the framework of many poems, although it is not quite certain how literally Auden took it. All his life he had a love of totalizing intellectual models in which to systematize human experience and make it intelligible and coherent. The systems might be psychoanalytic, philosophical or theological; Auden used all but retained a permanent allegiance to none. He would employ such models in poetry (or conversation) with a dogmatism which contained a discernible element of high camp.

In 1930 Auden made his public début with the appearance of the charade Paid on Both Sides in the Criterion and then of Poems, his first full-scale collection, which includes the justly famous ‘Consider this and in our time’, ‘1929’, and ‘Sir, no man’s enemy’. The date of this collection’s publication is appropriate, for Auden was to be regarded as the ‘poet of the 1930s’ par excellence. This is not just because Auden was generally acknowledged then and now as the central figure of the ‘thirties group’ of young writers (usually identified as Auden, MacNeice, Day Lewis, Spender and Upward) who were left-wing in their politics and ‘modified modernist’ in their technique, but because Auden’s poems set the tone of the public poetry that was to dominate the decade. The intellectual structure of these poems owes much to Marx and Freud (the latter definitely predominating in Poems, 1930); their tone is characteristically one of didactic diagnosis, and their technique combines the sophisticated exploitation of, usually, traditional verse-forms with casually witty language and with vivid images or vignettes which are frequently small allegories in themselves. Also immensely influential (and often copied) were the landscapes of Auden’s early poetry: desolate frontier regions marked by a derelict industrialism, whose compelling power not only had an obvious contemporary relevance to the economic Depression, but also in a more subterranean way evoked folk memories of the devastated no-man’s land of the trenches in the First World War.

Poems was succeeded by The Orators, a parodic mélange of discourses both public (the joke Litany, the Odes) and private (the ‘Journal of an Airman’). All the speakers in the book insist that England is ‘a country where nobody is well’; the difficulty for the reader is that all the speakers appear to be at least as sick as their subjects.

Auden supported himself during the early and mid-1930s by various schoolmastering jobs. In 1935 he spent six months working with Grierson’s GPO film unit, for which he wrote the words for the documentaries Coal Face, Night Mail and The Road to the Sea. In this work he met Britten, who was in charge of composing the music and sound effects. The two became friends, and Britten set many of Auden’s lyric poems to music, as well as composing the music for the Group Theatre productions of the Auden and Isherwood plays. Many of the poems Britten set to music (including the song cycle On This Island, 1938) were published in Look, Stranger! (1936), which contains, as well as many beautiful lyric poems, the famous public poems ‘A Bride in the Thirties’, ‘A Summer Night’, ‘The Malverns’ and ‘To a Writer on his Birthday’.

In the summer of 1936 Auden went to Iceland with Louis MacNeice for a long holiday, which produced the collaborative Letters from Iceland (1937), a delightfully unsystematic travel book which contains the splendid autobiographical ‘Letter to Lord Byron’. While Auden was in Iceland, the Spanish Civil War broke out. Auden went to Spain, intending first to fight on the Republican side and then to work as an ambulance-driver. In the event, he took no active part in the war but wrote his finest political poem ‘Spain 1937’ (collected in Another Time, 1940). In this poem, the political/military conflict is presented as a point of momentous choice between a past stretching back to prehistory and forward to a possible future of human justice. The choice, it is insisted, is urgent: ‘the time is short, and/History to the defeated/May say alas but cannot help or pardon.’ (This conclusion the poet was later to repudiate as immoral because ‘it equates goodness with success’.)

Auden returned from Spain in 1937. The following year he and Isherwood set off for China to write a book about the Sino-Japanese war. Journey to a War (1939) offers the reader an odd contrast between a mainly comic travel diary ascribed to Isherwood and Auden’s very serious and ambitious sonnet sequence ‘In Time of War’.

The 1930s was also the period of Auden’s plays. His first publicly performed play, The Dance of Death (1933), an allegory of the decline of the bourgeoisie, has some fine songs but was too frivolous and unstructured to be successful. This was succeeded by The Dog beneath the Skin (with Isherwood, 1935), in which a Candide-like public school hero wanders around two imaginary European countries, reactionary royalist (Ostnia) and fascist (Westland), in search of the missing heir of Pressan Ambo, a parodic imaginary English village like ‘Mortmere’. The play, owing much to Brecht, is episodic and non-naturalistic in form, cut up by superb poetic choruses and songs. The Ascent of F6 (1936), Auden and Isherwood’s most ambitious play, followed; it is the tragedy of Michael Ransom, a hero recalling T.E. Lawrence, who dies attempting to climb the inaccessible mountain F6. Ransom’s action is determined partly by the manipulation of reactionary capitalist politicians, and partly by his own neurotic Oedipal compulsions, for he represents the Truly Weak Man, a mythical/parabolic figure invented by Isherwood, whose ‘heroic’ deeds are really attempts to escape his own inner weakness (as opposed to the Truly Strong Man, a less interesting character who has no private fears and consequently doesn’t do heroic things because he doesn’t need to prove himself). The last play that the two friends collaborated on was On the Frontier (1938), a much more directly political play than its predecessors, in which Ostnia and Westland slide towards a disastrous war that neither side really wants.

Another Time (1940), the last of what Auden’s executor-bibliographer has styled the ‘English Auden’ collections, contains ‘September 1939’, ‘Spain’ and the elegies on Yeats and Freud as well as the famous lyric ‘Lullaby’. But by the time it appeared, Auden together with Isherwood had left for America, an act for which both writers were heavily criticized and for which some of Auden’s English readers never forgave him. He had been celebrated for years as the admired poet of the Left (a position which in fact had increasingly irked him), and his departure from England just before the war against the fascism he had been condemning for years seemed to his admirers a betrayal of what he had been thought to stand for. It is certainly clear that 1939–40 was a turning point in Auden’s life and works. Several important events in his life occurred then; he met Chester Kallman, his lover and life-long companion; he returned to the church, becoming an existentialist Kierkegaardian Anglican; and his mother died in 1941. A marked change came over Auden’s poetry at this point, both in style and content. Auden had always been much concerned as a poet with what art was for. In the 1930s, he tended to state or imply that art has a social or humane value, as in his much-quoted formulation of the two kinds of art: ‘escape-art, for man needs escape as he needs food or deep sleep, and parable-art, that art which shall teach man to unlearn hatred and learn love’ (Psychology and Art, 1932). This stance (‘We must love one another or die’) changed, partly under the pressure of political events, since poetry had demonstrably failed to stop Hitler, and partly through personal Christian conviction. Already in his elegy on Yeats (1939) Auden had asserted that ‘Poetry makes nothing happen’; to this was added the conviction that poetry is a purely aesthetic, not an ethical or religious practice. His own art, in its exploitation of pastiche and parody, had always partially depended on raising a game of nuances between poem and reader; this game now became the basis of his aesthetic. From this time on, Auden insisted that poetry was ‘only’ a game (which did not prevent him from writing religious didactic poems). He was thus in the paradoxical role of being a magician who did not approve of magic.

The first fruit of Auden’s conversion to Christianity and America was a series of long poems. New Year Letter (1941, entitled The Double Man in America) is a discursive philosophical poem in octosyllabic couplets accompanied by a long commentary and a sonnet sequence, ‘The Quest’. It attempts, first through ‘conversational’ argumentative verse, and then through the metaphor of the ‘Quest’, to question what the human condition in 1940 is, and to give a Christian answer. It was followed by For the Time Being (1944), a ‘Christmas oratorio’ which dramatizes states of mind and dilemmas both Christian and humanist. It was published together with The Sea and the Mirror, a verse commentary on The Tempest which is the most brilliant of Auden’s longer poems. The Shakespearean reference point gives the poem a strong and flexible structure both dramatically and intellectually, while the overcoming of technical difficulties (it is an expertly fertile tour de force of verse forms) is accompanied by extraordinary verbal richness and vitality, not least in Caliban’s baroquely Jamesian ‘Speech to the Audience’. The last of these long poems is The Age of Anxiety (1947), a ‘baroque eclogue’ of four persons written in alliterative accentual metre (the metre of Beowulf), which although it is not easy to read contains some of the richest of the ‘middle Auden’ poetry.

By the end of the war, Auden had made New York his permanent home, although until the end of his life he usually summered in Europe: from 1948 to 1957 on the island of Ischia in the Bay of Naples, and thenceforward in Austria, after winning the Feltrinelli Prize for Literature in 1957 enabled him to buy a farmhouse in the village of Kirchstetten, 40 km from Vienna. Partly under the influence of Kallman, Auden became an opera-lover. His interest in combining words and music was long-standing; his creative collaborations with Britten in the late 1930s and early 1940s had produced two song cycles, the much-loved ‘Hymn to St Cecilia’ (1940) and the Auden/Britten opera Paul Bunyan (composed and performed in 1941, first published 1976), though the Auden/Britten collaboration ended in 1942 when Britten broke off communications after a tactless letter from Auden. Now Auden had come to value opera as ‘the last refuge of High Style among the arts that use words’, his collaboration with Chester Kallman on their libretti occupied a key focus for his creative energies. He and Kallman first collaborated on the libretto for Stravinsky’s score of The Rake’s Progress (1951), and many other librettos followed, including a translation of The Magic Flute (1955) and The Bassarids (1963). He was also a reviewer and lecturer of distinction. From 1955 to 1958 he was Professor of Poetry at the University of Oxford. His lectures were collected in the acclaimed book of criticism The Dyer’s Hand (1962), and he gave a generous amount of time and help to students interested in poetry. His poetic output also remained prolific and impressive. Nones (1950) was his first post-war collection, whose lyric poems are especially fine; it also contains the beautiful ‘In Praise of Limestone’. It is followed by The Shield of Achilles (1955), Auden’s most impressive post-war collection. The title poem is one of his finest; the book also contains the brilliant allegorical landscape poems ‘Bucolics’ and ‘Horae Canonicae’. Homage to Clio (1960) has some fine pieces, particularly the title poem, and is the first collection in which Auden included a large proportion of his light verse ‘shorts’. About the House (1965) is mainly a sequence of discursive syllabic poems, each of which starts off from some aspect of his Kirchstetten farmhouse. City Without Walls (1969) is darker in tone and more nostalgic. It contains more translations and occasional verse than previous collections, including the short but very telling political epigram ‘August 1968’, alluding to the USSR invasion of Czechoslovakia. Epistle to a Godson (1972) has poems of great skill, wit, learning and technical accomplishment; but Auden’s final collection, Thankyou, Fog (published posthumously in 1974), seems the work of a poet still in command of his powers but increasingly weary of the world. The apparent cosiness and actual cold detachment of its last poem ‘Lullaby’ (a title shared by his famous 1930s love-lyric) make it one of the most haunting poems Auden ever wrote.

All of Auden’s later poems have a discernibly similar tone. Technically, they are often virtuoso performances; they are humane and conversational in style, and they carry with ease and grace a load of quirky learning and outlandish words which send the reader to the dictionary more often than to Freud or Kierkegaard. While most English readers found it less exciting than the shifting rhythms and obscure challenge of Auden’s early poems, this later writing certainly adds up to much more of a whole man’s life, embracing work, love, play, learning, religion and pleasure. ‘Late Audenesque’ is a style in reading and appreciating as much as writing; it ranges from theology to cookery books, from biology to opera. Auden certainly regarded his work from 1940 on as his most important. He repudiated most of his best-known political poems of the 1930s, omitting many of them from Collected Shorter Poems 1927–1957 (1966), and others were radically revised. With or without the political poems, Auden’s poetic achievement remains the richest, most wide-ranging, ambitious, impressive and influential of any English poet of the twentieth century.

Further reading

Professor EdwardMendelson, Auden’s literary executor, is editing a multi-volume scholarly edition of The Complete Works of W.H. Auden, published by Princeton University Press. The following have appeared to date: Libretti (with Chester Kallman), (1993); Plays (with Christopher Isherwood) (1995); Prose Vol. 1 Prose and Travel Books (1997), Prose Vol 2 1939–1948 (2002). See: W.H.Auden Collected Poems (1976), ed. EdwardMendelson; The English Auden: Poems, Essays and Dramatic Writings 1927–1939 (1977); Forewords and Afterwords (1970). See also: B.C.Bloomfield and EdwardMendelson (eds) W.H. Auden: A Bibliography (1970) and for studies of Auden: RichardHoggart, Auden: An Introductory Essay (1951); JohnBayley, The Romantic Survival (1957); MonroeSpears, The Poetry of W.H. Auden (1963); JohnFuller, A Reader’s Guide to W.H. Auden (1970, revised edition 2000); SamuelHynes, The Auden Generation (1976); EdwardMendelson, Early Auden, (1981), Later Auden (1999); KatharineBucknell and NicholasJenkins (eds) ‘The Map of All My Youth’, 1990; LucyMacDiarmuid, Auden’s Apologies, 1990; AnthonyHecht, The Hidden Law (1993); StanSmith, W.H. Auden (1997). For biographical studies, see CharlesOsborne, W.H. Auden: The Life of a Poet (1980); HumphreyCarpenter, W.H. Auden: A Biography (1981); TheklaClark, Wystan and Chester (1997).

JANET MONTEFIORE

AUNG SAN SUU KYI

1945–
 Burmese politician and academic

In the late twentieth century, few politicians and human rights activists had a swifter rise to international prominence than Aung San Suu Kyi of Burma (Myanmar). But her impact reached worldwide from the moment she returned home in 1988 on the eve of prodemocracy protests that began to sweep her country. Within months, she was regarded with iconic status in media and human rights circles around the world for her articulate commitment to political freedoms in one of Asia’s most conflict-torn countries.

Born in 1945, Aung San Suu Kyi’s early life was tinged with personal tragedy. Her father, Burma’s independence hero Aung San, was assassinated when she was only two. Such experiences, she said, helped forge her political resolve. However, there was little in her early career to suggest her future destiny in politics. In 1961, Aung San Suu Kyi left Rangoon for India, where her mother, Khin Kyi, had been appointed ambassador. It was twenty-seven years before she took up permanent residency in Burma again.

During the years abroad, Aung San Suu Kyi finished high school in India, before reading Philosophy, Politics and Economics at St Hugh’s College, Oxford University. After graduation, she worked briefly for the United Nations Secretariat in New York. In 1972 another chapter in her life began when she married Dr Michael Aris, a British specialist in Tibetan studies, and together they combined their academic lives with bringing up a family. Sojourns in different regions of the Himalayas, including Bhutan and Nepal, were followed by returns to Oxford where she also worked in the Bodleian Library. But her revival of focus on Burma manifested itself when, in 1985, she was appointed a visiting scholar at Kyoto University in Japan to research the life of her father. Two years later, she became a fellow at the Indian Institute of Advanced Studies in Simla.

A particular theme of her studies was the impact of colonialism on education and literature. This was the subject of a monograph, Intellectual Life in Burma and India under Colonialism, in which she examined such diverse influences as Rabindranath Tagore, Mahatma Gandhi, Buddhism and Marxism on the rise of nationalist movements. But until this stage there had been little in her writing to reveal the depth of her coming involvement in politics. During the 1980s she had also penned three travel guides in the Let’s Visit series: to Burma, Bhutan and Nepal.

In 1988, Aung San Suu Kyi’s life was transformed for ever. It was not by chance that her missing years from Burma had coincided with the disastrous ‘Burmese Way to Socialism’ of the longtime dictator General Ne Win. By the late 1980s, three decades of military misrule had brought the country to the brink of socio-economic collapse. In private, it was a moment of personal decision-making that she had long anticipated. Her husband subsequently revealed that, before their marriage, she had written him a letter requesting, ‘I ask only one thing, that should my people need me, you would help me to do my duty by them.’

Aung San Suu Kyi’s return to Burma was initially prompted by her mother’s illness, but she swiftly emerged at the forefront of the gathering pro-democracy movement. Her skills as a political thinker were clear from her first public speech in August 1988, when she addressed a crowd half a million strong on Rangoon’s Shwe Dagon hill. Invoking the memory of her revered father, her rallying call for Burma’s ‘second struggle for independence’ struck a unifying chord with the country’s long-suffering peoples. Ne Win loyalists reassumed power with another military coup the next month. But the momentum towards change was now unstoppable. Aung San Suu Kyi, together with a group of influential intellectuals and military dissidents, formed the National League for Democracy (NLD) shortly afterwards, and the party rapidly became the main voice for the democratic cause.

During following months Aung San Suu Kyi constantly toured the country, delivering over a thousand speeches to huge crowds. Her appeals for non-violence and respect for human rights introduced a new language of national reconciliation after decades of political and ethnic conflict. Citing such influences as Buddhist precepts, Gandhi and Martin Luther King, she repeatedly advocated the need for ‘freedom from fear’. ‘It is not power that corrupts but fear,’ she wrote. ‘Fear of losing power corrupts those who yield it and fear of the scourge of power corrupts those who are subject to it.’

Such words were the beginning of a titanic battle of wills with the country’s military rulers that continued into the twenty-first century. In a predominantly Buddhist country, she perceived the principles of Buddhism and dictatorship as being in fundamental contradiction. The NLD won a landslide victory in the 1990 general election, but it was never allowed to take power. Aung San Suu Kyi herself was placed under house arrest in July 1989 and, although released in 1995, was subsequently detained for long periods after 2000 and, again, 2003. By 2005, she had passed a total of over nine years under house arrest.

Nevertheless her various speeches and writings continued to circulate, gaining her international acclaim and comparisons with such figures as South Africa’s Nelson Mandela and Václav Havel of the Czech Republic. The 1990 Sakharov Prize for Freedom of Thought of the European Parliament was followed by the 1991 Nobel Peace Prize, 1993 Nehru Memorial Prize for International Understanding, 1996 W. Averell Harriman Democracy Award and other human rights distinctions.

In essence, Aung San Suu Kyi’s political vision is one of universal human rights through the establishment of participatory forms of democracy, in which the rights of all citizens are transparent and equally respected. ‘Democracy requires development, the genuine empowerment of the people,’ Aung San Suu Kyi wrote in a 1994 paper delivered by Corazon Aquino, ex-president of the Philippines. Equally admired by human rights supporters was her personal bravery in the Gandhian tradition of non-violence as well as her uncompromising position on upholding democratic principles in the face of every challenge. In 1989, she faced down one military officer who had trained his gun on her. In subsequent years she survived other threats to her safety, including the reported deaths of a dozen party members when her NLD convoy of cars came under attack by regime supporters near Depayin in 2003.

Aung San Suu Kyi has paid a heavy price in personal terms for her unrelenting political struggle. In 1999 her husband Michael, who was dying from cancer, was refused permission by the authorities to visit her in Burma for one last time. The long years of isolation also meant that, for a politician so well known on the international stage, her published literature remained relatively small. But her unflinching determination only added to her worldwide reputation. Her father Aung San left a political legacy for Burma; Aung San Suu Kyi became an inspiration to the world.

Further reading

Many of Aung San Suu Kyi’s key essays, speeches and interviews, including those referred to in this text, have been published in three books: Freedom from Fear and Other Writings (1991); The Voice of Hope (1997); and Letters from Burma (1997). Her speeches also circulate widely on video-cassettes and DVDs in both the Burmese and English languages. See also: BarbaraVictor, The Lady: Burma’s Aung San Suu Kyi (1998).

MARTIN SMITH

AUSTIN, John Langshaw

1911–60
 British philosopher

The father of this ‘implacable professor’ was an architect who, after service in the First World War, became secretary of St Leonard’s School in the ancient Fifeshire university town of St Andrew’s. The son went to Shrewsbury School (where Charles Darwin had been a pupil), proceeding from there on an open scholarship to Balliol College, Oxford. Except for a wartime interlude of outstandingly valuable service in the Intelligence Corps, and two short visiting appointments at Harvard and the University of California, Austin’s entire working life was spent at Oxford, where he became successively Fellow of All Souls, Fellow of Magdalen, and White’s Professor of Moral Philosophy.

Austin’s influence on and through his colleagues and pupils was far greater than the small extent of his publications would suggest. His main mission – pursued with a formidable combination of intensity, intellectual force and wit – was to apply the methods and standards of a scholar of the Greco-Roman classical texts to various, usually non-technical areas of contemporary English discourse. For how else are concepts to be elucidated if not by meticulous attention to the usage of the words through which these concepts are expressed?

The nature of this mission, and the philosophical profit to be won from it, is perhaps best seen in the articles ‘Other Minds’ (1946) and ‘A Plea for Excuses’ (1956), reprinted in the posthumous Philosophical Papers (1961). The former contains Austin’s first account of performatory utterances: speech-acts which are in themselves the performance of an action. Thus to say ‘I promise’ in the appropriate conditions is in itself the making of a promise, not a mere statement about a promise. The latter article brings out the great richness and some of the detailed characteristics of our everyday vocabulary of extenuation and excuse. It also contains, on one and the same page, Austin’s most incisive repudiations of two views often but falsely attributed to him by those hostile to his philosophical methods: first, that any such map-work is the be-all and end-all of philosophy (as opposed to the begin-all); and second, that our untechnical vocabulary never needs to be revised or supplemented. His true thesis was that the resources of any vernacular, as the naturally selected product of generations of practical experience, are likely to be greater than those of some hastily and uncritically contrived professional jargon: here as everywhere, the reform which is to be improvement must wait on an understanding of the status quo.

In his again posthumously published lectures on Sense and Sensibilia (1962) Austin dissected, and some would say demolished, the entire tradition, dating back through Descartes to the Greek Sceptics, which denied that we can be immediately aware of anything but our own most private sense data.

In his last years – represented by the 1955 William James Lectures, published as How to do Things with Words (1962) – Austin sophisticated upon the notion of performative utterances. He distinguished, for instance, the illocutionary force of a speech-act (what is done in saying something) from its locutionary force (what it is the act of saying), and its perlocutionary force (what is effected in others by the saying). Because Austin always somehow ‘failed to leave enough time in which to say why what I have said is interesting’ his later work has often been thought to be philosophically irrelevant linguistics.

Further reading

See: K.T.Fann (ed.) Symposium on J.L. Austin (1969); IsaiahBerlin (ed.) Essays on J.L. Austin (1973); G.J.Warnock, J.L. Austin (1991).

ANTONY FLEW

AYER, (Sir) Alfred Jules

1910–89
 British philosopher

A.J. Ayer’s career was a paradigm of academic success. A King’s scholar at Eton, he went on to become a classical scholar and later lecturer in philosophy at Christ Church, Oxford. From 1946 to 1959 he was Professor of Philosophy at University College, London, and from 1959 to 1979 he held the Wykam Professorship of Logic at Oxford. He was knighted in 1970.

From the philosophical point of view the most important event of Ayer’s life was his visit to Vienna as a young graduate in 1933. Armed with a letter of introduction from Gilbert Ryle, Ayer was able to attend the discussions of the celebrated Vienna Circle (Wiener Kreis) of philosophers, containing such brilliant figures as Moritz Schlick and Rudolf Carnap. Ayer was deeply impressed by the philosophical approach of the circle, which came to be known as Logical Positivism. Soon after his return to England he published his first and easily best-known book, Language, Truth and Logic (1936). This rapidly became, for the English-speaking world, the manifesto of the Logical Positivist movement, and it remains in many ways the definitive exposition of positivist philosophy.

The central demand of Ayer’s treatise was for the ‘elimination of metaphysics’ (the title of Chapter 1):


No statement which refers to a reality transcending the limits of all possible sense experience can possibly have any literal significance; from which it must follow that the labours of those who have striven to describe such a reality have all been devoted to the production of nonsense.



The tool for the removal of metaphysics was the famous Principle of Verification: ‘A sentence is factually significant to a given person if, and only if, he knows how to verify the proposition it purports to express.’ The results of applying this criterion were devastating: apart from the tautologies of logic and mathematics, no statement was to be accepted as meaningful which could not be checked by empirical observation. Thus the whole of substantive ethics, and the entire body of religious claims are discarded as a collection of meaningless pseudo-propositions. The only statements to survive the holocaust turn out to be those of science: ‘Philosophy is virtually empty without science’; there is no future for philosophy except as the Logic of Science.

The details of Ayer’s argument are of an extraordinary rigour and clarity, and the catch-words of Language, Truth and Logic – ‘empirical’, ‘criterion’, ‘factual significance’, ‘observation-statement’ – were to dominate the philosophical scene for the next quarter-century. What led to the eventual decline of Positivism was that it slowly became clear that its own darling, natural science, could not pass the test of strict verifiability. The highly generalized statements of scientific theory just cannot be reduced to observation statements; and if the verification test is made less rigorous so as to accommodate scientific theory, then religion and metaphysics will be able to creep back in as well. This is a problem with which Ayer wrestles in the long Introduction to the second edition of Language, Truth and Logic (1946); but he was later forced to admit that it could not be solved.

It would be wrong to say that Ayer’s reputation rests on Language, Truth and Logic alone. But his prolific subsequent writings have never achieved the pivotal importance of the first book. It is often asserted that its central ideas are now dead and buried, but this is seriously misleading. Although it is true that most philosophers (including Ayer himself) had, by the late 1960s, abandoned strict verificationism, much subsequent philosophy has developed as a response to Ayer’s radical empiricist challenge. As for ‘metaphysics’, this is once again a respectable term; but the kind of metaphysics practised in academic departments is of a highly analytical kind, and is very largely conducted within the strictly logical and linguistic philosophical framework which Ayer helped create.

Further reading

Other work includes: Philosophical Essays (1954); The Problem of Knowledge (1956); The Concept of a Person (1964); Metaphysics and Common Sense (1967); The Central Questions of Philosophy (1973); The Origins of Pragmatism (1968); Russell and Moore, the Analytic Heritage (1971). He is also the editor of Logical Positivism (1959), a collection of expository and critical materials. See: A. PhillipsGriffiths, A.J. Ayer: Memorial Essays (1992); BenRogers, A.J. Ayer: A Life (2000).
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BABBAGE, Charles

1792–1871 
English mathematician

It is possible that at some future date a film will be made of the life of Charles Babbage, polymath, tabulator and premature inventor of the computer. If such a film is made, it will dwell, no doubt, on Babbage’s early, confident years – years in which our rich and handsome hero introduced continental methods of mathematics to Cambridge, helped to found the Astronomical Society, received its gold medal, became a fellow of the Royal Society (at twenty-three), was elected Lucasian Professor of Mathematics, was received by the Chancellor of the Exchequer, and was awarded an annual grant of £1,500 for work on his remarkable invention, the ‘Difference Engine’. Babbage involved himself in a hundred and one practical and taxing problems, from pin manufacture to crypt-analysis, from lighthouses to statistical linguistics. He actually lived the kind of colourful, multi-sided life sometimes depicted for fictional academics on the silver screen.

The promise of Babbage’s early years was not merely bright, it was astonishing. He set himself a series of large and ambitious tasks. He appeared, both to himself (no doubt) and to his contemporaries, to have the capacity to pull them off. Yet the early promise gradually turned to dust. The Difference Engine was never completed. Babbage shamelessly neglected his Lucasian chair. In his later years he became a crotchety, tiresome, disappointed and greatly impoverished man. During the 1860s Babbage must often have ruefully reflected that had he attempted less, he must have achieved more.

Babbage was born on 26 December 1792 in Teignmouth, Devon. His family was not poor, and he was educated at private schools in Alphington and Enfield. He taught himself algebra and calculus, with the aid of books, prior to entering Trinity College, Cambridge, in 1811. But after a personal mathematical preparation of this kind, Cambridge was rather a disappointment. The notation and methods of calculus used were those of Newton, and the superior flexibility and explicitness of the continental, Leibnitzian notation was totally ignored. Babbage, typically, wasted no time in trying to put this right. In 1812 he helped to form – with fellow undergraduates Herschel and Peacock – the Analytical Society, a body whose aim was to introduce Leibnitzian notation into the university. Whereas Newton represented the derivative of a function ẏ, Leibnitz denoted it dy/dx, or sometimes Dy. Babbage described the object of the new society, facetiously, as that of promoting ‘the principles of pure D-ism in opposition to the Dot-age of the university’! The incident shows many sides of Babbage’s unique personality: his impatience, his underestimation of the inertia opposing change, his courage in going for a bold solution, his capacity to reduce an issue to a slogan with the object of marshalling support, his scorn for the established wisdom.

Babbage graduated from Peterhouse in 1814, wrote three articles on the calculus of functions, and was elected Fellow of the Royal Society in 1816. In 1820 he was one of the chief architects of the foundation of the Astronomical Society. And he began to turn his attention to the problem of producing accurate tables for astronomical, navigational and mathematical purposes. The tables in use at the time had been compiled laboriously item by item and contained innumerable errors. It is true that the computation had been done on simple calculating machines, but these machines had to be set up by hand, repetitively, and it was this intervention of the human operator which was responsible for the errors. Babbage realized that it would be possible to use the method of differences to devise a machine which, once set in motion, would compute item after item, basing each new result on the preceding one. This would effectively eliminate human error and should result in tables of superb accuracy and consistency.

Babbage’s case was very powerful: such tables were evidently needed; there seemed no impediment in principle to the construction of a machine of the kind envisaged. British power was at its zenith; this, it was felt, was the kind of lead Britain should set – a project which would benefit her people, and also anyone who needed tables of proven accuracy, proven authority.

Babbage’s methodology is hard to fault. He had a model of his Difference Engine constructed in 1820–2 and it worked admirably. He issued a volume of logarithms of natural numbers from 1 to 108,000. He drew up impressive plans of the full-size Difference Engine, and even invented a notation for recording the mode of operation of the moving parts. He travelled abroad to learn something of the clockwork and gear-wheel technology of the continent. He invented new tools for the manufacture of components. He was continually thinking of ways to streamline the design and improve its operation.

Not surprisingly, Babbage’s ambitions imposed strain on those around him, and Clement, the engineer in charge of the work on the Difference Engine, rebelled openly in 1828: he even removed the special tools Babbage had designed, so that there was no way in which work could proceed. For fifteen months work on the Difference Engine was at a standstill.

It was during this period of hiatus that Babbage began to wonder whether there was not a still more dazzling goal to be achieved, only slightly beyond the Difference Engine. Instead of building a machine which would automate a single table-making task, why not make a machine which would work automatically on any arithmetic task? What was needed was a method to instruct the machine, and such a method already existed, in the cards used on the Jacquard loom. There would be two sets of cards: ‘variable’ cards, containing the numbers on which computation would proceed, and ‘operation’ cards embodying the sequence of operations required. The machine would print its own answers. Babbage called his new machine the ‘Analytical Engine’ and for eight years actively worked on it. Finally, in 1842, the government said no to the request for further funds.

Unfortunately the rising sun of the Analytical Engine had distracted Babbage’s attention from the Difference Engine, still hopelessly incomplete. A portion of the Difference Engine was put together in 1833, was later shown at the International Exhibition of 1862, and finally moved to the Science Museum, South Kensington, where it may be seen today. The Swedish engineer Georg Scheutz, after reading an article in the Edinburgh Review, built himself a less ambitious version of the Difference Engine, which worked well and was in use in an observatory for many years.

But Babbage’s heart was now in the Analytical Engine. His friend Lady Lovelace wrote programs for it. It was, in effect, a mechanical computer of ambitious power, though Babbage did not take the final step – that of arranging for the machine to modify its own program. Had Babbage done this, he would have realized that a more modest machine of this kind, being recursive, can do many things as effectively as a large machine, albeit more slowly. Altogether Babbage spent thirty-seven years on the Analytical Engine, and by his death it was still far from being a reality.

Babbage’s life was a warning to any lesser mortal who might have been tempted to move towards automated calculation. If Babbage failed, with his incomparable gifts, there was only one conclusion to be drawn – the task was beyond nineteenth-century man. It may be noted that a century later, in the 1930s, it proved impossible to construct a really effective electromagnetic computer, in spite of all the advances of the preceding years and the considerable advantages of electrical operation with binary codes. The valve computers of the 1940s and 1950s were perpetually breaking down, and it was only the invention of the transistor, with its negligible current consumption, which created the near-miraculous standards of reliability needed to get a programmable computer to work in a satisfactory way.

Babbage’s life was not entirely a failure. He was responsible for the logarithmic tables mentioned above; he made various minor inventions, including signalling ‘by occulting solar lights’ which was used by the Russians at the Battle of Sevastopol. Lord Rose commented that Babbage’s engineering improvements ‘more than repaid the sum expended’ by the government. He wrote a number of books and numerous articles, none of which, however, became a classic. These are, of course, mere fragments of achievement resulting from a talent of impressive boldness, intelligence and verve, which broke, finally, on a task beyond its strength.

Further reading

Babbage’s works include: The Ninth Bridgewater Treatise (1837); The Exposition of 1851 (1851); Passages from the Life of a Philosopher (1864). See: The Dictionary of National Biography, Vol. 2 (1885); Anthony Hyman, Charles Babbage: Pioneer of the Computer (1982); Bruce Collier and James MacLachlan, Charles Babbage and the Engines of Perfection (1999); J.M. Dubbey, The Mathematical Work of Charles Babbage (2004).

CHRISTOPHER ORMELL

BABBITT, Milton Byron

1916– 
US composer

Babbitt was born in Philadelphia and brought up in Jackson, Mississippi. As a child he took a lively interest in mathematics and music (studying the violin and clarinet) and continued these interests as an undergraduate at the Universities of North Carolina, Pennsylvania and New York City. During his student days in the 1930s he followed a brief career as a Tin Pan Alley musician, composing a number of pop songs and, somewhat later, in 1946, the score for the musical Fabulous Voyager. He has an encyclopaedic knowledge of older pop music and an abiding affection for it which manifested itself in 1977 in his recorded selection of forgotten songs from Broadway, Hollywood and Tin Pan Alley, Where Have We Met Before? But it was also in the early 1930s that Babbitt became familiar with the music of the members of the Second Viennese School and, under this crucial influence, chose to concentrate his studies on music which became his major subject at New York University.

Babbitt’s awareness of the European avant-garde of the day was intensified not only by Schoenberg’s arrival in New York in 1933, but also by his teacher, Marion Bauer, who was unusual in the breadth and detail of her knowledge of earlier twentieth-century music. Between 1935 and 1938 Babbitt was a private student of the distinguished American composer Roger Sessions, and continued to study with him after 1938 as a graduate student of Princeton University, where he became a junior member of the faculty and where he received his Master of Fine Arts degree in 1942.

During the Second World War Babbitt continued teaching, but was also engaged in intelligence work in Washington. His association with Princeton University, where for many years he held the Conant Professorship in Music in succession to Sessions, continued until his retirement in 1992, when he belatedly received a PhD. He continues to teach at the Julliard School, in New York City.

Babbitt is celebrated for his unashamed intellectualism in general and for his virtuoso handling of twelve-tone musical technique in particular. He strongly maintains that musical composition need concede nothing in terms of intellectual rigour to any other of the intellectual disciplines, and that his own compositions are an attempt to ‘utilize the inter-related and non-separable dimensions of music to the full of their perceptual susceptibility to musical structuring’. He has inherited from Schoenberg and his pupils the concern to make each aspect, small or large, of a composition relate on many levels to every other aspect; but, while the musical relationships between Schoenberg and Babbitt are crucially important in understanding the latter, it is as important to realize that Babbitt’s extensions of Schoenbergian technique and their integration with his extensions of techniques associated with Webern, Berg and Stravinsky represent the foundations of a new grammar of music whose implications are both radical and far-reaching.

Since 1947 (the date of his earliest published composition) Babbitt has written well over a hundred works for nearly all genres including electronically synthesized tape. All are manifestations of the twelve-tone language, but so to describe them gives no idea of the great variety of their technical invention.

Many of the earliest works (e.g. the Compositions for four instruments, 1947–8, twelve instruments, rev. 1954, viola and piano, 1950, and piano solo, 1947–8) integrate extensions of Schoenbergian combinatoriality with extensions of Webernian set derivation in what are called trihedral arrays, but employ varied approaches to the organization of the rhythmic domain. One of the most entertaining of this group of works recalls the composer’s earlier excursions into the realm of popular music: All Set (1957) is for jazz ensemble, and its timbral organization causes each of the ‘melody’ instruments to deliver the typical solo ‘break’, as well as participate in a range of combinations with each other.

Following an exploratory period (c. 1957–64), when he sought to develop his existing technique into a still more flexible means of musical expression and when he first had access to the revolutionary RCA synthesizer (on which instrument all his ‘electronic’ compositions have been realized), Babbitt arrived at two new concepts – the ‘generalized aggregate’ and the ‘time-point’ system of rhythmic organization. These provided the technical foundation for his next major compositional period. Both developments employ ‘all-partition arrays’, built of multiple twelve-tone rows unfolding simultaneously to produce aggregates that deploy all possible combinations of row segments of different lengths.

Among the more important pieces of this period are Philomel (1964), Ensembles (1964), Relata I and II (1965 and 1968), String Quartets Nos 3 and 4 (1969–70 and 1970), Tableaux (1972), Arie da Capo (1973–4), Reflections (1974), Concerti (1975–6) and Images (1979).

Around 1980 Babbitt ushered in a new compositional period in which he combined both trichordal and all-partition arrays into still larger complexes, called ‘super arrays’. This development led to a new flowering of production, both in rate and in scale, key compositions being Ars Combinatorial (1981), String Quartets 5 and 6 (1982 and 1993), Piano Concerto 1 (1985), Septet, But Equal (1992), and a number of large works for piano. Recent years have seen no slackening in Babbitt’s output, and have yielded such works as Piano Concerto 2 (1998) and Concerti for Orchestra (2004).

Babbitt’s titles frequently have layers of meaning: Post-Partitions for solo piano (1966), for example, refers to (1) an earlier piano work, Partitions (1957); (2) partitioning of the piano range into six separate registers; (3) partitioning into legato and staccato modes of articulation; (4) various partitionings of the twelve-tone aggregate into layers of different dimensions; and (5) the name of the mathematician Emil Post, who made notable contributions to the field of multiple-valued logic.

All of Babbitt’s music presents extraordinary difficulties for performers, yet its subtle interplay of correspondence and contrast, symmetry and asymmetry, repetition and variation, affords the listener a musical experience of rare poise and distinction, and its challenges in realization have won it champions among the most accomplished of performers. Whereas so much of contemporary musical composition seems neo-Romantic in its extra-musical and expressive concerns, Babbitt’s musical concerns, although not his surface style, seem almost to justify the epithet ‘neo-Classical’.

Babbitt’s influence on contemporary American musical life has been enormous, and is sometimes found in unexpected places. His students have included not only such composers as Donald Martello and Paul Lansky, but also Stephen Sondheim. In his writings he has made major contributions to music theory, especially with regard to twelve-tone music. In addition, his pioneering work in electronic music and musical perception has encouraged new levels of refinement and precision in many kinds of synthetically realized music, while his challenging musical style has impelled performers to scale new heights of virtuosity.

Further reading

See: The Collected Essays of Milton Babbitt, ed. Stephen Peles (2004). Andrew Mead, An Introduction to the Music of Milton Babbitt (1994) contains a comprehensive lust of Babbitt’s compositions up to 1994.

STEPHEN ARNOLD (REVISED AND UPDATED BY ANDREW MEAD)

BACHELARD, Gaston

1884–1962 
French philosopher

Bachelard took a degree in mathematics and science before beginning his academic career as a teacher in his home town. He was appointed professor of philosophy in the University of Dijon in 1930, and from 1940 to 1954 he held the chair of the history and philosophy of science in the University of Paris.

Reflection on the developments of modern science led Bachelard to reject the Cartesian assumption that science operates within an immutable framework of first principles discoverable by pure reason. His major claims concerning the structure of scientific thought flow from his view of the creative interplay between reason and experience: reason enables experiment, which in turn produces data that force reason to reform itself in the radical and creative way illustrated by the replacement, in modern physics, of substantival by mathematical notions. However, since old conceptual frameworks are not jettisoned, but given a fresh although equally provisional meaning, the creative leaps by which science moves forward consolidate what is superseded, a process which Bachelard describes as ‘the philosophy of saying no’. This ‘open rationalism’ leads to an ‘applied rationalism’, in that according to Bachelard science progresses by multiplying regional models which resist integration into a master scheme. This pluralistic view is offered as a truer account of the activity of scientific reason than that given by Meyerson and Brunschvicg, who claimed to see manifested in science the allegedly fundamental impulse of the mind to pursue unification. Bachelard remains unclear, however, about what he himself understands the telos of reason to be.

This style of epistemology, with its emphasis on creative discontinuity and the dependence of fact on thought, echoes in a rationalist key the existentialists’ ethical concern with ‘open morality’. But whereas some existentialist thinkers invoke the fictional character of scientific conceptions in order to affirm the intrinsic meaninglessness of the world, Bachelard sees in the success of empirical testing a guarantee that the external world takes our fictions seriously, and that its intelligibility is therefore not purely imposed by the mind. Although reason constantly re-creates the world, the promptings and feedback it receives from the world discredit existentialist talk of absurdity.

The latter half of Bachelard’s writings is devoted mainly to the study of the creative imagination. The impetus for this new departure came from a fresh way of looking at the ‘material imagination’, which sustains alchemy and which Bachelard had blamed for the persistent difficulty the scientific mind experiences in sloughing off outmoded naturalistic habits of thought. Later, however, he comes to view the hold which the material elements have on the imagination as a psychological phenomenon worth studying in its own right, rather than as a source of error in science. His theory of the psychological significance of the four elements claims to show that the vision of material objects expressed in some poetry is a creative generalization of the poet’s unconscious obsession with a single elemental (archetypal) image.

Bachelard denies that the freedom of the imagination is limited by the particular archetypical image which ‘dynamizes’ it. For the archetype is an idée-force whose meaning (a universal unconscious complex) is not determined by the primitive meaning of the complex, since it is evolved by the creative verbal expressions it gives rise to through the medium of reverie focused on a given element. Poetic images are not mere symbols, for they transfigure the ‘deep instincts’ which they symbolize in the act of evoking and expressing them. The unconscious is for Bachelard a power-house generating imagery, rather than a storehouse for past perceptions. Hence, the task of the psychoanalysis of art is not to ‘explain the flower by the fertilizer’, as in traditional Freudian approaches, but to retrace phenomenologically the creative processes by which the imagination develops the potency of the archetype to produce aesthetic meanings transcending the biological meanings of which archetypes are primary transfigurations.

Attempts have been made to show that there is a unity between the two sides of Bachelard’s philosophy, despite his own opinion that conceptual and imaginative thinking are ‘opposed poles which repel one another’. It is possible to see unity in the creative role he assigns to the mind in both scientific reason and art, but to take this view is to pose the problem of understanding how the same creative function can espouse dialectically opposed forms.

Further reading

Other works include: L’Intuition de l’instant (1932); Le Nouvel Esprit scientifique (1934); La Formation de l’esprit scientifique (1938); La Psychanalyse du feu (1938); La Philosophie du non (1940); Le Rationalisme appliqué (1949); La Poêtique de l’espace (1957); La Poêtique de la reverie (1960). See also: F. Dagognet, Gaston Bachelard. Sa vie, son oeuvre, avec un expose de sa philosophie (1956); P. Quillet, Gaston Bachelard (1964); F. Pire, De l’imagination poêtique dans l’oeuvre de Gaston Bachelard (1967); Mary Tiles, Gaston Bachelard: Science and Objectivity (1984). For a complete bibliography of Bachelard’s works and for articles on him, see the Revue Internationale de Philosophie Vol. 19 (1964).

ROGER MCLURE

BACON, Francis

1909–92 
Anglo-Irish artist

Francis Bacon was born in Dublin, the son of a successful English horse-trainer, and spent an unsettled childhood in Ireland and England. At the age of twenty he achieved some celebrity as a designer of fabrics and steel-framed furniture. At about this time he began to paint in oils, exhibiting occasionally, but very few of his works of the years 1930–44 survive – partly the result of Bacon’s life-long habit of destroying much of his own work. His artistic endeavour began in earnest just before the end of the war, when Three Studies for Figures at the Base of a Crucifixion was shown in April 1945 at the Lefevre Gallery in London. This triptych of contorted monsters, grimacing against a strident orange background, was unacceptable to many who sought distraction from the genocide and unprecedented destruction which that year revealed.

Dictatorial, enthroned figures and dismembered carcasses were themes which dominated Bacon’s paintings of the following years. In 1951 he executed the first series of ‘Popes’, shown staring intently or screaming with rage, within a rectangular framework reminiscent of his earlier furniture designs. In particular he adapted Velázquez’s Pope Innocent X to achieve a formidable expression of savagery and naked power. He made use of Van Gogh’s paintings, the cinematic stills of Eadweard Muybridge and photographs discovered in newspapers, to produce an effect quite different from that of the initial inspiration. Many of Bacon’s images gain force from the ambiguity of their reference: the associations of butcher’s meat with the Crucifixion, of a hypodermic syringe with the nailing of Christ, and of wrestlers with lovers are repeatedly exploited. Bacon has often emphasized the role of chance in his work; fortuitous juxtapositions are developed and semi-accidental blobs and smears of paint are allowed to remain on the canvas.

After a period in the 1950s in which his work was characterized by dark tones and blurred forms, Bacon returned to sharper contours and more vivid colours, not only in his backgrounds but in limbs, nose and lips, accentuating the powerful effect of his brushstrokes. In 1962 he painted his second triptych, a format which he was to employ many times subsequently. In the same year a retrospective exhibition of his work was held at the Tate Gallery, before being circulated in Europe, where his reputation was consolidated. Neither the product nor the initiator of an artistic ‘movement’, he has won international respect through the unabated ferocity of his personal vision.

Some of Bacon’s most arresting works are portraits, and in the traditionally respectful genre of portraiture he has overthrown convention. In the 1960s his portraits became increasingly violent, with facial features obscured or blurred in parabolic swathes of pigment. His figures sit or lie in a space defined only by a grid of intersecting lines, or in a stark room supplied with one or two characteristic items – an unshaded light bulb, a swivel chair or bar stool, cigarette butts, a window blind, a washbasin or lavatory. The tendency of Bacon’s work is to expose his subjects, alone and often naked, without the support of the setting in which they are customarily seen; all that is homely or comforting is stripped away in his relentless pursuit of the individual in isolation.

Further reading

The illustrated catalogue of Bacon’s work exhibited at the Grand Palais, Paris, in 1971–2 contains a full bibliography and an introduction by Michael Leiris. The outstanding critical study is John Russell, Francis Bacon (1979). See David Sylvester, Interviews with Francis Bacon (1975).

PATRICK CONNER

BADIOU, Alain

1937– 
French philosopher

Alain Badiou is arguably the most important living French philosopher. The principal objective of his work appears to be twofold. On the one hand, Badiou attempts to overcome the post-structuralist and post-Heideggerian stances of thinkers such as Michel Foucault and Jacques Derrida who in the second half of the twentieth century proclaimed the ‘death of the subject’ and the ‘end of philosophy’, and, via the concept of the event, to resuscitate the category of truth. On the other, Badiou’s thought is characterized by a mathematical reinstatement of the autonomy of ontology, the science of being as being, as opposed to its reduction to the field of epistemology in most Anglo-American analytic philosophy.

Born in Rabat, Morocco, to a left-wing, middle-class family, Badiou was raised in Toulouse before moving to Paris to attend the École Normale Supérieure in the late 1950s. During this period, Badiou was closely linked to Jean-Paul Sartre, whose influence can also be felt in much of his later work and who is the subject of his pamphlet Jean-Paul Sartre (1980). After completing his studies, he taught philosophy at the University of Paris VIII for thirty years. He is currently the chairman of the philosophy department at the École Normale Supérieure and also teaches at the Collège International de Philosophie.

Politics has always been at the forefront of Badiou’s theoretical preoccupations; the vast majority of his philosophical output has been shaped by an ongoing endeavour to think through systematically the consequences of the events of May 1968. As a political activist, he was for many years a committed Maoist; today, he is one of the leading members of L’Organisation Politique, an experimental group which advocates a ‘politics without party’ and is directly involved with the promotion of a new figure of the worker, especially among immigrants. In addition to his philosophical works and political essays, he has also published several novels and plays.

Badiou’s early writings are clearly influenced by the philosophy of Louis Althusser, with whom he collaborated in the 1960s. In an extensive book review of Althusser’s For Marx and Reading Capital entitled ‘The (Re)commencement of Dialectical Materialism’ (1967), Badiou further develops his teacher’s opposition of science and ideology along with his concept of over-determination and redefines dialectical materialism in terms of a general Marxist theory able to account for the way in which structural necessity, far from being inherent to history, emerges out of unpredictable contingencies.

In spite of the progressive mutation of an original revolutionary motif, Badiou’s later books can all be seen as attempting to elaborate on this crucial issue. Théorie du sujet (1982), Badiou’s magnum opus of the 1970s, formulates a theory of the political subject that is inextricable from a theory of the contingent occurrence of the new in a given structure. This book suggests that such a political subject should be identified by means of a dialectical re-elaboration of the divided psychoanalytical subject proposed by Lacan, whom Badiou does not hesitate to define as ‘our Hegel’.

However, it is only in his central book, Being and Event (orig. 1988, 2005), that Badiou achieves a more refined philosophical system that unites, on the one hand, the question of the subject with respect to political structural change, and, on the other hand, the question of ontology. The self-professed aim of this work is to articulate a topical philosophy able to thinking being in a manner which differs from Heidegger’s confinement of ontology to the level of poetry and, simultaneously, thinking the subject beyond, but not against, Lacan. Badiou puts forward two radical theses: first, only mathematics, in the guise of set-theory, is ontology; second, in any given situation in which being is structured as a state, there is a site of ‘that which is not being’, the site of a potential truth-event that is incomprehensible from the standpoint of the knowledges inherent to the given structure and hence liable to undermine it. The subject is not the guarantor of such a truth-event, which always precedes it; rather, the subject is the event’s local instance and insistence; it is only as a fidelity to a contingent truth-event which it inscribes in the domains of art, science, politics and love. According to Badiou, the ultimate task of philosophy is to think the compossibility of these four domains of fidelity to a truth-event.

In spite of the incredible complexity and density of books such as Being and Event, Badiou has proved adept at divulging the general outline of his thought to a wide audience, especially in the mode of short polemical texts directed against the existing philosophical status quo. Manifesto for Philosophy (orig. 1989, 1999) argues vehemently that philosophy is still possible today and attacks post-structuralist and post-Heideggerian thinkers who either proclaim its demise or replace its alleged impossibility with an aestheticized ‘prophetic posture’. Ethics (orig. 1993, 2001) undertakes a savage criticism of what ‘ethics’ has today come to mean, whether it adopts the guise of neo-Kantian moralism, Levinas’s ‘ethics of otherness’, the ethics of human rights, or bio-ethics. Badiou shows how all of these forms amount to a ‘genuine nihilism’ which forecloses any authentic ethical speculation and contents itself with deriving Good from Evil. Deleuze: The Clamor of Being (orig. 1997, 2000) comes to terms with what is possibly the most widespread trend in continental philosophy at the dawn of the new millennium; although it accuses Deleuze himself of mistakenly equating being with univocity and thus of overlooking the most radical consequences of a thought of the event, it nevertheless seems to be concerned primarily with highlighting the many inaccuracies of Deleuzian doxa.

Further reading

Other works include Court traité d’ontologie transitoire (1998) and Section III of the collection of essays entitled Theoretical Writings (2004), edited by Ray Brassier and Alberto Toscano. The first translations into English of Badiou’s oeuvre appeared only in the late 1990s, yet it is undoubtedly the case that his thought has increasingly been gaining recognition in the Anglophone world, especially among young philosophers. Some of the best critical studies available to date are written in English. For a clear and precise introduction to Badiou’s thought see Justin Clemens and Oliver Feltham, ‘An Introduction to Alain Badiou’s Philosophy’, in A. Badiou (ed.) Infinite Thought (2004). For a broader study, see Peter Hallward, Subject to Truth: An Introduction to the Philosophy of Alain Badiou (2003).

LORENZO CHIESA

BAGEHOT, Walter

1826–77 
English political writer and economist

Bagehot is often thought of as an editor of the Economist who happened to write a couple of books reasonably well known to the more intellectually pretentious kind of banker or MP. To bankers he is an intellectual, while to intellectuals a banker. This view lingers even after the massive Economist edition of the Collected Works of Walter Bagehot (1965), edited by Norman St John-Stevas who had earlier written a life and assessment of Bagehot. These show that his stature, depth and originality, not simply scope, had been greatly underestimated. His realism was not simply that of the knowing journalist and friend of statesmen (Gladstone called him his ‘spare Chancellor’): it had a theoretical basis in evolutionary theory which carried forward the methodological individualism of J.S. Mill into the psychological and anthropological concerns with group behaviour of the twentieth century. His reputation for ‘common sense’, writing like a ‘plain, blunt honest man’ with no theoretical preconceptions about political and economic institutions, is false: his realism has a theorized sense of historical development behind it. Paradoxically his essays on literature do seem to have a genuine straightforwardness, a kind of knowledgeable simplicity about them, very different from what now appears as the contrived realism of his The English Constitution and Lombard Street – quite as stylized and selective a realism as, say, Manet’s Déjeuner sur l’herbe of the same period.

Walter Bagehot’s father was a leading West Country merchant in Somerset and his mother’s family were rich local bankers. He was educated at the local grammar school and in 1842 entered University College in the new University of London, heavily influenced by Benthamite ideas. After reading for the Bar (but never practising), he went into the family banking business in London, but began writing for leading reviews on both literary and economic topics. In 1857 he became friendly with James Wilson, the founder and owner of the Economist which had established new standards of anonymous and seemingly objective reporting and commentary on economic events and institutions, writing for an intelligent but not an intellectual, not necessarily a university-educated, audience. This became Bagehot’s audience and his style became that of the Economist, shrewd, knowing, businesslike and colloquial, realistic but impersonal. Indeed, in 1858 he married Wilson’s oldest daughter (just as his parents’ families had gone joint stock by marriage) and by 1861 he was editor of the Economist, a post he held until his early death.

The English Constitution (1867) is his most famous book, but it is often misread as a simple realistic account of how the constitution actually works. He boldly put a chapter on the Cabinet before one on the Monarchy (though he did not see the growing importance of party). He mocks and exposes as a ‘lawyers’ fiction’ the idea that the British constitution rests on a division of powers; rather, it is the Cabinet that pulls it all together. He offers a realistic account of the actual functions of the House of Commons, not of their formal powers or rhetorical claims. ‘Function’ (drawn from Darwinism) is an important concept to Bagehot, as when in the chapter on the Monarchy he begins by asking why so much attention is given to ‘the actions of a retired widow and an unemployed youth’, and ends by explaining that the ‘dignified’ aspects of the constitution (such as the Monarchy) are not merely to be distinguished from ‘the efficient’ (such as the Cabinet) but are of great importance: ‘England could not be governed without them.’ Here Bagehot’s realism masks a seminal political argument; indeed, the book is best read as the most subtle and brilliant of the polemics associated with the 1867 Reform Bill controversy. A confident and knowledgeable ruling class, he implies, has no need to fear the growth of democracy so long as they can manipulate the dignified aspects of the constitution to excite ‘deference’. The responsible ruling class must not retreat into their country houses and their clubs or turn reactionary, but they must come out and play popular politics, compete for the vote of the ‘man at the back of the Clapham omnibus’. If they do so they will win, since they have so many built-in advantages. This view, implicit in the 1867 edition, was made fully explicit in the introduction to the 1872 edition.

Physics and Politics appeared in 1872, his most theoretical work. He argued three propositions: (1) that the strongest nations prevailed over the others and that ‘in certain marked peculiarities the strongest tended to be best’; (2) that within every nation the kind of people who come to the top are those who are most admired, and ‘the most attractive, though with exceptions, is what we call the best character’; and (3) he claimed that normally success in either of these competitions could not depend upon force alone, but that there were occasional adverse conditions in which both kinds of predominance, national and that of human types or characters, depended upon force. This was utilitarianism plus popular Darwinism, a Whiggish view of ‘the survival of the fittest’ and of ‘what was fittest to survive’, a view that few subsequent high theorists have taken seriously, but have ignored, almost to our peril, its great influence upon and plausibility to men of affairs. Bagehot himself was a decent liberal and had his drawing-room designed by William Morris; he can hardly be blamed for twentieth-century uses of his theories. But his arguments as to why the specific culture of a skilled ruling lite depends upon parliamentary manipulation, a nationally controlled banking system and (on rare occasions) force, are far from trivial: at worst compelling, at best embarrassing.

His Lombard Street (1873) extended his political realism into the economy, unmasking, as it were, the central position of the Bank of England, and arguing that its powers should be even greater to control the other banks and to lend freely and extend credit to maintain the whole system; and also that its own rate of interest could and should be used to regulate external movements of currency. This was a remarkable (and permanently successful) injection of étatist views of central monetary control into an otherwise fully laissez-faire theory and practice of the market. He died in the middle of a major work on economics of which fragments survive. Generally he had stressed that the money-market economy of capitalism was not just an extension of the barter-economy, but depended on a specific culture and social psychology. The laws of market economics were not universal, but culture-bound – though they were, nonetheless, the best. Thus he protested against economic thought proceeding by way (even then) of elaborating abstract theories and models, and he asked it to come to terms with the new anthropological and sociological knowledge in order to offer a realistic account of economic behaviour. These were precepts, however, not examples, such as he had been able to offer in describing what the House of Commons and what Lombard Street really were. Had he lived longer economic theory might have developed in a wholly different way. His political influence certainly, if malign, was immense.

Further reading

See: Alastair Buchan, The Spare Chancellor: The Life of Walter Bagehot (1959); Norman St John-Stevas, Walter Bagehot: A Study of His Life and Thought (1959); C.H. Sisson, The Case of Walter Bagehot (1972).

SIR BERNARD CRICK

BAIRD, John Logie

1888–1946 
Scottish inventor

So globally ubiquitous has television become there is scarcely any need to comment on its primacy as a disseminator of entertainment, live sport, news, documentaries, advertising and political propaganda, though inevitably the mix varies, depending on local circumstances, local broadcasting laws and the whims of particular governments and regimes. Its origins, however, are more obscure. Like any complex technological entity, the television was the end-product of any number of contributory discoveries and inventions. Certainly it did not come about by chance. In the early twentieth century the presence of photography, film, radio broadcasting and the telephone wire had put the notion of television – the direct transmission of moving pictures to a receiver distant from the transmitter – into the minds of many scientists, engineers and inventors. But who really got there first? The answer, it would appear, was a Scotsman, John Logie Baird, largely working on his own, sometimes with only scratch materials, and without the back-up of any large corporation or university department.

Baird was the archetypal independent inventor. The son of a Presbyterian minister born in Helensburgh, he built a telephone system in the family house as a child, and duly progressed to read engineering at the University of Glasgow after passing through the Royal Technical College (later Strathclyde University). But the outbreak of the Great War cut short his studies. Because of ill-health (which persisted throughout his life) he could not enlist as a soldier, but instead worked as a superintendent at the Clyde Electrical Power Company. Early on he put down a marker by designing, manufacturing and making some money from a medicated sock (the Baird Undersock) intended to prevent ‘damp foot’ and its associated problems. Then in 1920 he tried his hand at manufacturing jam in Trinidad, only to be thwarted by Caribbean insects.

Returning to Britain in 1922, Baird joined the race to produce a functional television. Already, as early as 1908, Alan Campbell Swinton had adumbrated in an academic paper how a television might work, by employing the cathode ray tube, invented by Karl Ferdinand Braun in 1897. But while Baird saw the possibilities latent in the cathode tube, he preferred instead to go down a non-electronic ‘mechanical’ path, favouring a system of more conventional projection, using mirrors, spinning discs and penny lenses.

By 1924 Baird had worked out how to transmit a still image (of the Maltese Cross) from one room to another. The following year he progressed to transmitting a moving picture, and on 26 January 1926 he demonstrated the result before forty scientists drawn from the Royal Institute in a Soho attic: the world’s first authenticated television broadcast. Then, in 1930, came the first public television service, with the BBC (British Broadcasting Corporation) adopting Baird’s system under licence. In 1931 Baird was also responsible for the first ‘live’ television transmission, of the Epsom Derby horserace.

Baird continued to make seminal advances. He pioneered colour television, the flying spot scanner, the optic fibre cable, facsimile transmission and (arguably) radar. Others, however were hot on his heels, and were mastering the use of the cathode ray tube. In the United States, although the television images he produced in 1928 were unequal to Baird’s, Philo T. Farnsworth, following Campbell-Swinton’s lead, developed a system ultimately superior to the Scotsman’s, and it was this that became the industry standard. Although Baird himself shifted his energies into electronic transmission, in 1937 his 240-line system was rejected by the BBC in favour of a 405-line system developed for Marconi.

While, curiously, public television broadcasting did not begin in America until 1939 – Baird in fact was refused a broadcasting licence by the Federal Communications Commission in 1931 – thereafter it was the United States that provided technological leadership. Baird was down, but not, as is often supposed, out. Nor did he die impoverished. During World War II he worked on more or less secret government projects, and in 1946 built a 1,000-line colour television (the ‘Telechrome’) that was a marked improvement on anything he or anyone else had thus far come up with. Simultaneously he was experimenting with ‘stereoscopic’ or 3-D television. But within two months of the Telechrome’s successful demonstration Baird was dead, and his masterpiece became quickly forgotten.

Further reading

See: Geoff Hutchinson, Baird: The Story of John Logie Baird 1888–1946 (1985).

JUSTIN WINTLE

BAKHTIN, Mikhail Mikhailovich

1895–1975 
Russian thinker

Late in a life that began in Orel and ended in Moscow, Bakhtin himself insisted to a troika of research students from the Soviet capital who plucked him from the provincial obscurity of Saransk that he was a philosopher. That he felt it necessary to impress this upon his acolytes is testament to the role that temporal disjuncture and other circumstances beyond his control had already played (and continue to play thirty years after his death) in shaping the perception of his work. Sergei Bocharov, Georgii Gachev and Vadim Kozhinov had been drawn in the early 1960s to seek out the recently retired Head of the Department of World Literature at Mordvinia University by their reading of his long-forgotten Problemy Worchestva Dostoevskogo (‘Problems of Dostoevsky’s Art’), published in 1929 despite Bakhtin’s arraignment on a charge of belonging to a proscribed religious-philosophical association. The internal exile to which an initial sentence of hard labour was commuted on ill-health grounds meant that the book’s impact was limited, and its author able to publish virtually nothing for over thirty years. A revised and expanded version, Problems of Dostoevsky’s Poetics (Problemy poetiki Dostoevskogo, 1963 trans. 1973 and 1984), shot Bakhtin to belated prominence as a champion of Dostoevsky’s ‘polyphonic’ technique for maximizing the autonomy from their author of literary characters as bearers of ideologies. The appearance in 1965 of Rabelais and His World (Tvorchestvo Fransua Rabie i narodnaia kul’tura srednevekov’ia i Renessansa, trans. 1968), which argued for the importance of the ‘carnivalesque’ in the French writer’s ‘grotesque realism’, reinforced Bakhtin’s reputation as a literary theorist impatient with the orthodoxies of Soviet criticism. Voprosy literatury i estetiki (‘Questions of Literature and Aesthetics’, 1975), a posthumous collection of essays written mostly in the 1930s and 1940s, offered a broad-sweep account of the history of the novel and its relationship to epic, introducing a welter of exciting new concepts and terms to describe the discursive complexities of fiction (dialogism, double-voiced discourse, heteroglossia, hybridization) and its representation of time–space relations (chronotope). The impossibility of translating into Russian the title of the volume containing the English translations of these essays, The Dialogic Imagination (1981), is a measure of the extent to which, thanks to the timing of their appearance, they came to be (mis) taken for works chiming with the tenor of European and North American critical theory in its most ebullient phase; translations into other languages, notably French, helped confirm Bakhtin’s image outside the Soviet Union as something like a post-structuralist avant la lettre.

It is hardly surprising, then, that even though 1979 saw the publication of ‘Author and Hero in Aesthetic Activity’ (‘Avtor i geroi v esteticheskoi deiatel’nosti’, trans. 1990), and 1986 the appearance of Toward a Philosophy of the Act (K filosofii postupka, trans. 1993), these two explicitly philosophical works of the early to mid-1920s (the precise dating is still a matter of dispute) did not prompt instant reconsideration of Bakhtin’s intellectual profile in line with his claim that the impossibility of pursuing genuine philosophy in Soviet conditions had obliged him to recast in literary-critical terms his philosopher’s concern with aesthetics and ethics. However, since the early to mid-1990s the emphasis of Bakhtin studies has shifted from application (often, though not always, mechanical) of his work to exploration of its affiliations; as a result, his indebtedness, both acknowledged and unacknowledged, to a number of major trends and figures has emerged with increasing clarity. Thus the concern of the early essays with neo-Kantianism, Lebensphilosophie and phenomenology has been shown to persist in the later work on Dostoevsky and the novel, where a powerful Hegelian thrust has also been identified. Notable among the thinkers with whom Bakhtin is known to have engaged are Henri Bergson, George Simmel, Max Scheler and Ernst Cassirer (on whom he drew, in his study of Rabelais, in a manner that some would term plagiarism). Greater recognition is now also accorded to members of the retrospectively named ‘Bakhtin Circle’ of 1920s Leningrad, especially Matvei Kagan (1889–1936), a key mediator of the work of the Marburg neo-Kantian Hermann Cohen, Valentin Voloshinov (1895–1936) and Pavel Medvedev (1892–1938). Attribution to Bakhtin of Voloshinov’s Freudianism: A Critical Sketch (Freidizm: Kriticheskii ocherk, 1927, trans. 1976) and Marxism and the Philosophy of Language (Marksizm i filosofia iazyka, 1929, trans. 1973), and of Medvedev’s The Formal Method in Literary Scholarship (Formal’nyi metod v literaturovedenii, 1928, trans. 1985), widespread from the early 1970s, is no longer standard practice; moreover, their authors’ role in determining the linguistic and sociological concerns of Bakhtin’s work on the novel is increasingly appreciated. Bakhtin’s equivocation, late in life, on the authorship question (and, indeed, his lifelong inconsistency in acknowledging sources) should perhaps be seen as instances of an evasiveness that led him, for understandable reasons, to conceal that he did not register formally at either of the universities (Odessa and St Petersburg) where he attended lectures, or at one point to appropriate aspects of Kagan’s curriculum vitae. It is perhaps only when the project, begun in 1996, of publishing Bakhtin’s Collected Works (Sobranie sochinenii) is completed that it may become possible (although there must be doubts, in light of the editorial team’s policies and practices) to say categorically whether Bakhtin was the philosopher that he claimed to be, or to assess definitively the true character of his originality and significance.

Further reading

Orientation in the taiga of the work of Bakhtin and his Circle, in Russian and other languages, is provided by Carol Adlam and David Shepherd (eds) The Annotated Bakhtin Bibliography (2000), and by the Bakhtin Centre’s Analytical Database at http://www.shef.ac.uk/uni/acadeniic/A-C/bakh/dbase.html. Ken Hirschkop, Mikhail Bakhtin: An Aesthetic for Democracy (1999) offers copious information on Bakhtin’s biography as well as on his intellectual affiliations, which are also scrutinized closely in Galin Tihanov, The Master and the Slave: Lukács, Bakhtin, and the Ideas of Their Time (2000) and Craig Brandist, The Bakhtin Circle: Philosophy, Culture and Politics (2002). The most up-to-date assessments of the contributions of other members of the Circle are to be found in Craig Brandist, David Shepherd and Galin Tihanov (eds) The Bakhtin Circle: In the Master’s Absence (2004).

DAVID SHEPHERD

BAKST, Léon Samölivich

1866?–1924 
Russian painter and theatre designer

Bakst was born in Grodno, near St Petersburg. (There is, in fact, no certainty that this was in 1866.) He studied at the academies in Moscow and St Petersburg but always found academic standards reactionary and deadening. He was expelled from the St Petersburg Academy for painting the Virgin Mary and Joseph as contemporary Jewish peasants. The artist he admired most as a student was the religious ‘Wanderer’ painter Neskerov. In the early 1890s he travelled to Paris where he studied under the Finnish painter Edelfelt. Upon his return to Russia he met Benois, Filosofov, Roerich, Serov and other radical artists and became a portrait painter and theatre designer. In 1899 he joined Diaghilev’s newly founded Mir Iskusstva (World of Art) group in St Petersburg and from then on until its demise in 1904 contributed to the group’s magazine. The group’s main aim, under the influence of the diplomat Charles Birlé, was to rejuvenate Russian art and literature by importing the most recent ideas from the rest of Europe, such as the Art Nouveau style practised by Beardsley and Mackintosh, the Post-Impressionism of Cézanne and Gauguin and the Symbolism of Moreau, Rimbaud and others. The predominant aesthetic of Mir Iskusstva was Symbolist and Bakst’s paintings, like Terror Antiquus (1906), reflect the impact of the poetry of Blok and Balmont as well as of painters like Puvis de Chavannes, and the designer Victor Vasnetsov. Bakst believed, along with Benois and Diaghilev, that the arts should become reintegrated and saw an opportunity for this on the stage. He was particularly impressed by similar attempts in England by Edward Gordon Craig. In 1902 he designed his first sets and costumes for the St Petersburg Theatre. In 1905, having travelled with Serov in Greece, the archaic art of which was a persistent influence on his mature style, he decorated the vestibule of the show of Russian art at the Tauride Palace with sculptures and a trellised water-garden. This exhibition was organized by Diaghilev who was also responsible, in 1906, for the twelve rooms dedicated to Russian art at the Salon d’Automne in Paris. Once again Bakst designed the setting. In 1908 he designed sets and costumes for Fokine. In 1909 he travelled to Paris with Diaghilev’s Ballets Russes and designed the costumes for many of the series of ballets performed from then on. This year also saw his first major one-man show of watercolours at the Bernheim Gallery in Paris. Although he often quarrelled with Diaghilev he became the Russian impressario’s chief and most celebrated designer. All his work was conducted in full collaboration with the musicians, choreographers and producers and this helps to explain the quite extraordinary overall visual unity which each ballet seems to have. His main designs were for L’Après-midi d’un faune, Schéhérazade, Narcisse, L’Oiseau de feu, Héléne de Sparte, and Salomé. Bakst’s work was not confined to the stage alone and he also produced fashion and textile designs for famous houses like Worth and continued to paint portraits and to produce illustrations. His influence upon fashion design and the development of textile design during the 1920s and 1930s was considerable. He died near Paris.

Bakst was largely responsible during his career for the revival of costume design and theatre sets in Europe. The sources of his art are many and varied and include Indian, Persian and Hellenic period styles as well as the Sezession art of Klimt and Schiele and Art Nouveau. The key to his work’s power lies less in the technical innovation, for which he is rightly revered, than in his acute feeling for the emotional values of colour, texture and movement. He wrote, ‘From each setting I discard the entire range of nuances which do not amplify or intensify the hidden sense of the fable.’ His figures are never static but seem charged with a concentrated dynamism dictated by their own rhythmic logic. In talking of his use of colour he explained,


in each colour of the prism there exists a gradation which sometimes expresses frankness and chastity, sometimes sensuality and even bestiality … This can be felt and given over to the public by the effect one makes of the various shadings. That is what I tried to do in Schéhérazade. Against a lugubrious green I put a blue full of despair, paradoxical as it may seem.


Such notions of colour show the close proximity of Bakst’s ideas to those of his compatriot Kandinsky, one of the fathers of abstract painting.

Further reading

See: A. Alexandre and Jean Cocteau, Decorative Art of Léon Bakst (1913, trans. 1972); Raymond Lister, The Muscovite Peacock (1954); Charles Spencer, Bakst (1977); Alexander Schouvaloff, Leon Bakst: The Theatre Art (1991); Skira Edotore (ed.) The Art of Alexandre Benois & Leon Bakst: Theatre of Reason Theatre of Desire (1999).

RICHARD HUMPHREYS

BAKUNIN, Mikhail Alexandrovich

1814–76 
Russian anarchist

Mikhail Bakunin was born on the family estate of Pryamukhino acquired by his grandfather, a state councillor under Catherine the Great. He entered the Imperial Russian artillery academy at the age of fourteen and received his commission in 1833. Two years later he left the army and, at the age of twenty-six, Russia itself. Thus began the extraordinary odyssey that was to end only with Bakunin’s death. Drawn to the most radical of revolutionary ideas yet unable totally to escape the slavophile influences of his youth, he devoted his whole life to the cause of international revolution. Wherever he went, Berlin, Paris, Brussels, London, Italy, he wrote, organized, argued and, indeed, quarrelled for the sake of the revolutionary cause. He took part in the February 1848 Revolution in Paris. The next year found him in Saxony where he was arrested and sentenced to death for his part in the Dresden uprising. The sentence was not carried out. Instead, Bakunin was extradited to Austria where he was wanted for his participation in the Czech revolt of 1848. Again he was sentenced to death, but instead of carrying out the execution the Austrians commuted the sentence to life imprisonment and promptly deported Bakunin to Russia, where he was imprisoned in the Peter and Paul fortress in St Petersburg in accordance with a sentence passed in 1844 when he had disobeyed the tsar’s order to return to Russia. From this period there dates the extraordinary confession, written at the demand of Tsar Nicholas I. It is a document of unique interest not only because of what it tells us of the revolutionary events of 1848 and 1849 but for the insights it affords into the character and motivation of its author. Confession it was, but scarcely the document of contrition which the tsar requested and required, and Bakunin was sent to Tomsk in western Siberia where he lived the relatively unrestricted life of a political exile in imperial Russia. Even in Siberia he became involved with people planning for Siberian independence. In 1861 he escaped via Japan and San Francisco to London and rejoined the mainstream of the revolutionary movement. He joined the First International in 1868 but the mutual detestation between Bakunin and Karl Marx led to his expulsion in 1872. In the meantime his frenetic activity had culminated in his abortive attempt to start the revolution in Lyons when the Commune took power in Paris in 1871. He returned to Italy in 1874 and died two years later in Berne.

With such a life it is hardly surprising that Bakunin’s ideas were never expressed in a single systematic work. But the mass of occasional and semi-occasional pieces which he composed throughout his life exerted a formative influence on the development of the anarchist wing of the revolutionary movement. In Italy and Spain in particular, an anarchism based largely on Bakunin’s principles became a potent political force. Elsewhere Marxist and other varieties of non-anarchist socialism proved more powerful, but even where this was so Bakunin’s criticism of the despotic potential in the project of a socialist state provided a disturbing critique from within the revolutionary ranks. ‘Government by science and men of science,’ he wrote, ‘even if they style themselves positivists, the disciples of Auguste Comte, or even the disciples of the doctrinaire school of German Communism, cannot fail to be impotent, ridiculous, inhuman, cruel, oppressive, exploiting and pernicious.’ Bakunin envisaged a regenerated humanity that would arise after the necessary purgation of revolutionary terror, a humanity whose life would find natural expression in the development of co-operative communities which would have no need of the repressive apparatus of state power. The possibility of this leap into post-revolutionary existence is, on the whole, taken for granted in Bakunin’s writings. What he provided was a theory of political action rather than an investigation of the possibilities of universal anarchy. His negative arguments, against Marx and Mazzini especially, are unmatched by any convincing positive defence of his own position. His anarchism is, in the last analysis, an affair of the heart, based in revulsion against every actual or potential limitation on the expression of human life. That is the strength of his work as well as its weakness. It explains Bakunin’s continuing appeal as much as the frustration of his hopes.

Further reading

Other works include: Bakunin: Selected Writings, ed. Arthur Lehning (1973); The Political Philosophy of Bakunin, ed. G.P. Maximoff (1953). See also E.H. Carr, Michael Bakunin (1937); Richard B. Saltman, The Social and Political Thought of Mikhail Bakunin (1983); Brian Morris, Bakunin: The Philosophy of Freedom (1993).

DAVID J. LEVY

BALAKIREV, Mily Alexeyevich

1837–1910 
Russian composer

Balakirev’s early years were spent in Nizhny-Novgorod and then Kazan, where he studied mathematics at the university. His musical education profited from his contact with the household of A.D. Ulybyshev (1794–1858), the author of books on Mozart and Beethoven. Having gained some practical experience of music, he made some reputation as a pianist and composer. In 1855 he moved to St Petersburg, where he met Glinka, who formed a very favourable impression of his talent; this respect was repaid later when Balakirev was primarily responsible for editing Glinka’s works for publication. Towards the end of the 1850s he played the ‘Emperor’ to the tsar and saw some of his songs in print. Between 1855 and 1862 he made the acquaintance of the most important members of what became known as the Balakirev circle: Cui (1835–1918), a military engineer, Mussorgsky, a soldier and later a civil servant, Rimsky-Korsakov, who served in the navy, and Borodin, a medical chemist. Balakirev’s enthusiasm for the greater experience of music drew these amateurs to him ‘as if by magnetism’, and he inspired them with his own ideals and not infrequently compelled them to comply with his prescriptions in their own compositions.

Russian composition in the 1860s is generally considered to have been polarized round, on the one hand, the conservatoires and their directors, the Rubinshteyn brothers, and, on the other, the Balakirev circle. Whereas the former aspired to give professional musicians a conventional training to internationally accepted standards, the latter were passionately committed to writing Russian music, drawing on the native folk and church music; in the former group conservative, rather old-fashioned views predominated, while the others were interested in the newer music of Berlioz and Liszt; whereas the first group was mainly foreign in origin and cosmopolitan in outlook, the second was aggressively nationalist; the first stressed rules and traditions, the second inventiveness and originality. This view is really too static, and does not allow for interaction between the two groups; the polarization does not take account of the position of Tchaikovsky and Serov, who had some sympathies with each side. Nevertheless, this picture is of some help in explaining the intense rivalries of the 1860s.

V.V. Stasov, who first met Balakirev in 1856, was an important influence on his nationalist outlook, and became the most active propagandist for the circle. It was Stasov who in 1867 referred to the existence of a significant school of Russian composers, using the words ‘a mighty handful’ (moguchaya kuchka). Though not in fact originally applied to the composers who in the West became known as ‘the Five’ (i.e. Balakirev, Borodin, Cui, Mussorgsky and Rimsky-Korsakov), it is now generally taken to refer to them. Stimulated by Stasov’s great interest in all aspects of Russian history and art, Balakirev’s group were firmly committed to the use of Russian subjects for operas and programme music, to the incorporation in art music of the rich resources of native music, and to the working-out of suitable structures for such music. While both Stasov and Balakirev suggested subjects, devised scenarios and wrote programmes for compositions by the others, it was Balakirev’s tastes in the technical field which gave the group’s music a degree of homogeneity. He had strong opinions on where in a symphony folk song could be used and how it should be used; his penchants for certain harmonic devices, key schemes and even particular keys are reflected in the works of the others. As was inevitable, there came a time when the other composers were no longer prepared to tolerate Balakirev’s fussy, often rude interference in their work, but he exerted a most powerful influence on their first works, and his ideas coloured their entire oeuvre.

Balakirev’s role was accomplished more through these contacts than through institutions; he did, however, hold a number of important appointments. He was a prime mover in the establishment in 1862 of the Free (i.e. ‘without charge’) School of Music, whose assistant director he was until 1868. This rival to the conservatoire in St Petersburg gave more attention to vocal music and church music, encouraged students from a wider social range, and came to be known for the more adventurous programmes of its (mainly) orchestral concerts. From 1868 to 1874, and from 1881 until his death Balakirev was director of the school. From 1867 to 1869 he was Anton Rubinstein’s successor as conductor of the orchestral concerts of the Russian Musical Society. From 1883 until 1894 he was musical director of the Imperial Court Chapel. He underwent several crises, however, and was not a consistently prominent figure in the musical world. Cui opined that his career could have been more glittering had Balakirev been of less independent character and more ready to cultivate important people.

His ideas were tried out in a series of works, many of which he completed or revised up to 1905. Thus, others’ works embodying Balakirev’s principles appeared before his own. The First Symphonies of Rimsky-Korsakov and Borodin, and the Second Symphony of Tchaikovsky were all completed and performed before his own First Symphony (1864–6 and 1893–7, performed 1898). Some of his shorter orchestral works are based on a number of national folk songs. His greatest symphonic poem, Tamara (1867–82), is centred on a poem by Lermontov. It is a magnificently evocative piece, describing how Tamara seduces passing men before tossing them into the roaring current of the River Terek. Its depiction of the wild dark forces of nature is typically Romantic, and its water-imagery and voluptuous oriental music reveal a strong affinity with Schéhérazade (1888).

Piano music is the other major area of Balakirev’s output, Islamey (1869, revised 1902) and the Sonata in B flat minor stand out from a considerable number of mazurkas, nocturnes, scherzos, waltzes, etc. Islamey, an ‘oriental fantasy’, exploits folk material from the Caucasus, and is typical of the musical audacity, relentless rhythms and brilliant colours of Russian ‘oriental’ music; it is a virtuoso work of the first order, and Balakirev’s best-known composition. The four-movement Sonata uses material from 1855 to 1857, but assumed its definitive form between 1900 and 1905; there is no real stylistic disparity despite the long span of work. It is the only major work in this genre from this generation.

Balakirev is given much more credit for his role as mentor than as a composer. He is known only for a handful of works, when there are others which deserve greater familiarity. Quite apart from their intrinsic interest, we could then see just how much the compositions of Borodin and Rimsky-Korsakov especially are indebted to his.

Further reading

Other works: incidental music to Shakespeare’s tragedy King Lear (1858–61 and 1902–5); Overture on the Themes of Three Russian Songs (first version 1858, second version 1881); Second Overture on Russian Themes (also known as Musical Picture 1000 Years, 1863–4, second version, as symphonic poem Rus’ 1884); Overture on Czech Themes (first version 1867, second version as In Bohemia, 1905); Piano Concerto in E flat major (1861–2, 1906–9, completed by S.M. Lyapunov); two collections of Russian folk songs, published 1866 and 1898. See: E. Garden, Balakirev: A Critical Study of His Life and Music (1967); G. Abraham, Studies in Russian Music (1933), On Russian Music (1939); V. Stasov, Selected Essays on Music (trans. 1968); E. Garden, ‘Balakirev: The Years of Crisis (1867–76)’, in M.H. Brown (ed.) Russian and Soviet Music: Essays for Boris Schwarz (1984). See also: R.C. Ridenour, Nationalism, Modernism and Personal Rivalry in Nineteenth-Century Russian Music (1981).

STUART CAMPBELL

BALDWIN, James Arthur

1924–87 
US writer

One of America’s foremost black writers, James Baldwin attempted in nearly all his work to portray frankly the dehumanizing effects of racism upon both blacks and whites. Much of his writing is set in the Harlem of his youth. His first and most respected novel, Go Tell It on the Mountain (1953), told of the religious conversion of a fourteen-year-old boy, and drew, as did his play The Amen Corner (1953), upon the author’s own adolescent experience as a store-front preacher. Many of his essays also evoke, autobiographically, the pressures of the Harlem ghetto, pressures which Baldwin attempted to escape in 1948 when, like his mentor Richard Wright, he chose to live in France.

In other novels Baldwin explored the problem of achieving honest sexual and personal relationships in an immoral and guilt-ridden world. Giovanni’s Room (1956) described an affair in Paris between two homosexuals and the tragedy that occurred when one had to choose between homosexual and heterosexual love. Another Country (1962) examined chaotic sexual entanglements among a group of blacks and whites in New York’s Greenwich Village. Attacked by some as obscene and nihilistic, it was praised by many as a candid and accurate indictment of American values. Tell Me How Long the Train’s Been Gone (1968) and If Beale Street Could Talk (1974) treated more directly the racial dilemma of black Americans and the personal tragedies that so often accompany it.

Baldwin the essayist was an outspoken social critic. His viewpoint was usually intensely personal, recounting his own experiences of racism in America and Europe and his quest for identity in a society hostile to dark-skinned peoples (Notes of a Native Son, 1956; Nobody Knows My Name, 1961; and No Name in the Street, 1972). A friend of both Martin Luther King Jr and Malcolm X, Baldwin supported the civil rights movement and became an active member of the Congress of Racial Equality. Although in no sense a civil rights leader, Baldwin claimed to speak for and embody the feelings of all black Americans. The Fire Next Time (1963) predicted widespread violence unless whites ended racial injustice, and it brought Baldwin to the apogee of his fame. Many whites heeded his voice as an authentic expression of black grievances and aspirations. Like King, Baldwin designed his message to awaken their consciences, although he was far more insistent than King on depicting black anger and white guilt. Baldwin’s didactic, accusatory style, however, proved less successful on the stage: his play Blues for Mister Charlie (1964) was criticized for being too polemical.

King’s assassination and the inconclusive outcome of the civil rights movement produced a profound sense of despair in Baldwin, a mood which accentuated his preference for emotionalism to logic and his fondness for hyperbolic condemnations of whites and the Western world. These faults marred his discussion with Margaret Mead in A Rap on Race (1971). But, although often bitter and emotive, Baldwin’s strictures were rarely unjust. When most whites were trying to ignore the problem of racism, Baldwin insisted on confronting it. His voice may have been moralistic, but his words were eloquent and uncompromisingly honest; and as an essayist he had few peers in America.

Further reading

Other works include: Going to Meet the Man (1965), short stories; One Day, When I was Lost (1973), a screenplay; The Devil Finds Work (1976), film criticism; Little Man, Little Man (1977), a children’s story; and Just Above My Head (1979), a novel. See: Fern M. Eckman, The Furious Passage of James Baldwin (1967); Edward Margolies, Native Son (1968); and Stanley Macebuh, James Baldwin: A Critical Study (1973); David A. McBride, James Baldwin Now (1989); Quincy Troupe, James Baldwin: The Legacy (1990); James Cambell, Talking at the Gates: James Baldwin (1991) and Paris Interzone: Richard Wright, Lolita, Boris Vian and others on the Left Bank, 1946–60 (1994).

ADAM FAIRCLOUGH

BALLARD, James Graham

1930– 
English novelist

J.G. Ballard was born in Shanghai into a wealthy expatriate family. He was interned in a prisoner-of-war camp during the Second World War by the Japanese, and travelled to England for the first time in 1946. These early experiences of extremity and displacement, the basis of his fictionalized autobiography Empire of the Sun (1984), no doubt contributed to Ballard’s total detachment from conceptions of cultural respectability and the tradition of the English novel. Precisely because of his subversion of the indigenous novel, many critics now regard Ballard as one of the most important post-war writers. This recognition has been slow, largely because he was identified as a writer of science fiction for the first half of his career. One of his major achievements has been to help transform perceptions of this despised pulp genre, which he did by fusing the low cultural energies of science fiction with the avant-garde in the 1960s, using it to produce an extraordinary vision of alienated, science-fictionalized existence in the advanced capitalist West.

He began publishing short stories in English and American science fiction magazines in 1956. The monthly pulp magazines were often stuffed with poorly executed and utterly conventionalized writing; from the start, Ballard wrote in a highly stylized way about vividly realized landscapes. Early stories were collected as Vermilion Sands (1971), in which a desert resort is the backdrop for the psychological games of profoundly traumatized people. Vermilion Sands showed Ballard’s interest in exteriorizing psychic states in extreme physical settings. The clearest and most sustained influence on his work in this regard has been Surrealist painting, particularly the work of Paul Delvaux and Salvador Dali. The stories also introduced Ballard’s interest in repetition and modulation: he tells the same story over and over, obsessively teasing out different resonances from the same scenario. His work comes in clusters as he pursues a particular idea until all of its potential is exhausted. This was evident in his first four novels, known as the ‘Disaster Quartet’ (1962–6). Each explores a global disaster and the perverse reactions of the dwindling survivors. Unlike the heroic tradition where a band of scientists or engineers reverse the disaster and save humankind, Ballard’s enervated figures seek ways of actively embracing the post-disaster world, often finally choosing physical death. The Drowned World (1962), in which London is submerged by floods, openly carried debts to Surrealism and the holistic psychology of Carl Jung. It secured the attention of mainstream literary commentators while the passivity appalled many in the American science fiction world.

Ballard’s main association in England was with the science fiction journal New Worlds. In 1962, the editorship of New Worlds passed to Michael Moorcock. With Ballard and others, Moorcock planned to revolutionize the journal in the hope of making science fiction an aesthetic and political avant-garde. Moorcock proved to be in complete synchronicity with the times: between 1962 and 1970, New Worlds became a leading London avant-garde journal and the home of so-called New Wave science fiction. Ballard wrote a manifesto in 1962, ‘Which Way to Inner Space?’, in which he demanded a science fiction that abandoned outer space for the kinds of psychological climates and emotional territories his own work had been exploring. Ballard then embarked on a series of extreme experiments in ‘condensed novels’ that attempted to find a new form to address violent times. Eventually published as The Atrocity Exhibition in 1970, these difficult and confrontational works explore the assassination of John F. Kennedy and the psychic impacts of televised wars like Vietnam and Biafra, and detail the cultural obsession with celebrity and violent death. They are his most important but also most uncomfortable works.

After 1970, Ballard wrote fewer short stories and has concentrated on the novel. He wrote a trilogy of books about the transformation of the London landscape (Crash, 1973, Concrete Island, 1974, and High-Rise, 1975), which explored the sexual psycho-pathology of new technologies and their environments. This has become Ballard’s abiding theme. Indeed, for anyone who reads these works, the epithet ‘Ballardian’ becomes an unavoidable term to describe those strange modern spaces that we increasingly inhabit: shopping malls, airport terminals, highway interchanges. Later work has included two volumes of fictionalized autobiography and a further trilogy on the boredom and psychosis induced by the globalized world of transnational business parks and gated communities.

Further reading

Other works include: The Wind from Nowhere (1962); The Burning World (1964); The Terminal Beach (stories, 1964); The Drought (1965); The Crystal World (1966); The Atrocity Exhibition (1970); The Unlimited Dream Company (1979); Running Wild (1988); The Kindness of Women (1991); The Complete Short Stories (2001); and the trilogy Cocaine Nights (1996), Super-Cannes (1999) and Millennium People (2003). See also: Peter Brigg, J.G. Ballard (1985); and Roger Luckhurst, The Angle between Two Walls: The Fiction of J.G. Ballard (1997).

ROGER LUCKHURST

BALTHUS, (Count) Balthazar Klossowski de Rola

1908–2001 
Polish/French painter

Le Comte Balthazar Klossowski de Rola, as he styled himself, claimed Lord Byron as an ancestor, and although part of his celebrity rested upon a romantic and historical appreciation of his position as a figurative painter in an age when most artists had moved in other directions, his work attracted an audience also for the power of its technique and imagery.

Since both parents were painters, Balthus did not have to go far for instruction and inspiration: their friends included Bonnard, Derain, Marquet, Roussel and Denis among others. R.M. Rilke, however, was probably the greatest influence on the young Balthus, and in 1921 published a series of drawings by him with a preface by himself. Balthus left Geneva and Berlin to live in Paris in 1924. Here he trained himself by copying Poussin, made the acquaintance of Gide and Cocteau, and, like them, used the theme of childhood in his work from the very beginning.

His earliest Impressionist works gave way to the powerful style based on Masaccio and Piero della Francesca which can be seen in La Rue of 1934. It was this work which gave Balthus an overnight celebrity among the Surrealists, who appreciated the mysterious and noble figures in an everyday street. Like the Surrealists, Balthus was in revolt against the abstract academicism of late Cubism; he shared their interest in the poetry of the subject, especially the themes of mystery, violence and sexuality. At the same time he rejected (and here we should take account of his Swiss upbringing) the hedonism of Impressionism, replacing it with a moral vision of humanity which has elements in common with both Rilke’s and Artaud’s.

Balthus lays great emphasis on the craft of painting, and has taken as his models the fresco painters of the Quattrocento, the art of China and Japan, and, nearer to home, Courbet. From them he derives his mathematically clear compositions, and his delight in the ‘matière’ of paint and in the play of light. Two of Balthus’s largest and most compelling works date from 1952–4: Le Passage du commerce Saint-André is another street scene which might be an allegory of the ‘three ages of man’; La Chambre shows a dwarfish woman drawing a curtain, while a naked girl on a divan lies ecstatic in the flood of light. At this time, Balthus left Paris to work on landscapes in the country for six years, until his appointment by André Malraux to the directorship of the Académie Française, in the Villa Medici in Rome. La Chambre turque (collection of the Centre National d’Art Contemporain in Paris) shows a room in the Villa. In this work, he combines a Japanese model with an oriental use of perspective.

Part of Balthus’s reputation lay in his ability in technique and composition, part in the subject-matter which latterly became increasingly inscrutable beneath the flatness of the composition and the encrusted paint surface. His subject was always the same: while some see it as relating to Nabokov’s Lolita, others recognize in his obsession with childhood Rilke’s spiritual urgency. The best guides of all are the writings of Georges Bataille and the artist’s brother, Pierre Klossowski.

Further reading

Two exhibition catalogues have been published in English, one by the Museum of Modern Art, New York (1956), the other by the Tate Gallery, London (1968). See Jean Leymarie, Balthus (1979); Nicholas Fox Weber, Balthus: A Biography (1999).

LEWIS BIGGS

BANHAM, Peter Reyner

1922–88 
English architectural historian

Born in Norwich, Reyner Banham trained as an engineer with the Bristol Aeroplane Company before enrolling at the Courtauld Institute in 1949 to study art history. There he completed a PhD under the supervision of Sir Nikolaus Pevsner, later published as Theory and Design in the First Machine Age (1960). Between 1964 and 1976 he taught at the Bartlett School of Architecture, University of London, then moved to the USA, where he successively held chairs at the State University of New York (Buffalo), the University of California (Santa Cruz) and the Institute of Fine Arts, New York University. Concurrent with his academic posts Banham regularly contributed to a wide range of magazines, periodicals and newspapers, consolidating his reputation as perhaps the most readable, entertaining and provocative architectural historian and theorist of his times. In his own words, his writing style is ‘fact condensed into vivid imagery’.

Banham’s work is defined by his absorption, from an early age, in popular culture and the post-war American mass media boom. Influenced by such key texts as Moholy Nagy’s The New Vision (1928), Siegfried Gideon’s Mechanization Takes Command and Space Time and Architecture (1941), and Pevsner’s Outline of European Architecture and Cubism & Abstract Art (1936), and reading comic books and Mechanix Illustrated, his interests were as diverse as automobile styling and surfboard design. The central preoccupation of Theory and Design was to rewrite the history of the Modern Movement, because in Banham’s opinion ‘it was less than lifesize’. He probed into details that had previously been presented as contradictions between fact and propaganda. His thesis provided an intellectual framework for living in contemporary society by identifying the characteristics of the First Machine Age: ‘the age of power from the mains and the reduction of machines to human scale’. This equipped him to describe what he encountered in the Second Machine Age: ‘the age of domestic electronics and synthetic chemistry’.

Banham’s belief in industrial and technological development as driving architectural evolution forward unfolds in his writing on architectural history and incisive commentaries on American and European culture. His enthusiasm for, and studies in, popular culture, mass media, mass production, technology and aspects of avant-garde culture (especially Futurism), combined with the analytical techniques of art history, led him away from the traditional constructs of architectural history based in high culture in which he had been trained. Instead he was drawn into the informal gatherings of like-minded individuals who met at the Institute of Contemporary Arts (ICA) in London from 1952 to 1955. Others included James Stirling, Alison and Peter Smithson, Richard Hamilton, John McHale, Eduardo Paolozzi, Lawrence Alloway, Robert Maxwell, Alan Colquhoun, Colin St John Wilson, Nigel Henderson and Sam Stevens, and they soon became known, more formally, as the IG (International Group). Banham described the meetings as ‘an invisible college – and a big part of my education’. The IG represented vehement opposition to revivalism or architectural historicism. It was unsympathetic to conservation and had an overwhelming commitment to modernism and progress.

The public activities of the IG were manifest in two exhibitions: Parallel of Life and Art (ICA 1953) and This is Tomorrow (The Whitechapel Gallery 1956). These provided Banham with a platform for his own alternative starting-point for architectural historicism in describing non high art sources, while affirming his belief that each age has its own numerous legitimate and authentic forms of expression.

Banham’s interest in radical alternatives to orthodoxies led him to seek both a contemporary architecture that would meet the needs of the new, democratic ‘admass’ society, and a method with which to approach pop culture. He learnt to come to terms with the aesthetics of expendability and to promote an analysis of object symbolism in terms of consumer expectations and aspirations. A visit to Los Angeles in 1965 concentrated his appreciation of the quality of design that went into such objects as a Chevrolet motorcar at one end of the scale, and at the other presented him with a model of a radical city. In his unconventional historical monograph Los Angeles: The Architecture of Four Ecologies (1971) he propounds a more inclusive view of architecture by according equal status to (for instance) hamburger bars, freeways and public buildings. For Banham, driving on the freeways of Los Angeles bore a direct relation to Futurism as a contemporary manifestation of the ‘mechanistic sensibility’.

Banham was an active contributor to the Aspen Conferences that from as early as 1962 provided a forum for environmental concerns. During the same period he championed the work of radical British architects, notably Cedric Price, with whom he worked on Non-Plan: An Experiment in Freedom (1969). Similarly he raised the profile of Archigram through a series of articles in Design Quarterly, placing the group in a historical context of a ‘clip-on’ and ‘plug-in’ approach to architecture, and praising it for offering ‘an image-starved world a new vision of the city of the future’.

Both before and after he settled in America, Banham strove to incorporate an analysis of the appeal of image and imageability when allied to conviction, creativity and self-criticism into the academic study of architecture. His own vision of the world was typically Utopian, always humanistic, and committed to equal opportunities, to the liberalization of the arts and to imagination. Described as a ‘historian of the immediate future’, he wrote that his ‘consuming interest’ lay ‘in what happens along the shifting frontier between technology and art’. He claimed not to ‘have a deeper grounding in science/technology/engineering’ than many of his contemporary commentators, but he did claim that he had been ‘more assiduous than most of them in carrying their discipline down from Olympus into the market-place’.

Further reading

Other works include: Age of the Masters: A Personal View of Modern Architecture (1962, revised 1975); The Architecture of the Well-tempered Environment (1969); Megastructure: Urban Futures of the Recent Past (1976); Design By Choice, ed. Penny Sparke (1981); A Concrete Atlantis: US Industrial Building and European Modern Architecture (1986); Contemporary Architecture of Japan, 1958–84 (with Hiroyuki Suzuki and Katsuhiro Kobayashi, 1985); Visions of Ron Herron (1994); A Critic Writes – Essays by Reyner Banham, selected by Mary Banham, Paul Barker, Sutherland Lyall and Cedric Price (1996). See also: The Aspen Papers: Twenty Years of Design Theory from the International Design Conference in Apsen (1974). See: Nigel Whiteley, Reyner Banham: Historian of the Immediate Future (2002).

SAMANTHA HARDINGHAM

BARBER, Samuel

1910–81 
American composer

Barber was one of the most successful American classical composers of the twentieth century. His romantic music, confidently conservative in idiom, has survived changes of fashion and now seems as enduring as that of Copland or Gershwin, although it lacks their obviously American profile.

Samuel Barber was born in 1910 in comfortable circumstances at West Chester, Pennsylvania, where his father was a respected doctor. His mother played the piano and his aunt was the international opera singer Louise Homer, whose husband Sydney was a composer known especially for his songs. Barber started composing at the age of seven and two years later wrote in a letter to his mother: ‘I was not meant to become an athlete. I was meant to be a composer, and will I’m sure.’ The Curtis Institute had recently been founded in Philadelphia and he enrolled in 1924 to study singing, piano, conducting and composition. It was here four years later that he met Gian Carlo Menotti, fresh from Italy and able to speak very little English. Their professional and personal partnership lasted almost a lifetime. In a late interview Barber said: ‘There’s no reason music should be difficult for an audience to understand, is there?’ He and Menotti shared an ability to communicate directly, a quality which came under suspicion with the professional musical establishment of the 1960s.

After graduating, Barber spent some time in Europe, especially Italy, but he also studied in Vienna and began a brief career as a singer. Rosario Scalero, an admirer of Brahms, had given him a strong traditional grounding at Curtis and his polished student scores gained him awards for further study. After he attracted the attention of conductors as prominent as Rodzinski and Toscanini he never looked back – the latter gave the premiere of what became Barber’s best-known work, the Adagio for Strings, in 1938. In a remarkable way this elegiac score, arranged from an earlier string quartet, has summed up the emotions of the American people on momentous occasions such as national funerals.

Barber’s literary connections included a setting of the Matthew Arnold poem ‘Dover Beach’ for baritone and string quartet (1931), which he sang and recorded himself; an overture The School for Scandal (1931); and Music for a Scene from Shelley (1933). He provided a score for Martha Graham’s ballet Medea (1946) and wrote two concertos before turning to opera. The first of his two grand operas, Vanessa (1958), was to a libretto by Menotti, based on a story by Isak Dinesen. Eleanor Steber, for whom Barber had written Knoxville: Summer of 1915 (1947), took the title role at the Met in New York. Menotti directed, sets and costumes were by Cecil Beaton, and the opera was a success. The gloomy foreboding of the story, with echoes of Ibsen, suited Barber’s melancholic nostalgia and he found his own approach to traditional arias, duets and ensembles.

Before Barber returned to opera he had composed another concerto. The Piano Concerto (1962), written for John Browning, may not be as popular as the vernal Violin Concerto (1939) but it is just as characteristic, with a total command of its resources, including a magical slow movement.

His second grand opera, Anthony and Cleopatra, was commissioned for the opening of the new opera house at New York’s Lincoln Center in 1966 and seems to have been torpedoed by the occasion itself, the difficulties of setting word-for-word Shakespeare and Zefirelli’s over-elaborate production. This failure, compared with Vanessa, had a disastrous effect on Barber even though future revivals have questioned this verdict, and he subsequently composed less. Another blow came in 1973 with the sale of the house he had shared with Menotti for thirty years.

Barber wrote songs throughout his career. With great sensitivity he set a variety of poets from different centuries, often mixing poets in cycles. The texts represent personal responses and show an understanding of the medium from the inside – his own singing and the family connections with his aunt and uncle. His songs may lack the magisterial quality of Copland’s Twelve Poems of Emily Dickinson or the cycles of Britten but they have attracted some of the finest international singers as well as amateurs.

Barber’s legacy demonstrates that great imaginations are conservative. He took the mainstream idiom of the early twentieth-century inheritance, positioning himself somewhere between Brahms and Stravinsky but never varying in his determination to be true to himself. Audiences have been grateful that they would not be challenged beyond their capacity and there is every reason to expect that Barber will retain his position in the pantheon of American composers.

Further reading

See: Barbara Heyman, Samuel Barber: The Composer and His Music (1992); D.A. Hennessee, Samuel Barber: A Bio-Bibliography (1985)

PETER DICKINSON

BARNUM, Phineas Taylor

1810–91 
US showman, publicist and author

To call P.T. Barnum the first great ‘showman’ is to neglect an essential part of his greatness, for Barnum was among the first to understand the nature of advertising his product not only by posters but by manipulating the existing media and word of mouth. In many ways he was the Founding Father of Madison Avenue. The small village of Bethel, Connecticut, where he was born, would hardly seem a fertile place for such talents. And yet biographers and critics have stressed the atmosphere of practical jokes and exaggerated rhetoric in which Barnum grew up. Although Barnum attended grammar school for at least six years, his first major ‘lesson’ for his future came from his grandfather Phineas Taylor, who gave him a property called Ivy Island when the child was four, telling him that this fabulous property would make him wealthy when he came of age. At ten he visited this ‘property’ and discovered it to be ‘an almost inaccessible, worthless bit of barren land, and while I stood deploring my sudden downfall, a huge black snake (one of my tenants) approached me with upraised head.’ Memories of this hoax combined with experiences working in a country store where he learned ‘that sharp trades, tricks, dishonesty, and deception are by no means confined to the city’ were the most important schooling Barnum had in his formative years.

Barnum’s first adult venture was a newspaper, the Herald of Freedom, first published on 19 October 1831, whose critics labelled it ‘Masonic and anti-priestcraft’. More formidable opponents brought three suits of libel against him, the third landing him in jail for accusing a local deacon of ‘usury’. The anti-clerical stance of this tabloid would continue to be one of the major forces directing Barnum throughout his life in the rather grimly puritan days of the first half of the nineteenth century. More than any other individual, Barnum made public entertainments popular and respectable in an age that frowned on the masses enjoying anything other than religion. In his own defence Barnum once said, ‘This is a trading world and men, women and children need something to satisfy their gayer, lighter moods and hours, and he who ministers to this want is in a business established by the Author of our nature.’

In 1835 Barnum began his show business career in New York City with the exhibition of an old Negro woman whom he claimed to be George Washington’s 161-year-old former nurse, thus shrewdly cloaking his entertainment in the acceptable colours of science and patriotism, somewhat tarnished by later revelations that she was a fake.

Barnum continued to tour and exhibit until 1841 when he bought the American Museum in Manhattan and turned this curious old warehouse with its waxworks, freaks, animals and a lecturing ‘professor’ into one of the most famous entertainment places in the country. He doubled the museum space and added transient attractions such as educated dogs, ‘industrious fleas, automatons, ventriloquists, living statuary … the first English Punch & Judy in this country, Italian Fantoccini, mechanical figures … dissolving views, American Indians who enacted their warlike and religious ceremonies on the stage’. In doing all this Barnum began to change the very nature of entertainment in America and in the process accumulated his first fortune, grossing over $300,000 in the first three years.

This fortune and reputation were greatly enhanced by the tours Barnum made in the early 1840s with Charles S. Stratton, the 25-inch midget known professionally as General Tom Thumb. The General did monologues and historical and mythic roles, playing everything from Cupid to Napoleon. With Tom Thumb as his vehicle Barnum fulfilled a longtime ambition to tour England and Europe, exhibiting the advertising shrewdness that made him both rich and notorious. He let Tom perform for three nights in London and then stalled until he received the coveted invitation to Buckingham Palace for an audience with Queen Victoria, which was quickly followed by a second to see the three-year-old Prince of Wales. Barnum exploited all this quickly and broadly and soon the midget was known in the press as the ‘Pet of the Palace’. Barnum snowballed this first royal audience into others on the continent and returned to the United States with an even more valuable human property, one that is estimated at selling about twenty million of the eighty-two million admission tickets sold by Barnum in his career.

Despite his success with the museum, General Tom Thumb, the famous ‘Siamese twins’, Chang and Eng, and other attractions, Barnum still sought to ‘place himself before the world in a new light’ by elevating public taste. And so, without ever having heard her sing, he booked Jenny Lind, ‘The Swedish Nightingale’, for an American tour of 150 concerts which would earn the then astounding figure of over $700,000. No foreign artist had been so fully accepted, praised and paid for by the American public, thus climaxing the exhibition phase of Barnum’s career.

After two publicized ‘retirements’ in 1855 and 1868, Barnum returned to show business in 1871 to demonstrate once more his place as the premier promoter of the century. He became partners with William Cameron Coup and Dan Castello to build a travelling circus with such innovations as travel by rail, Ben Lusbie who could sell 6,000 tickets in one hour, a half-ton seal, and the permanent base of P.T. Barnum’s Great Roman Hippodrome in New York City. Eventually, Barnum bought out his partners and travelled as ‘Barnum’s own Greatest Show on Earth’, slowly increasing the size until the overheads were $3,000 a day. In 1881 he merged with Allied Shows Circus owned by James E. Cooper, James L. Hutchinson and James Anthony Bailey. Thus was the three-ring circus born on 18 March 1881, establishing new definitions of extravagance for an age-old form. In 1882 the new partners bought ‘Jumbo’, a 12-foot tall, six and a half ton elephant, from the London Zoological Gardens. Jumbo quickly became one of Barnum’s biggest successes and was often presented in tandem with General Tom Thumb. Barnum is often credited with ‘inventing’ the circus, an institution that has existed for perhaps thousands of years. What he really did – with the help of shrewd partners like Coup and Bailey – was truly American: through money, size and advertising he simply created ‘the greatest show on earth’.

During his various retirements Barnum wrote two books which reveal both his character and his interests. His frequently revised autobiography first came out in 1855, and in 1865 he published Humbugs of the World. The latter attacks spiritualists, quacks, swindlers, ghosts and certain religious cultists, while the former outlines ‘Forty Busy Years’ of providing ‘Healthful entertainment to the American people’.

P.T. Barnum was that typical nineteenth-century American success, the sincere charlatan: a man who believed that all his tricks, deceptions, braggadocio and sheer size were in the best interests of the public. He brought entertainment on a vast public scale to a nation that in his youth had shunned it. He made public spectacle and pleasure not only acceptable, but necessary and profitable.

Further reading

See: How I Made Millions: Or the Secret of Success (1884, the last rewrite of his autobiography); Why I Am a Universalist (1895); Phineas T. Barnum and James W. Cook (eds) The Colossal P.T. Barnum Reader: Nothing Else Like It in the Universe (2006); M.R. Werner, Barnum (1927); Constance Rourke, Trumpets of Jubilee (1927); Irving Wallace, The Fabulous Showman (1959); Neil Harris, Humbug: The Art of P.T. Barnum (1973); Joel Benton, Life of Honorable Phineas T. Barnum (1891); Alice Curtis Desmond, Barnum Presents: General Tom Thumb (1954); A.H. Saxon, P.T. Barnum: The Legend and the Man (1989); Philip B. Kunhardt Jr, Philip B. Kunhardt III and Peter W. Kunhardt, P.T Barnum: America’s Greatest Showman (1995).

CHARLES GREGORY

BARRÉS, Auguste-Maurice

1862–1923 
French novelist, essayist and politician

Born in Charmes-sur-Moselle in Lorraine and educated at the lycée in Nancy, Barrès effectively combined the roles of writer and public figure until his death in 1923. In the early 1880s he embarked on a literary career in Paris, rejecting with equal vehemence the Naturalism of Émile Zola and the Parnassianism of Leconte de Lisle. At this time his intellectual masters were Taine and Renan, whom he pillaged very selectively, and Schopenhauer who taught him the limits of intellectual analysis.

By the late 1880s his literary and political vocation was on a firm footing. Inspired by the Panama scandal and by the cause of General Boulanger, he entered politics as parliamentary member for Nancy and was later to represent a variety of constituencies, serving the Les Halles district of Paris between 1906 and 1923.

It was his literary development that had led him to political commitment. An early Symbolist, he produced The Cult of the Self (Le Culte du moi, 1888–91), a three-novel cycle in which, following Stendhal, Byron and Napoleon I, he glorified energy and developed his theory of individualism. In showing the individual personality as the only tangible reality and the need for a free person to cultivate his own instincts, Barrès indicates how the alienated self, after a prolonged period of withdrawal, needs to develop conscious links with society outside.

His views concerning the spiritual and moral decline of Third Republic France were vigorously expressed in the novel cycle beginning with The Uprooted Generation (Les Déracinés, 1897), and known under the generic title The Novel of National Energy (Le Roman de l’énergie nationale). Abandoning subjective realism he moved much closer to the scientific realism of Bourget and the documentary style of Hugo and Zola. The stress in these novels is always on the rottenness of cosmopolitan political and financial society and the imperative for the young of France to remain rooted in traditional, provincial values, symbolized in ‘land and dead ancestors’ (‘la terre et les morts’).

It was during the writing of these novels that Barrès played his most crucial political role as the leading advocate of French nationalism during the years of the Dreyfus Affair. As an active journalist and pamphleteer, his patriotism and his traditionalism were fused in a definition of national solidarity which defended church, army and provincial identity against the enemies of the French nation – Liberals, German influence and Jews. Eschewing the virulent anti-Semitism of Drumont and other reactionary figures he nevertheless waged unremitting war on the foreigner within who consciously or unconsciously destroyed the traditional values of France.

Never a member of the Action Française, Barrès concentrated in the years before the outbreak of war on alerting French opinion to the German problem in a series of sentimental provincial novels describing the tribulations of a young Alsatian faced with the choice of serving in the German army or escaping to unoccupied France, or the heroism of a young girl from Metz who responds to her national duty by refusing to marry an attractive German schoolteacher. During the war he attempted to rally Frenchmen of all creeds to the national cause and in the latter part of his life toyed with the notion of permanent Franco-German concord.

Complex in both artistic and intellectual terms Barrès was in effect a serious-minded dilettante. His literary credo was a curious mixture of Symbolism, Realism, Romanticism and Classicism. Beside the didacticism of his political writings must be set the idiosyncratic poetic meditations on religious and artistic themes and his expressive exploitation of landscape and exotic imagery.

His intellectual roots were equally heterogeneous. Weaned on Schopenhauerian idealism which he combined with aspects of the historical relativism of Taine and Renan, he looked also to contemporary associationist psychology for arguments against what he saw as the prevailing influence of Kant and his universalist ethics. Thus, acutely aware of what he saw as the political and moral decline of France since 1870, he diagnosed the ‘dissociation’ and ‘decerebration’ of his country and advanced the need to reassemble and reintegrate the scattered elements of national consciousness by renewed personal contact with ancestral and environmental factors. At the same time, his very stress on emotional and instinctual perceptions preserved him from the strait-jacket of mindless ideology, just as in his traditionalism he stopped short of the doctrinaire ‘integral nationalism’ of Maurras and the Action Française.

Indeed, his enthusiasm for a saviour-figure like Boulanger in the 1880s and his campaigns as a National Socialist in the 1890s stem from his belief in a plebiscitary dictatorship in the republican tradition. And among contemporary politicians he admired not only the populist poet Déroulède, the Provençal separatist Mistral, and the doyen of the new right Maurras, but also the Socialist leader Jean Jaurès, whose prewar pacifism he nevertheless denounced as pan-Germanism.

Likewise, despite his life-long defence of the Catholic Church, he maintained his spiritual independence to the last. He possessed a deep religious sense and was convinced of the spiritual and social mission of the Catholic Church in France: for all that, however, he distinguished himself from the militancy of a Claudel or a Bourget in his admiration for one of their bêtes noires, Ernest Renan.

Barrès was master and guide of his generation but his influence on the twentieth century was scattered and not restricted to Mauriac and other Catholic writers. It can be detected also in the writings of Gide and Camus and, more surprisingly perhaps, in the patriotic poetry of Aragon during the Second World War. In addition, his ideas have been taken up by advocates of right-wing regionalism in France, as well as by the Welsh nationalist writer, Saunders Lewis. Finally, many aspects of his political thinking find an echo in the constitution of the French Fifth Republic framed by Debré for de Gaulle in 1958.

Further reading

Other works include: fourteen volumes of personal writings (Mes cahiers) were published by the Librairie Plon in Paris (14 vols, 1929–57). See: Z. Sternhell, Maurice Barrès et le nationalisme français (1972); P. Ouston, The Imagination of Maurice Barrès (1974); C.S. Doty, From Cultural Rebellion to Counter-revolution: The Politics of Maurice Barrès (1976); Sarah Vajda, Maurice Barrès (2000). See also: Trevor Field, Maurice Barres: A Selective Critical Bibliography, 1948–1979 (1982).

CHRISTOPHER BETTINSON

BARTH, John

1930– 
US novelist

Postmodern might almost have been a designation expressly invented for John Barth. Along with similarly inclined contemporary US literary authorship like that of Thomas Pynchon, William Gaddis, Donald Barthelme, Ron Sukenick, Robert Coover, Kurt Vonnegut and Raymond Federman, or at a more distant reach Vladimir Nabokov, Jorge Luis Borges and Samuel Beckett, his novels have been nothing if not determinedly, even lavishly, full of inventive consciousness as to their own fashioning. ‘Process as content’ continues to win favour from among his hallmark phrases.

Two seminal essays written for the magazine Atlantic, ‘The Literature of Exhaustion’ (1967) and ‘The Literature of Replenishment: Postmodernist Fiction’ (1980), usefully set out his literary credo. Drawing on narrative sources from The Thousand and One Nights – especially its use of Scheherazade as a framing device – through to James Joyce’s Ulysses, as well as language philosophy and phenomenology, he argues that fiction as mimesis has long run itself into the ground. The old stories, form and content, increasingly risk imaginative fatigue, even stasis. Fiction’s best new turn, he goes on to suggest, is to be arrived at not only through the author’s acknowledgement of his or her artifice but its uninhibited exploitation: storytelling, thereby, as its own self-referential making of reality. True to postmodern as against modernist writ, no one grand narrative presides for either the world or its telling, rather, and co-existingly, les petits récits.

Born in Cambridge, Maryland, briefly a music student at New York’s Juilliard School for the Performing Arts, Barth studied at Johns Hopkins University in Baltimore before embarking on a career as writer and professor which took him to Pennsylvania State University, the State University of New York, Buffalo, Boston University, and a long stint back at Johns Hopkins from 1973 through to retirement in 1995. From the outset his fiction gave evidence of a rare, parodic-philosophical talent. The Floating Opera (1956) thus offers a pastiche of Camus on suicide pitched as the pleasure boat might-be death day of Todd Andrews. Ribald narrator, lawyer and anti-hero, Todd lives with a sense of utter contingency. His back and forth ruminations, even his role in a rakish sex-triangle, act as commentary. The End of the Road (1958) continues the theme in the life of Jacob Horner, Instructor in Prescriptive Grammar at Wicomico State Teachers’ College, whose academic specialism is mocked both by his own life and by those of his husband-and-wife friends Joe Morgan, a would-be relativist in values, and Rennie Morgan, who having had an abortion absurdistly chokes to death after eating. Debate was early to join. Was Barth the instinctive master of life-as-carnival or comic nihilist?

The former, certainly, seemed the more likely with his launch into mock-epic. In The Sot-Weed Factor (1960) Ebenezer Cooke, tobacco vendor and would-be poet laureate of eighteenth-century colonial Maryland, serves as protagonist in a rollicking Menippean comic satire. The parody turns not just upon Barth’s inveterate wordplay and bawdy, or the reeling impostures and reversals, but upon history as always the one or another competing fiction of fact. With Giles Goat-Boy (1966, revised 1967) he envisions the Cold War world as a university run by the WESAC computer, its glitches to be put to rights by an Orpheus updated from Greek myth or the anthropologist Joseph Campbell’s greatly influential The Hero with a Thousand Faces (1949).

Barth offers few more emphatic examples of postmodern theory-into-practice than Lost in the Funhouse (1968), especially its title-story. Told first by a narrator suffering writer’s block, then by his alter ego, Ambrose Mensch, whose life is disclosed not a little fantastically from sperm to adulthood, it works as though one continuous narrative loop. The World War II literal seaside funhouse into which Ambrose first enters does duty for the world as ancient maze, a hall of mirrors, and yet always impatient for new, and so authorially self-renewing, narrative. A shared ambition, not to say at times startling exuberance and virtuosity, marks out the subsequent fiction.

Chimera (1972) yields a three-novella irreverent reworking of ancient myth in the figures of Dunyazade as Scheherazade’s sister, Perseus and Bellerophon. LETTERS: A Novel (1979) uses its intertextual reference-back into the epistolatory hey-day of the eighteenth century and its seven personae to rewrite the 1960s. Sabbatical (1982), another cruise format, deploys the lives of Fenwick and Susan Turner to rebuke all binary versions of the human condition. The Tidewater Tales: A Novel (1987), also set aboard ship in Barth’s domain of the Chesapeake Bay, gives a mythic reworking of four literary classics. The Last Voyage of Somebody the Sailor (1991), Once Upon a Time: A Floating Opera (1994), On with the Story: Stories (1996) and Coming Soon!!! (2001), each panoramic in canvas and the further refusal to settle for closure of life or word, confirm no drop of inventive daring on Barth’s part.

Both in his postmodern tapestries, as they have been called, and in the discursive work of The Friday Book: Essays and Other Nonfiction (1984) and Further Fridays: Essays, Lectures, and Other Non-Fiction 1984–94 (1995), the insistence on storytelling’s autonomous dynamic, its metafictive or ludic circling, has not always earned him approval. There has been talk of mere virtuosic spiral. For admirers, however, the challenge of Barth’s visionary fabulation bespeaks a quite indispensable American literary figure.

Further reading

See: Robert Scholes, The Fabulators (1967); David Morrell, John Barth: An Introduction (1976); Joseph J. Waldmeir (ed.) Critical Essays on John Barth (1980), Charles B. Harris, Passionate Virtuosity: The Fiction of John Barth (1983); E.P. Walkiewicz, John Barth (1986); Heide Ziegler, John Barth (1987); Patricia D. Tobin, John Barth and the Anxiety of Continuance (1992).

A. ROBERT LEE

BARTH, Karl

1886–1968 
Swiss reformed theologian

Son of a Swiss New Testament scholar, Barth was born in Basel, and educated in the theological faculties of the universities of Bern, Berlin, Tübingen and Marburg. In Berlin and Marburg his teachers were renowned representatives of the school of German Liberal Protestantism, and Barth’s first employment was as an associate editor of the popular and influential liberal-protestant periodical Die Christliche Welt (1908–9). After a short period (1909–11) as assistant pastor of the German-speaking reformed church in Geneva, Barth became parish pastor of Safenwil (Canton Aargau) in 1911, where he included among his activities sympathetic encouragement for industrial workers agitating for higher wages and improved working conditions, a leftist political stance which he maintained and consolidated for the remainder of his life, and which involved him in a temporary alliance with the South German and Swiss Christian Socialists led by Leonhard Ragaz and Hermann Kutter.

The outbreak of the war in 1914, and the ensuing appalling suffering, were quite crucial for Barth’s epoch-making theological ‘change of mind’. German war-aims had been vigorously defended in 1914 by many German intellectuals (including certain liberal theologians, several of Barth’s former teachers among them), and this led him publicly to dissociate himself from what he described as their optimistic, humanistic, utopianistic, progressivistic and superficial ethico-religious doctrines, which he characterized as anthropocentric rather than theocentric. Under the realization that Christian theology urgently needed a ‘new beginning’, he turned to a systematic re-examination of Scripture in the light of a thorough study of the sixteenth-century Reformers (particularly Calvin), the Danish father of Existentialism Kierkegaard, and the novels of Dostoevsky, the concrete result of which was the publication in 1919 of Barth’s Commentary on Romans (Der Römerbrief, trans. 1933, described by a Catholic theologian as ‘the bombshell tossed on to the playground of the theologians’). Under the form of a commentary on the Pauline text, Barth’s Romans is in reality an attack on the presuppositions and content of nineteenth-century German protestant liberalism, compared most unfavourably with Barth’s own neo-orthodoxy, which described God as the ‘Wholly Other’ (Kierkegaard), as absolutely discontinuous with human reason, ideals, experience and expectations, as ‘infinitely qualitatively distinct’ from everything finite. All human achievements and institutions, within which Barth pointedly included religion itself, are under the judgement of and exposed to the wrath of God. Humankind is living in a time of KRISIS (judgement, turning point): hence one of the earliest titles of Barth’s new thinking, ‘Crisis Theology’. There is no genuine knowledge of God whatsoever apart from God’s Word to man in Jesus Christ, who is simultaneously God’s ‘Yes’ and ‘No’ to sinful, fallen man, a ‘Yes’ and ‘No’ corresponding to certain dialectical opposites which lie at the heart of the Christian faith, grace and wrath, sin and righteousness, Gospel and law – hence the other title of Barth’s revolutionary work, ‘Dialectical Theology’.

There followed for Barth theological professorships in Germany – at Göttingen (1921), Münster (1925) and Bonn (1930) – and the years 1921–35 saw the laying of the foundations of his main life’s work, the multivolumed Church Dogmatics (Kirchliche Dogmatik, trans. 1961), in which Barth both extended and corrected the basic ideas set forth in his Romans – the exclusive centrality of Christ in all of God’s dealings with men, the defunctness of human reason as a source of divine truth (the attack on ‘natural theology’), the priority of the Word of God over church and world; the humble, presuppositionless and obedient attitude required of all readers and hearers of God’s Word, the repudiation of religious and moral experience as presuppositions of coming into the situation of faith which is absolutely and exclusively created by Christian preaching, and the referral of all human and historical issues to the final judgement of God. During the period Barth’s principal adherents were Eduard Thurneysen and Emil Brunner; and the young Bonhoeffer was strongly influenced by his revolutionary thinking. Barth’s teaching received heavy practical development by his deep involvement in the German church struggle of 1933–45. A profound crisis was produced for German Christianity after the advent of the Nazis by the proposal of the ‘German Christians’ that positive collaboration between the church and the Nazi state was both possible and desirable on the basis of that ‘revelation’ of the divine purpose and destiny in history, politics and race – especially in the ineradicable ‘Orders of Creation’, such as ethnic differentiation, the state and natural reason. Barth responded by categorically denying the existence and authority of any such revelation, and at the Synod of Barmen in May 1934 was deeply involved in the foundation of the Confessing Church which was opposed to all adulteration of Christianity with National Socialist ideology, and the constitutive document of this church, the Declaration of Barmen, which explicitly denied the existence of all revelations secondary to and apart from Christ (‘Christomonism’), was largely the work of Barth himself. Further opposition to Nazism by Barth culminated in his refusal to sign in 1935 the oath of loyalty to Hitler required of all German professors; Barth was dismissed from his professorship at Bonn by the state and returned to his native Switzerland, where he became Professor of Dogmatics in Basel until his retirement in 1962.

During the years 1935–45, Barth, as teacher, writer and broadcaster, became a focus of Christian opposition to the Nazi regime and ideology, and addressed ‘open letters’ to the Christians of Britain, France and the USA. In the post-war years, he continued as a theological teacher and writer, and controversially extended sympathy, by writing and visiting, to the regimes of Eastern Europe. He appeared to qualify his extreme position on divine–human discontinuity in his essay The Humanity of God (Die Menschlichkeit Gottes, 1957, trans. 1961) by suggesting that a certain continuity did exist through the existence of humanity in God (although he denied divinity to man), but his critics have judged that this late concession does not amount to much. His work is still being evaluated; despite his greatness, many interpreters have judged that the extreme and inflexible Christomonism of his system has bequeathed to modern theology many acute problems in the areas of the relation of faith to reason, theology to philosophy, and religion to culture.

Further reading

Other works include: Dogmatics in Outline (Dogmatik in Grundriss, 1947, trans. 1949); Protestant Theology in the Nineteenth Century (Die Protestantische Theologie, 1952, trans. 1972). See: T.F. Torrance, Karl Barth: An Introduction to His Early Theology 1910–1931 (1962); John Webster (ed.) The Cambridge Companion to Karl Barth (2000); Joseph Mangina, Karl Barth: Theologian of Christian Witness (2004). Eberhard Busch, Karl Barth (1976), the standard biography, contains a complete bibliography.

JAMES RICHMOND

BARTHES, Roland

1915–80 
French writer-critic and teacher

The writing of Roland Barthes embraces literature and the arts, as well as a much wider range of cultural phenomena: he wrote, for example, on women’s fashion, on advertising, food and the Citroën DS. His interest was in cultural phenomena as sign/language systems, and to this extent he may be thought of as a Structuralist. Broadly speaking, his work belongs within an anti-positivist, anti-empiricist tradition whose basic references are Marx, Nietzsche, Saussure and Freud. Barthes published some fifteen books and a sizeable body of articles and prefaces. Chronologically two major shifts of emphasis, and therefore three phases, may be distinguished.

In the first phase the emphasis is twofold: (1) on demystifying the stereotypes of bourgeois culture; and (2) on studying culture as form. Barthes is concerned with literature, literary form and the history of French literature in Writing Degree Zero (Le Degré zéro de l’écriture, 1953, trans. 1967), with the link between writing and biography in Michelet par lui-même (1954) and with so-called mass culture as a sub-product of bourgeois culture in Mythologies (1957, trans. 1972) and The Eiffel Tower and Other Mythologies (1979–80). His early work is much influenced by Sartre and Brecht.

The second phase may be labelled the semiotic phase. It begins with Barthes’s reading of Saussure in 1956, and the methodological appendix to Mythologies. In this phase Barthes takes over Saussure’s concept of the sign and analysis of language as a sign system. ‘Elements of Semiology’ (‘Éléments de sémiologie’, Communications 4, 1964, trans. 1967) is a theoretical work in which Barthes considers the adaptation of Saussure’s model to the study of cultural phenomena other than language. Système de la mode (1967, ‘The Fashion System’, trans. in Susan Sontag (ed.) A Barthes Reader, 1982) applies the methods of semiology to a corpus of fashion articles from Elle and Jardin des Modes.

It is during this second phase that Barthes acquired the label of a Structuralist. Vladimir Propp’s theories on folk tales are applied to a James Bond novel (Communications 8, 1965, trans. 1981), in which Barthes shows painstakingly how the levels of the story can be assigned functions in the narrative, suggesting that the seemingly endless production of stories in advanced Western societies in fact involves a much smaller number of variants that rely on a surprisingly limited stock of certain themes. Such an approach – ‘structural’ in the sense that it looks at the form a story takes, in relation to its ‘content’ – was updating the (Russian) formalist debates of the 1920s. Using Saussure’s ‘differential’ view of language and applying this differential approach to everyday stories has inevitably proved rich in all forms of media studies, especially televisual and cinematic research. Following Lévi-Strauss’s idea of ‘bricolage’ (amateur DIY), Barthes ‘borrowed’ also from linguistics, this time in his analysis of fashion. Having given up the study of historical clothing forms as futile, he decided on a more synchronic study of clothing: how women’s magazines present fashion styles verbally. In other words, Barthes was suggesting, once again, that verbalizing (here, speaking clothes, using language on fashion items) could be part of the ‘hidden persuasion’ that the fashion system operates. This approach was the key meeting point of Lévi-Strauss’s structural anthropology with Saussurean linguistics.

The third phase is established with the publication of S/Z (1970, trans. 1974), alongside a seminal article called ‘The Death of the Author’ (1968, trans. in The Rustle of Language, 1986). At this point Barthes moves away from Saussurean semiology towards a theory of ‘the text’, defined as the field of play of the signifier and of the symbolic (vide Lacan). ‘The Death of the Author’ is a stark but playful reminder, at the height of the May 1968 uprising in France, that ‘author’ and ‘authority’ may have more in common than mere shared etymology. A key Barthesian suggestion is that it no longer matters what an author thinks (or thought) his/her novel is about: it is up to the reader, liberated from the tyranny of imposed meaning, to read the novel how he or she may wish. But rather than an ‘anything-goes’ view of literary criticism, Barthes insisted in good Sartrean fashion that this freedom carried responsibilities. S/Z puts this ethos into practice. It is a reading of Balzac’s Sarrasine which plots the migrations of five ‘codes’, understood as open groupings of signifieds and as the points of crossing with other texts (or ‘intertext’). The distinction between ‘le scriptible’ (the writeable) and ‘le lisible’ (the readable), between what can be written/rewritten today, i.e. actively produced by the reader, and what can no longer be written but only read, i.e. passively consumed, provides a new basis for evaluation, and is extended in The Pleasure of the Text (Le Plaisir du texte 1973, trans. 1975) via the metaphor of the body as text and language as an object of desire.

S/Z, The Pleasure of the Text, as well as other books published by Barthes in the 1970s, have in common that they are written in the form of fragments. This represents for Barthes a conscious retreat from what he sees as the discourse of domination and power, caught in the subject/object relationship and the habits of rhetoric. He distinguishes now between ‘the ideological’ and ‘the aesthetic’, between the language of science, which deals in stable meanings and is identified with the sign, and (following Derrida) the language of writing and criticism, which aims at displacement, denaturalization, dispersion. Barthes offered ‘textual’ readings of Japan in L’Empire des signes (The Empire of Signs, 1970, trans. 1983), of the founders of new languages in Sade-Fourier-Loyola (1971, trans. 1976), of himself in Roland Barthes by Roland Barthes (Roland Barthes par Roland Barthes, 1975, trans. 1977) and of the outdated, discredited discourse of love in A Lover’s Discourse (Fragments d’un discours amoureux, 1977, trans. 1978). Barthes’s lectures at the Collège de France from 1976 until his death in 1980, published posthumously (see below) show a dedicated but sceptical academic fascinated by the essayistic and provisional nature of ‘learned’ public discourse. Barthes’s final text – an emotional and rich journey through photographs that have moved him during his quest for a satisfying photographic representation of his recently deceased mother – has had significant impact on photographic theory: Camera Lucida. A Note on Photography (La Chambre claire. note sur la photographie, 1980, trans. 1984) no longer claimed to be using semiology, but a whole panoply of post-semiotic (even anti-semiological) terms such as pathos, self, emotion, subjectivity, to account for the (seemingly) most ‘scientific’ of media. Here Barthes was crowning his unpredictable career with a return, in ‘spiral’ (a favoured metaphor), to his earlier concerns with truth and access to the past, clearly influenced by the maverick nineteenth-century French historian Jules Michelet.

More generally, Barthes’s mode of progress is itself characterized by displacement. Apart from the major shifts of emphasis already described, shifts and turns can occur from one work to the next, and even from one sentence to the next and within single words. ‘Semiology’, for instance, is used quite differently in the 1970s, in association with art, aesthetics and theories of the subject.

Barthes was from 1960 to 1962 Chef de travaux and from 1962 to 1976 Directeur d’études at the École Pratique des Hautes Études, Paris. In 1976 he became professor of literary semiology at the Collège de France. His life ended when he was struck down by a van in a Parisian street. Teaching was for him an important activity, closely related to writing. He was interested especially in the forms through which knowledge and culture are conveyed, speaking latterly of the digression, the equivalent of the fragment in writing, as a means whereby teaching might be freed from didacticism. His later work is undoubtedly problematical in its insistence that the essential struggle is against the sign. On the other hand, there can be no return to the positions which, indirectly, he did so much to help us criticize; and he leaves for us the very considerable pleasure of his own texts.

Further reading

Other works include: On Racine (Sur Racine, 1963, trans. 1964); Critical Essays (Essais critiques, 1964, trans. 1972); Critique et vérité (Criticism and Truth, 1966); ‘L’ancienne rhétorique (Aide-mémoire)’ (Classical rhetoric, working notes), Communications 16 (1970); and the lecture Leçon (1978, trans. 1979). Image-Music-Text (1977) contains essays selected and translated by Stephen Heath. Other work that has appeared posthumously in translation includes: The Responsibility of Forms (1986); The Semiotic Challenge (1987); Sollers Writer (1987); New Critical Essays (1990); Incidents (1992); The Language of Fashion (2006); interviews are translated in The Grain of the Voice (1985). Barthes’s complete works have appeared, in French only, in two editions (1993–5 and 2002). Lecture notes from the 1976–80 period are published as Comment vivre ensemble (‘How to Live Together’, 2002), The Neutral (trans. 2005) and La Préparathion du roman (‘Preparing to Write a Novel’, 2003), as yet available only in French. See: L.-J. Calvet, Roland Barthes. Un regard politique sur le signe (1973) and a biography (1994); S. Heath, Vertige du déplacement (1974); P. Thody, Roland Barthes: A Conservative Estimate (1977); A. Lavers, Structuralism and After (1982); J. Culler, Barthes (1983); P. Roger, Roland Barthes, roman (1986); M. Moriarty, Roland Barthes (1991); A. Brown, Roland Barthes: The Figures of Writing (1992); C. Coste, Roland Barthes moraliste (1998); D. Knight, Barthes and Utopia and Critical Essays (1997 and 2000); A. Stafford, Roland Barthes, Phenomenon and Myth (1998); G. Allen, Roland Barthes (2003). M.-A. Burnier and P. Rambaud, Le Roland-Barthes sans peine (1978) is a work of parody.

ANDY STAFFORD

BARTÓK, Béla

1881–1945 
Hungarian composer

A fervent nationalist, Bartók relinquished the opportunity of studying in Vienna in favour of the Budapest Royal Academy of Music where he became known less as a composer than as a brilliant pianist. From 1907 his own teaching there was influential and, with concert tours, provided the means by which he sustained his folk-music research until becoming a member of the Hungarian Academy of Science in 1934. By then, too, the radical individuality of his music was established abroad. With the increasing Nazification of Hungary he departed for the United States in 1940 and was awarded an honorary doctorate at Columbia University, where he continued his research until 1942. During the remaining three years, despite recurring illness, he composed the Concerto for Orchestra (1943), Sonata for solo violin (1944) and the Third Piano Concerto (1945).

With Schoenberg and Stravinsky, Bartók is one of the great innovators of his epoch. The image of him as ‘folklorist’, while true, can be deceptively facile. His individuality arises from the rare concurrence in one intelligence of elements both scrupulously scientific enough to seek out, analyse and classify a forgotten language, and powerfully creative enough to evolve a new one.

His output falls broadly into two periods: the first (c. 1903–23) is involved with the assimilation of folk music and the development of his style; a second period (from 1924) is dominated by the synthesis of large-scale forms. He subscribed to none of the accepted contemporary musical tendencies but, being eclectic, aimed for a measured balance of these elements. His music, lyrical and dramatic in expression, depends on sonata-type forms for its fulfilment and is characterized by the intensely organic way in which these are evolved and interrelated (thematically, through a process derived from Franz Liszt).

The monumental set of six String Quartets (No. 1, Op. 7, 1909; No. 2, Op. 17, 1915–17; No. 3, Op. 1927; No. 4, Op. 1928; No. 5, Op. 1934; No. 6, Op. 1939), long regarded as the core of his work, display such formal preoccupations. Of the First it could be said that its main theme only emerges in the third (last) movement, whereas in the Second everything is contained in the opening. The Third, based on some two or three motives, is reduced to one movement of four sections whose first and third have related material: the nascent arch-form. The Fourth and Fifth show elaborated arch-forms of five movements (schematically ABCBA), while the Sixth forsakes them for an introductory motto-theme which introduces each movement and is developed in the last.

Up to 1905 Bartók’s style was compounded of popular Hungarian and teutonic elements (Brahms, Wagner, Richard Strauss), but a basic change took place then because of the ethnomusicology begun with Kodály. Revealed to him was the spirit of a ‘new Hungarian art-music’ and melodies of ‘unsurpassable beauty and perfection’. They were the spontaneous expression of the rural peasantry, completely unknown and distinct from the gypsy music of urban civilization. Unlike Kodály, Bartók extended his interest to Slovak, Romanian, Arabic and Turkish music. The hours spent collecting this music were the happiest of his life, his identification with rural life and art complete. The allegorical Cantata Profana (1930) is the quintessence of this spirit.

But the most direct interaction with folk music can be traced in the numerous song-settings and piano transcriptions. Bartók’s vitality of rhythm is greatly influenced by improvisatory speech-rhythm (parlando rubato), dance-rhythm (tempo giusto, mainly duple pulse except for the pliancy of Bulgarian rhythms) and the ‘dotted’ rhythm derived from the Hungarian language. Moreover, these melodies were based on pentatonic, modal and oriental scales, not the diatonic ones of Western classical music. Harmonies derived from the first led to a more free use of seconds, fourths and sevenths, traditionally considered dissonant. If these were applied (chromatically) to modal tunes the increased possibilities resulted in a mixture of modes, hence bi- and poly-modality. However, Bartók retained, at any given moment, the authority of a fundamental tone, unlike the claims of ‘atonality’ and ‘polytonality’. Although one of various principles, modality identifies some of Bartók’s characteristics: the gravitation of his (own) melodies around specific tones, the variation of otherwise strict contrapuntal forms (canon, fugue, inversion) and the rich diversification of his harmonic palette generally. The last of the Eight Improvisations on Hungarian Peasant Songs, Op. 20 (1920) was admitted to be the extreme limit reached by him in adding daring accompaniments to simple folk tunes. So complete was his absorption that the creation of original works in imitation of folk music followed naturally, of which the Piano Suite, Op. 14 (1916) and orchestral Dance Suite (1923) are fine examples.

From the speculative Fourteen Bagatelles, Op. 6 (1908) which mark the beginning of his personal style, up to the two Violin and Piano Sonatas (1921/2) there is a swing from the simpler to the more complex, from Romanticism to expressionism, from the opera Duke Bluebeard’s Castle, Op. 11 (1911), through The Wooden Prince ballet (1914–16) and Songs, Op. 15 and 16 (1915–16), to The Wonderful Mandarin pantomime, Op. 19 (1918–19). The piano music alone affords a varied panorama of this period and sees the beginning of his overtly pedagogical music which, from Ten Easy Pieces (1908) to the 153 Mikrokosmos (1926–39) and Forty-jour Duos (1931) for two violins, was without equal in the twentieth century. Liberally endowed with folk material and stylistic innovations, their often graphic qualities enhance the musical points made. Instrumental technique was highly developed in Bartók but never exaggerated. His treatment of percussion instruments was actually refined while his exploitation of stringed instruments was little short of miraculous.

Coinciding with editions of baroque keyboard music, the three works of 1926 are marked by economy of line and propulsive rhythm (Piano Sonata, First Piano Concerto, Out of Doors). While the Second Piano Concerto (1930–1) might be termed ‘neo-classic’ in its interlocking patterns and confessed aim to be more pleasing, this music indicates a more raw awareness of the reality in the ethnic experience and its alignment to art-music. Stripped of the inessential except in the pursuit of sonority, an unyielding force flows through it which yet contains the delicacy of’Musiques Nocturnes’ (Out of Doors).

The elucidation of golden sections and tonal axes of symmetry confirm what is already felt in the dynamic equilibrium of the succeeding works. All kinds of scale-segments are drawn upon for the compression and expansion of pitch (and rhythm) that transforms one idea over a span of four movements in Music for Strings, Percussion and Celesta (1936), whose fugal first movement is itself a unique structuring of musical space. A constant regeneration of invention promotes a form as large as the first movement of the Sonata for Two Pianos and Percussion (1937). A vision which can seem to question the very substance of musical material in the Fourth Quartet can later embrace the variational exuberance of the Violin Concerto (No. 2, 1937–8). With these achievements comes a rejuvenation of classical proportions which Contrasts (1938) and the Divertimento (1939) share with the works of the American period, granting Bartók a wide appeal and understanding which has not diminished. His influence on post-war composers was selective, as witness Stockhausen’s early dissertation on the rhythmic aspects (alone) of the 1937 Sonata; or the fascination, particularly for serially minded commentators, of the Fourth Quartet’s integration. Others have emulated subtleties of sound and texture or his pedagogical style. The humane integrity of Bartók’s utterly musical art remains invincible.

Further reading

An unfinished Viola Concerto (1945) was reconstructed and orchestrated by Tibor Serly. See: Serge Moreux, Bela Bartók (trans. 1953); Halsey Stevens, The Life and Music of Bela Bartók (1953, revised 1964); Erno Lendvai, Bela Bartók (1971); Bela Bartók Essays, ed. Benjamin Suchoff (1976); P. Griffiths, Bartók (1984); K. Chalmers, Bela Bartók (1985).

RONALD LUMSDEN

BAUDELAIRE, Charles Pierre

1821–67 
French poet

Throughout his life Baudelaire maintained an intense and often anguished relation with his mother, a woman of some taste but little understanding. As a child of seven he felt deprived of her affections when in the year following his father’s death she took as her second husband Colonel Aupick, a decent if unimaginative man who partly fuelled the adolescent Baudelaire’s postures of revolt against conventional morality. Judging from the poet’s letters, his stepfather nevertheless seems to have stood as a symbol of his deeper desire to achieve moral worth. The family background goes some way to explaining two fundamental tensions that are expressed in his poetry: his need for woman’s love set against scorn for uncomprehending female superficiality; and his deep-rooted need for personal piety and worth, coupled with an uncompromising awareness of the ‘worm’ at the heart of virtue. His feeling of dispossession was exacerbated when to cure him of his profligate habits as a dandy in the Bohème, the management of his inheritance was removed from his control and entrusted to a lawyer friend of the family, Ancelle. Lumbered by debts, kept constantly short of money, unfavoured by the patronage of established men of letters, dogged by sequences of misfortunes that seem so diabolically schemed as to suggest complicity (see Sartre’s study, below), Baudelaire’s life is a story of frustrations, humiliations and procrastinations. In 1841 his parents sent him on a voyage to India, in the hope of weaning him from what they judged to be his depraved Parisian life. He got only as far as Mauritius, returning to Paris in 1842. The journey proved fruitful, however, from the creative point of view, since it stocked his mind with the exotic imagery on which his poetry was to draw. Otherwise Baudelaire barely stirred from Paris during the twenty-eight years (1836–64) that he lived there continuously. He interested himself briefly in Republican politics and played a minor part in the 1848 Revolution. But he was by temperament too aristocratic and too ‘metaphysical’ in his conception of evil to sustain a commitment to the prevailing liberal doctrines of human perfectibility.

By mid-century Baudelaire had earned himself a reputation as an art critic and as the author of a number of essays including, as one of his most striking pieces, a non-psychological interpretation of laughter in its relation to original sin. He also produced remarkably good French translations of some of the works of Poe, with whose ideas on the creative imagination he had felt an immediate affinity. Despite some success in placing his poems with prestigious journals, Baudelaire’s reputation was by 1855 still that of an eccentric vampire of legendary lubricity (mostly his own invention) attempting to shock his way to public recognition. The same lack of understanding greeted the publication, in 1857, of the volume of poetry on which his fame rests, Les Fleurs de mal. He was put on trial for obscenity in the same year, fined and forced to publish an expurgated version of his collection. The ban – on six offending poems – was not lifted until 1949, though publishers contrived to incorporate them in most post-1857 editions. A second edition containing fresh poems, but not the banned ones, appeared in 1861. This being the last edition which Baudelaire was able to supervise personally, it is generally considered to be the most trustworthy guide to his intentions with regard to the thematic groupings and sequences which, he believed, would best convey the ‘architecture’ of the whole collection: a synopsis of human destiny in its progress through the stations of illusory salvation. The first posthumous edition, again substantially enriched, came out in 1868 (Les Nouvelles Fleurs de mat).

The originality of Baudelaire’s achievement does not lie in any novelty of theme, versification or even supporting theories of art. The focus on everyday life, the satanical, the macabre, the exotic and erotic, the suffering of the artist, his role as intercessor between the human and the divine, the thirst for the absolute were all part of the stock-in-trade of the contemporary Romanticism. In versification he tends to work his own variations within traditional forms of euphony, particularly the alexandrine, which gives even his lesser poems a stately dignity. His special sound effects tend to come from assonances and alliterations within the line rather than from innovations in rhyme or rhythm.

As regards his theories of art, though, if they were ‘in the air’ at the time they had not before been fixated by an intelligence comparable to Baudelaire’s in keenness and imaginative scope. He saw clearly what the contemporary Art For Art’s Sake movement failed to understand – that technique is not its own end but the servant of vision. Against the Realist aesthetics he maintained that beauty is a spiritual product of the imagination and not a property of some aspects of the world (‘nothing of what is satisfies me’; ‘the beautiful is always the effect of art’). Against the Parnassians, who had turned from the ugliness of modern civilization to seek consolation in the emotional and philosophical abstractions of Classicism, he maintained that beauty, although admittedly not of the world, must be wrought from it by a process of imaginative alchemy (‘God gave me mud and I made gold of it’). In contrast to the Romantic poets, he believed that if nature can be made to appear beautiful it is as the result of the poet infusing it with his personal vision and not of his having made perfectly manifest God’s presence in it. Baudelaire is one of the first poets consciously and philosophically to centre the poetic universe on man. In this he is an early ‘modern’.

His preoccupation with evil is best understood in the light of his conviction that poetic vision is personal in its origin and bizarre in its effects: ‘The beautiful is always bizarre.’ Independently of both his belief in original sin as in the essential evil of the universe, and of the extent and nature of any private perversities, the aesthetic value which evil held for Baudelaire lay in the effects of strangeness and surprise that it would yield if it could be subjected to an imaginative transmutation. The presence of goodness, moreover, as what is found strange or surprising given its origin in evil, is indispensable to the dialectic of Baudelaire’s alchemy. We find, accordingly, that the ‘gold’ of the poetry is suffused with a warm radiance. It has a moral or redemptive quality that is inseparable from its beauty and quite distinct from the didacticism against which he often protested.

In his concept of the poet as visionary or seer Baudelaire had been anticipated by Hugo, and there was nothing particularly new about the idea that what the poet was gifted to ‘see’ and interpret for the rest of humankind was the latently visible system of universe analogy or correspondances placed by God in nature. On the subject of correspondences Baudelaire’s thinking is at its least cogent. For one thing, his theoretical writings lump together the Fourierist doctrine of terrestrial or ‘horizontal’ correspondences, such as are perceived in synaesthetic experience, with the ‘vertical’ or transcendental correspondences linking heaven with earth and deriving from a more ancient Platonic-Augustinian tradition. Furthermore, it is hard to reconcile his aversion to nature with his adherence to either doctrine of analogy: for must nature not compel love and reverence if it is the repository of divinely appointed analogies? Finally, Baudelaire states that the interrelations between symbols (objects as terms of analogic relations), being providentially ordained, are ‘mathematically exact’. But if this is the case, poetic vision loses the personal and creative character which he praises elsewhere, becoming a contemplative faculty for the revelation of a pre-ordained world-system. This ‘objective’ conception of analogy is not, however, carried over into his poetic practice, where we find the same sensory datum playing shifting and variable symbolic roles in response to changing mood, sometimes passing into its opposite. Images of flux and mobility, for example, are consubstantial now with spiritual decay, now with the fluid patternings of creation. Sensations of lulling and swaying render sometimes the hypnotic fascination of evil, sometimes the gentle swell of nascent creativity. The impression of deep tension combined with fluidity which much of the poetry gives depends in part on this deliberate play with polyvalent analogy.

Yet in the sphere of correspondence theory Baudelaire had an original and powerfully influential insight which survives the contradictions mentioned: that the poet’s gift for apprehending analogies, a gift assisted in Baudelaire’s case by a lifelong addiction to hashish, could and should be embodied in the literary devices of metaphor, simile, allegory, etc., which are thereby promoted from decorative effects to epistemological instruments for perfecting his analogic intuitions and transcribing them into a public medium. Baudelaire believed that the precision and intersubjective value of a metaphor had their explanation in the fact that, being ‘drawn from the inexhaustible storehouse of universal analogy’, it captures the mathematical exactness of a pre-existent analogic relation. But he could have justified the literary use of metaphor by pointing, less metaphysically, to the reality of synaesthetic experience. This would not, however, have been a perfect solution either, for while synaesthesia allows for subjective variations it leaves obscure the intersubjective value of successful poetic metaphors, the speculative explanation of which constitutes the attractiveness of the ‘objective’ theory.

From the technical viewpoint Baudelaire’s originality undoubtedly rests on his suggestive use of language and of familiar, trivial objects to conjure up subtleties of feeling and thought. He excels in the art of suggesting the infinite through the finite, particularly the ugly. He regarded poetic language as an ‘evocative bewitchment’, magical in its effects, though as scientific as mathematics or music in the precision of the handling through which these are achieved: ‘There is no chance in art … the imagination is the most scientific of the faculties.’ Suggestion differs from description in that what it evokes leaves ‘an absence to be completed by the imagination of the listener’. Here again, technique is at the service of a personal vision of beauty, as possessing ‘some slightly indeterminate quality … leaving room for conjecture.’ Baudelaire is a master of the aspect of the art of suggestion which calls for a delicate striking of the balance between an over-exact use of terms that would stultify reverie and, at the other extreme, an insufficiency of definition such as would leave the reader’s imagination unstimulated and inert.

The ‘new shiver’ which Hugo credited Baudelaire with having brought to French poetry arises from the distinctive tonality that accrues to beauty when it is extracted from ugliness. The distillations of memory, filtered through imagination, succeed in salvaging from the thwarted aspiration to perfection a value that is limited inasmuch as impregnated with the failure on which it feeds, while yet being absolute in its suggestion of mystery and invitation to renewed spiritual voyages. One lovely species of this ‘flower’ arises from the granting of absolute value to what is known to be in one sense illusory: it is recognized that the mysteries of a mistress’s eyes are unbacked by corresponding qualities of heart and mind; they are empty – but ‘emptier and deeper than even you, O Heavens’. The pit of hell is an inverted vision of the vault of heaven.

The influence of Baudelaire cannot be overstated. He is the most important forerunner of Symbolism (Mallarmé), which adopted in an even more self-conscious and thoroughgoing style his notions of poetry as verbal sorcery with a strong emphasis on word-music, of the analogic value of objects and their indeterminacy as symbols, of the role of imprecision and of precision, as well as of that of the reader as active participant in the production of the poem.

Further reading

Baudelaire’s complete oeuvre is collected in the Bibliothèque de la Pléiade edition (1961). His prose writings include: La Fanfarlo (a thinly disguised autobiographical novel); Paradis artijiciels; De l’essence du rire et généralement du comique dans les arts plastiques; L’Oeuvre et la vie d’Eugène Delacroix; Salon de 1846; Salon de 1859; Journaux intimes. His Sur la belgique is a vituperation against what he sees as Belgian pusillanimity. There is an English edition of most of the poems of Les Fleurs du Mai in the original French, but with good plain prose translations and an introduction: F. Scarfe, Baudelaire (1962). The standard English biography is by E. Starkie, Baudelaire (1957). The best introduction to understanding Baudelaire’s poetry is A. Fairlie, Baudelaire (1960). Other critical studies in English include: W.F. Leaky, Baudelaire and Nature (1969); P. Quennell, Baudelaire and the Symbolists (1954). Among studies in French are: J. Prevost, Baudelaire (1953); M.A. Ruff, L’Esprit du mal et l’esthetique baudelairienne (1955); J. Pommier, La Mystique de Baudelaire (1964); J. Lonke, Baudelaire et la musique (1975); Richard D.E. Burton, Baudelaire and the Second Republic: Writing and Revolution (1991); J.A. Hiddleston, Baudelaire and the Art of Memory (1999); Eugene W. Holland, Baudelaire and Schizoanalysis: The Socio-poetics of Modernism (1993); and Rosemary Lloyd (ed.) The Cambridge Companion to Baudelaire (2006).

ROGER MCLURE

BAUSCH, Pina

1940– 
German Tanztheater practitioner

One of the most innovative and influential choreographers of the past forty years, Pina Bausch trained at the Folkwang School under Kurt Jooss (1901–79) in Essen from 1955 to 1958 before spending three years on a dance scholarship at the Juilliard School in New York (1959–62). At the Juilliard her teachers included Anthony Tudor (1908–87) and José Limon (1908–72). In 1962 she returned to Germany to dance with Jooss’s newly formed Folkwang Ballett and choreographed her first piece, Fragments, in 1968 before becoming the company’s director in the following year.

In 1973 Bausch founded her own company, Wuppertal Tanztheater, where she developed a style which drew on different genres of performance. While remaining connected to the expressionist basis of her training with Jooss, she looked for ways of disrupting and fragmenting accepted choreographic techniques and strategies, mixing them with approaches drawn from experiments in other genres. One key strategy has been to work from the personal experiences of her dancers, trying to find out how they are moved, physically and emotionally, by specific themes within the work. The material that emerges from such explorations feeds into the performances as Bausch arranges the material into a collage. Bausch retains control of the final product, but the dancer is not simply an object to be manipulated by a choreographer, but a participating and creative subject. The absence of a linear narrative or form in the pieces invites the audience to bring their own experiences to what they see and to allow themselves to notice how they are moved.

The emphasis on personal experience is not at the expense of broader social concerns; Bausch is concerned with human relationships and the patterns of behaviour which repeat within particular cultural contexts. She has been particularly concerned with gender conflict and in Bluebeard – While Listening to a Recording of Béla Bartók’s Opera ‘Duke Bluebeard’s Castle’ (1977), compulsive gender behaviour is investigated through strategies of disruption, repetition and irony. Some critics saw the repetition in the piece as nihilistic and as indicating that gender roles were immutable. This reading may have had something to do with a failure to appreciate Bausch’s adaptation of Brechtian distancing devices.

Bausch’s work is also notable for the use of natural materials on the stage. The set of Bluebeard, for example, was covered in leaves; Rite of Spring (1975) had mounds of peat moss; Nelken (1982) a carpet of pink carnations and Viktor (1986) a huge mound of earth. These aspects of the set are not active but passive. In Rite of Spring the peat moss progressively stains the white dresses of the women, signalling a loss of innocence; in Viktor the huge mound of earth, which is upstage suggesting that the performance takes place in a quarry, is gradually shovelled into the space.

The interdisciplinarity of Bausch’s approach together with an emphasis on improvisation, personal experience and direct address, has influenced a number of successful companies around the world, including Lloyd Newson’s DV8. She continues to devise new work, most recently Ten Chi (2004), while repeating key productions from the company’s repertoire around the world.

Further reading

See: Deirdre Mulrooney, Orientalism, Orientation, and the Nomadic Work of Pina Bausch (2002); Ciane Fernandes, Pina Bausch and the Wuppertal Dance Theater: The Aesthetics of Repetition and Transformation (2001); Maarten Vanden Abeele, Pina Bausch (1996); Norbert Servos, Pina Bausch-Wuppertal Dance Theater, or, The Art of Training a Goldfish: Excursions into Dance (1984).

FRANC CHAMBERLAIN

BEARDSLEY, Aubrey Vincent

1872–98 
British illustrator and writer

Aubrey Beardsley was born in Brighton. From an early age he had tubercular tendencies and his work was often interrupted by severe attacks of haemorrhaging. As a child he was a precocious draughtsman and pianist. After attending Brighton Grammar School he took a job with a surveyor and then with the Guardian Life Assurance Company in London. He wrote verse and drama and drew in the evenings. In 1891 he introduced himself to the famous painter Burne-Jones, who was impressed by his work and who helped and encouraged Beardsley in his career as an illustrator. Beardsley began to study in particular the drawings of Mantegna, Diirer and Botticelli. He was also greatly impressed by the ‘Peacock Room’ Whistler had designed for the shipping magnate Frederick Leyland; the American artist had made especially elegant and original use of the Japanese style. Beardsley attended some evening classes at Westminster School of Art in 1892 – the only training he received. During this early period he met and was influenced by Puvis de Chavannes, became interested in Japanese prints and Greek vase decoration, became a ‘Wagnerite’ and was acquainted with Oscar Wilde.

In 1892 he received his first commission from the publisher John Dent to provide a large number of line-block illustrations to an edition of Malory’s Morte d’Arthur. These showed the strong impact of Walter Crane, William Morris and Burne-Jones and yet, in their extraordinary electric and complex effects, reveal Beardsley’s own powerful and individual artistic personality. In 1893 he illustrated Wilde’s Salome, published in 1894 by The Bodley Head, which by its form and contents shocked critics and public. The Times reported the edition as:


fantastic and grotesque, unintelligible for the most part, and, so far as they are intelligible, repulsive. They would seem to represent the manners of Judaea as conceived by a French décadent. The whole thing must be a joke, and it seems to us a very poor joke!


Hostility is often very accurate, at least in its empirical descriptions. In the same year Beardsley founded the Yellow Book with Henry Harland, and acted as art editor. In 1895 he was dismissed from the magazine by its publisher John Lane, having been implicated in the Wilde trial, and replied by founding the Savoy with Leonard Smithers in 1896. His other major works include illustrations to The Lysistrata of Aristophanes (1896), The Rape of the Lock (1896) and Ben Jonson His Volpone (1898). In 1897 Beardsley became a Catholic convert under the influence of his benefactor André Raffalovich. He died in Menton in the south of France, after chills and haemorrhaging, in 1898 at the age of twenty-five.

During his lifetime Beardsley’s drawings, his friends and his habits made him a spectacular and scandalous figure. His art transforms the Romanticism of artists like Morris and Burne-Jones into a bitter and erotic fantasy. He achieved this technically by using a fine steel pen and dense black ink, with which he virtually scraped his designs into the cartridge paper. He rarely sketched preliminary studies but rather drew directly with pencil and then went over this with pen and sable brush. Most of his work was executed for photomechanical line-block processes. His style of dramatic black and white contrasts and an extremely fine and sinuous line varied from his early complex arts-and-crafts effects to a classical but personal art nouveau in Salome and finally, in The Rape of the Lock, to a novel reinterpretation of rococo profusion. This movement shows how far Beardsley naturally veered between extreme minimalism and a profound horror vacui. A disturbed but free sexuality informs almost all Beardsley’s best work, even when the imagery is not explicitly erotic, and his imagery and style accurately represent the attempt by an avant-garde in English art and letters to wholly undermine Victorian morality and aesthetics. Not until Wyndham Lewis was England again to find such an ideologically subversive artist. Beardsley illustrated his own erotic prose story, Under the Hill, published posthumously, and this shows him to have had an original literary talent. The critic Roger Fry prophesied Beardsley’s future fame as ‘the Fra Angelico of Satanism’. His influence, however, was less in matters of immorality than in the visual arts and, significantly, in literature. Artists like Léon Bakst, Toulouse-Lautrec, Paul Klee and Picasso can be counted, along with Englishmen like Laurence Hous-man, Arthur Rackham and Eric Gill, as those directly influenced by his linear and asymmetric art. His influence has also extended to descriptive passages in the works of writers who include D.H. Lawrence, Ronald Fir-bank and William Faulkner. His purely formal powers as an illustrator, or perhaps interpreter, of literary texts seems to have provoked a response in many different spheres of creativity. This is the greatest testimony to his genius.

Further reading

See: Robert Ross, Aubrey Beardsley (1909); Brian Reade, Aubrey Beardsley (1967); Bridgit Brophy, Aubrey Beardsley (1976); Stanley Weintraub, Aubrey Beardsley, Imp of the Perverse (1976); Simon Wilson, Beardsley (1983); C. Snodgrass, Aubrey Beardsley: Dandy of the Grotesque (1995).

RICHARD HUMPHREYS

BEATLES, The

1962–70 
British pop group

Teenage culture, which had emerged so suddenly with Elvis Presley as its figurehead, was widened and deepened by the Beatles, the biggest phenomenon in the history of pop music. The group, which consisted of John Lennon (1940–80, rhythm guitar), Paul McCartney (1942–, bass guitar), George Harrison (1943–2001, lead guitar) and Ringo Starr (1940–, drums), all came from Liverpool. Their first phase, that of spontaneous and hysterical idolatry, began in 1963 with the release of their second single ‘Please Please Me’. Beatlemania, as it was called, gathered momentum throughout that year with the further release of ‘From Me to You’, ‘She Loves You’, ‘I Wanna Hold Your Hand’, each a number one hit, by which time they had passed from obscurity, through commercial success, to the point at which they were generating the most extreme fanaticism ever accorded entertainers. Like Presley, the Beatles focused adolescent energy quite abruptly, and caused a similarly radical alteration in the behaviour and appearance of young people. Unlike Presley, they wrote their own material, which was the main factor in their far greater liberating influence. Presley may have excited a rebellion but the Beatles also suggested a thousand places you might go afterwards.

As individuals too they possessed disarming intelligence. John Lennon in particular was a bravura personality. This coupled with the skill and beauty of the Lennon and McCartney songs, plus the aggressive simplicity with which they were originally performed, gave them a unique status, and they rose to the occasion so well that in the heady mood of the Swinging Sixties, at whose apex they quickly stood, they won over those establishment and parental figures who had been discomfited by the appearance of a generation which seemed to be running wild. That the Beatles were able to navigate this unprecedented adulation and continue to develop was almost as remarkable as Beatlemania itself. They toured the world; they made two films (A Hard Day’s Night and Help!) with Dick Lester, which epitomize as well as anything else the exuberant weirdness of London at the time; and they were awarded the MBE.

Beatlemania came to an end at the beginning of 1967 with the release of the single ‘Penny Lane/Strawberry Fields’. Neither pop music nor avant-garde classical, this record suggested that music might go in a different direction altogether. It failed to reach the number one spot. The group had begun serious experimentation on the album Revolver the previous year, introducing chamber music into ‘Eleanor Rigby’ and electronic distortions into ‘Tomorrow Never Knows’, a song marking their public association with the Flower Power movement whose prime mover was Timothy Leary. With the release of the album Sergeant Pepper’s Lonely Hearts Club Band in the summer of 1967, the traditional melodiousness of popular songs meshed with surreal poetry, intellectual games and strangely alluring tonal and structural inventions: pop music had boldly announced itself as a modern art form.

It was during the 1967 Summer of Love that the Beatles became involved with the Indian mystic the Maharishi Mahesh Yogi, a symptom of the growing interest in Eastern thought being taken by non-specialists. Unlike many of their contemporaries the Beatles never committed themselves wholeheartedly to the drug culture or (with the exception of George Harrison) to oriental philosophies. After Sergeant Pepper their albums plot the disintegration of their collective identity, brilliantly turned to account with Abbey Road (1969) and less well on their last Let It Be (1970). It was no surprise when they disbanded in 1970.

Their subsequent careers remained newsworthy. John Lennon abandoned the celebrity roundabout to live quietly in New York; he was about to get back on it when he was murdered. George Harrison had a brief explosion of creativity before falling away into good works and reclusiveness. Ringo Starr moved to Monaco. Paul McCartney, whose subsequent career was more prosperous than that of the others, has been acknowledged in The Guinness Book of Records as the world’s most commercially successful composer, but the new directions seen in ‘Strawberry Fields’ turned out to have been essentially John Lennon’s and were never pursued on McCartney’s own records. He has received a knighthood.

The Beatles are important for their role in providing the ‘bonding’ soundtracks and, on a global scale, for a decade which saw extraordinary social developments and changing attitudes. They promoted progressive causes. They encouraged people to do things for themselves in defiance of corporate interests. The corporations have since reasserted themselves but pop music has never lost the confidence in its own significance and powers which the Beatles gave to it. This has also operated retroactively so that earlier masters such as Cole Porter and even Noël Coward are now accorded greater respect. Indeed, the popular song can now be seen as one of the most fertile art forms of the last hundred years. It is a short cameo medium, incapable of intellectual development, but enormously flexible, particularly adept at dealing with emotion and sex. At the same time it was the Beatles who burst the boundaries of the pop song, turning it into a no-limits musical space. This fostered the instrumentally ambitious genre of ‘rock’ which opened up the traditional three-minute track into an extended musical ride based on strong rhythms, as well as the adoption of advanced studio electronics as a compositional resource.

Since the Beatles, notable advances in the pop field have been made by David Bowie (especially as a songwriter), the Velvet Underground and, above all, Can who seized on the rock milieu as a way of invigorating the extreme sophistication of the classical German avant-garde from which they had emerged. There has subsequently arisen a whole school of experimental music to which the old division of classical and popular can no longer be applied.

Further reading

See: Hunter Davies, The Beatles (1968); Chris Ingham, The Rough Guide to the Beatles (2003).

DUNCAN FALLOWELL

BEATON, (Sir) Cecil Walter Hardy

1904–80 
English photographer and designer

With his interest in the glamour of the Edwardian stage fired by his ‘Bolivian Aunt’ (she was married to a South American diplomat), Beaton early developed an eye for the minutiae of design surrounding a beautiful woman. He was educated at St Cyprian’s in Hampstead (fellow-pupils included Cyril Connolly and Evelyn Waugh), at Harrow, and at St John’s College, Cambridge. His designs for the Marlowe Society’s 1923 production of Volpone attracted wide attention: while clearly derived from Léon Bakst, they also provided the first showing of Beaton’s ability to eliminate superfluous detail, a touch that characterized most of his pursuits to come, as photographer, costume and set designer, illustrator, portraitist and even actor. In 1924 photographs of his sisters Nancy and Baba, posed as angels in medieval costumes, were published in Vogue, and marked the beginning of a long association with that magazine. At the same time he enjoyed the patronage of the Sitwells, which led to his classic portrait of Edith Sitwell, recumbent on squared linoleum and flanked by putti, a mingling of the Baroque and Gothic. The unorthodox lighting employed in this photograph, accentuating the sitter’s hands and facial bone structure, was quickly assimilated into Beaton’s style; by 1929 he was shown at the Düsseldorf exhibition and had an international reputation. His other distinctive ploy was the use of unlikely and eye-catching props, as comments on the character of the subject: polka-dotted cloth (Nancy Cunard), foil paper (Lady Lavery), even a surreal glass-bell-shaped cover over a head (Lady Loughborough). During the 1930s his technique was augmented by increasingly sophisticated backdrops, ranging from the deliberately Romantic to stark card cut-outs with surreal images, so that, with his innate gift for composition, much of his work achieved qualities more often associated with painting: texture, a sense of colour (even in monochrome), and a feeling of space and time, which his 1939 photographs of Queen Elizabeth best capture.

From 1939 to 1945 Beaton was an official war photographer, attached to the Ministry of Information. Separated from his accustomed world of high fashion and high society, his talent triumphed. More poignant and terrible than his earlier surreal fantasies, his war images – of the Near and Far Eastern Fronts, of the aftermath of Tobruk, of St Paul’s Cathedral amid the smoking waste of the City of London – are generally regarded as the peak of Beaton’s photographic genius.

Never abandoning his gift for portraiture, Beaton became a celebrated designer in the post-war years, his strength lying in the recreation of nineteenth-century and Edwardian decoration. In 1945 he designed John Gielgud’s productions of Wilde’s Lady Windermere’s Fan, and acted in the subsequent productions in San Francisco and New York, where he was commissioned by the Metropolitan Opera to create the sets for a number of operas and ballets, including Taras and Camille (both 1946). He was equally, if not more, at home with film. While early successes included Major Barbara (1941), Anna Karenina (1948) and An Ideal Husband (1948), his skill in capturing the colours, fabrics and movements of a period was ideally utilized in the musicals Gigi (1958) and My Fair Lady (1963, from the stage show of 1956, also designed by Beaton).

Further reading

Other works include: Glass of Fashion (1954) remains one of the best accounts of fashion and design in the first half of the century, while his Diaries (6 vols, 1961–77) are important both as autobiography and social history. Most of his photographs have been published with accompanying texts as books, of which there are more than thirty volumes. See also: Francis Rose, Saying Life (1961); Charles Spencer, Cecil Beaton: Stage and Film Designs (1975); Hugo Vickers, Cecil Beaton: A Biography (1986).

MICHAEL PICK

BEAUVOIR, Simone de

1908–86 
French writer

Simone de Beauvoir gave a full account of her own origins, upbringing and evolution in her three large volumes of autobiography: Memoirs of a Dutiful Daughter (Mémoires d’une jeune fille rangée, 1958, trans. 1959); The Prime of Life (La Force de l’âge, 1960, trans. 1962); The Force of Circumstance (La Force des choses, 1963, trans. 1965). She was born into a solid middle-class Paris environment, and, although her early education took place in private institutions, her family was liberal enough to allow a daughter to follow her wish and undertake a course of university study. It was in 1929, during her preparation for the agrégation in philosophy, that she met Jean-Paul Sartre, with whom she remained closely associated. Like him she became a teacher, like him retired from that profession during the war – in her case in 1943, after the publication of her novel She Came to Stay (L’Invitée, 1943, trans. 1949).

One of the main differences between her thinking and that of Sartre is that, whereas he failed to produce his promised Ethics, Simone de Beauvoir concentrated much of her attention on the personal and the moral. In the novels of the 1940s she sought to work out the implications of the Existentialist view of freedom and choice, action and commitment, life and death. This is true of She Came to Stay as well as of The Blood of Others (Le Sang des autres, 1944, trans. 1948) and of All Men are Mortal (Tous les hommes sont mortels, 1946, trans. 1955). With her one play, she addressed the critical ethico-social problem of the relative value of individual existences, in terms both of each other and of their social usefulness: in Les Bouches inutiles (‘Useless Mouths’, 1945) decisions have to be made about which individuals should be sacrificed first to ensure the survival of the group in a town under siege.

It is not, therefore, surprising that she should at this time have produced a sequence of essays of an ethical nature; Pyrrhus et Cinéas (1944), Pour une morale de l’ambiguïté (‘Towards an Ethics of Ambiguity’, 1947), and L’Existentialisme et la sagesse des nations (‘Existentialism and Popular Wisdom’, 1948) spell out the attitudes towards personal relationships underlying some of Sartre’s work, underline the weaknesses of conventional moral ‘values’, and demonstrate the essentially pessimistic view of humankind implied in popular judgement of human behaviour. These texts, along with her work on Les Temps modernes (with which, like Sartre, she had been involved since it was launched in 1945), prepared the way for her most important publications in this period. The Second Sex (Le Deuxième Sexe, 1949, trans. 1953), like the later study of Old Age (La Vieillesse, 1970, trans. 1972), is a massive and sometimes indigestible compilation of evidence intended not only to document the history of attitudes to women (or old people) but also to demonstrate the way in which such groups are victims of the society in which they are assigned an inferior status. The Mandarins (Les Mandarins, 1954, trans. 1957), although a novel and winner of the Prix Goncourt, is not far removed from the same set of preoccupations, partly because its main characters are women, but also because they and the whole of the essentially Parisian intellectual society to which they belong are frustrated in their aspirations, whether they be intellectual, political or personal.

That is no doubt to some extent true of Simone de Beauvoir herself. Intellectually, she may have been too close to Sartre to be able to produce anything of great philosophical originality; in politics, despite an active and continuing commitment, despite what her autobiography suggests that she herself believed, and despite the number of declarations she signed or the number of marches in which she took part, she still looks very much the middle-class intellectual; in personal terms, her sense of fulfilment may well be greater, though even there the approach of old age seriously modified the self-confident euphoria of The Prime of Life. Ultimately, it may be as a woman that she has left her deepest mark: both through her example and by what she was prepared to write as early as The Second Sex she pointed out the way to be followed by her juniors of more than one generation.

One might even say that she became something of a mother-figure for the feminism of the late twentieth century. Her views on women have certainly been overtaken by later feminist attitudes – some of them more radical or more militant than any she expressed – and it is possible that this particular status may have been to the detriment of the rest of her work.

Further reading

Other works include: The Woman Destroyed (La Femme rompue, 1967, trans. 1969); A Very Easy Death (Une mort très douce, 1964, trans. 1966); All Said and Done (Tout compte fait, 1972, trans. 1974); Simone de Beauvoir (the transcript of Josée Dayan’s film, 1979) Lettres à Sartre (1990); Journal de guerre (septembre 1939–janvier 1941) (1990); A Transatlantic Love Affair. Letters to Nelson Algren (1998; originally in English, trans. 1997: Lettres à Nelson Algren. Un amour transatlantique, 1947–1964); Simone de Beauvoir and Jacques-Laurent Bost, Correspondance croisée, 1937–1940 (2004). See: M. Descubes, Connaître Simone de Beauvoir (1974); F. Jeanson, Simone de Beauvoir, ou l’entreprise de vivre (1966); A.-M. Lasocki, Simone de Beauvoir, ou l’entreprise d’écrire (1971); Deidre Bair, Simone de Beauvoir: A Biography (1990); Elizabeth Fallaize, The Novels of Simone de Beauvoir (1988); Elizabeth Fallaize (ed.) Simone de Beauvoir: A Critical Reader (1998).

KEITH GORE

BECK, Ulrich

1944– 
German sociologist

Ulrich Beck was born in Stolp and was later raised in Hanover. Having completed his formal schooling he was conscripted into the Marines. He began his academic career in Freiburg in 1966, briefly reading law before transferring to Munich to study the social sciences. He attained a doctorate in 1972 at the University of Munich and stayed on to conduct research into the sociology of work under Karl-Martin Bolte. In 1979 Beck moved north to take up post as Professor of Sociology at the University of Miinster before moving on to the University of Bamberg in 1981. He returned to the University of Münich in 1992 to become Director of the Institute for the Study of Reflexive Modernization. Acclaimed as a Zeitgeist sociologist, Beck has written over a dozen books and published more than 150 journal articles on the social, technological and political transformations which impacted upon Western cultures toward the end of the millennium. Furthermore, Beck is recognized as an adroit horizon scanner, a trusted forecaster of institutional transitions and fluctuations in lifestyles. Although he has written across the sociological spectrum, Beck’s most noteworthy contribution to the discipline has been as progenitor of the ‘risk society’ thesis. The seminal Risk Society: Towards a New Modernity (1992) – first published in Germany in 1986 under the title Risikogesellschaft: AufDem Weg in Eine Andere Moderne – has been translated into twenty different languages. Surfacing in the aftermath of the Chernobyl disaster, Risk Society tapped into a growing wave of public concern about the environment and propelled its author into the academic limelight.

In précis, the risk society thesis is an attempt to interpret historical transformations through the concept of risk. Beck’s hypothesis revolves around distinctions between three eras: ‘pre-industrial’, ‘industrial’ and ‘risk’ societies. To differentiate between these phases, reference is made to two distinct forms of harm. First, ‘natural hazards’ which are exogenous ills visited on society by nature, such as earthquakes, flooding and drought. Second, endogenous ‘manufactured risks’, exemplified by nuclear accidents, chemical leaks and environmental pollution. Whereas natural hazards generally produce short-term local effects that can be institutionally managed, manufactured risks produce long-term global effects which escape the powers of national systems of law and governance.

In the movement from pre-industrial to industrial society, economic and techno-scientific development is widely perceived to be a positive driver of progress. Yet, as industrial societies bed down, various manufactured risks and accidents emerge, altering public perceptions of danger. Rather than construing negative events as acts of God, risks are seen to be contingent on human choices. The transition from industrial society to the risk society – from the 1980s onwards in the West – is marked by a steep rise in the production and severity of manufactured risks.

For Beck, the deleterious environmental ‘side-effects’ of rapid technological and economic development engender a combustible mix of scientific uncertainty, institutional disorientation and public anxiety. Insofar as industrial societies are ordered through law, government and the welfare state, manufactured risks such as air pollution and global warming liquefy previously taken-for-granted structures and boundaries. Thus, while industrial society is characterized by class differences, the risk society is dominated by harms that threaten rich and poor alike. As Beck puts it: ‘poverty is hierarchic, smog is democratic’. The radical rupture created through the motion into the risk society fosters political tensions, with heightened awareness of risk fostering conflicts between competing interest groups and fuelling public distrust in expert institutions. At an everyday level, the individualization of risk responsibilizes citizens, demanding that personal decisions are made about health, welfare, employment and family life.

Despite its currency within the social sciences, a number of criticisms have been levelled at the risk society perspective. Most notably, critics have argued that the linear narrative of modernization is unduly rigid, Westocentric and insensitive to cultural differences. Others have charged Beck with overplaying the negative impacts of risk, assuming that public perceptions of danger are homogeneous and failing to empirically substantiate his position. In retort, Beck’s acolytes have pointed towards the political value of his contribution and rebuked members of the sociological canon for failing to acknowledge underlying social shifts.

Beck himself maintains that orthodox sociologists have been blind to the transforming influence of globalization and techno-scientific development, erroneously collecting data under outdated ‘zombie categories’, such as the nuclear family, nation-state and social class. One of relatively few academics to influence the political sphere, Beck has acted as an informal adviser to Chancellor Gerhard Schröder and is a former member of the Future Commission for Saxony and Bavaria. Renowned for his witty and provocative style of writing, Beck has been a regular contributor to mass circulation newspapers and magazines, including the Frankfurter Allgemeine Zeitung, the Süddeutsche Zeitung and Der Spiegel.

Further reading

Beck’s other works include Reflexive Modernization: Politics, Tradition and Aesthetics in the Modern Social Order (1994); Ecological Politics in an Age of Risk (1995); World Risk Society (1999); and Individualization (2002). He is also chief editor of Soziale Welt (‘Social World’). For an enlightening discussion, see Ulrich Beck and Johan Willms, Conversations with Ulrich Beck (2004). See also: Gabe Mythen, Ulrich Beck: A Critical Introduction to the Risk Society (2004).

GABE MYTHEN

BECKETT, Samuel

1906–89 
Irish novelist, playwright and poet

Samuel Beckett was born in Dublin, the second son of William Beckett (a quantity surveyor) and May Roe. He was educated at Portora Royal School, Enniskillen, and at Trinity College Dublin where he read French and Italian. He was a keen sportsman, excelling in cricket, tennis and boxing. Graduating with a first-class degree he taught at Campbell College, Belfast, then at the Ecole Normale Superieure in Paris 1928–30. There he became a close admirer of James Joyce who strongly influenced the young writer. Beckett’s essay ‘Dante … Bruno. Vico … Joyce’, written in support of Joyce’s Finnegans Wake, was published in the journal Transition (1929) along with his first prose piece ‘Assumption’. In 1930 Beckett’s Whoroscope, a long poem on time narrated by Descartes, won a competition sponsored by Nancy Cunard’s Hours Press. During the summer of that year Beckett wrote a study of Proust (1931) in which we find the beginnings of a particular Beckettian aesthetic as well as insights on a key French novelist.

Beckett returned to Dublin to take up a lectureship in French at Trinity College, but resigned abruptly after four terms because he could not bear to teach others what he did not know himself. The year 1932 saw Beckett in Paris working on his first novel Dream of Fair to Middling Women. Beckett was deeply affected by his father’s death in 1933. The same year his cousin Peggy Sinclair, with whom he had been close, also died. His relationship with his mother during this period was, at times, difficult and fraught. The 1930s saw Beckett in London. Depressed and ill, he undertook a course of Jungian psychotherapy under Wilfrid Bion of the Tavistock Clinic. He also travelled around Germany exploring modern art.

Beckett’s early writing includes short stories More Pricks than Kicks (1934) and poems Echo’s Bones, and Other Precipitates (1935). In 1937 he left Ireland for Paris, disaffected by the conservatism and nationalism of Irish society at the time. There he finished Murphy, a comic novel that plays on Descartes’s mind/body dualism. Walking in Paris one December night Beckett was randomly stabbed. Recovering in hospital he renewed an acquaintance with Suzanne Deschevaux-Dumesnil who became his partner and wife. Beckett remained in Paris during the occupation of World War II. Encouraged by his friend Alfred Péron, he joined the Gloria SMH cell of the French Resistance. When the cell was betrayed to the Nazis, Beckett and Suzanne fled Paris for Rousillon where Beckett worked as a farm labourer and continued his resistance activities, for which he was awarded the Croix de Guerre. In Rousillon he finished Watt (1953), a novel that explores the relationship between language and reality in a narrative full of repetition and permutations. With the end of the war Beckett went to Ireland to see his mother but had difficulty re-entering France because of his Irish nationality. In order to ensure his return, Beckett volunteered for an Irish Red Cross job in St-Lô, arriving in Paris finally at the end of the year.

With the completion of Watt Beckett began writing in French, citing the need to write without style. Beckett’s first novel in his adopted language, Mercier et Gamier, was completed in 1946 yet published much later, in 1970. He subsequently wrote a number of short pieces (‘La Fin’, ‘L’Expulsé’, ‘Le Calmant’ and ‘Premier amour’) before turning to theatre. Beckett’s first play, Eleutheria, was written in 1947 but never published or produced in his lifetime. The late 1940s and early 1950s were a period of intense productivity resulting in what many consider to be Beckett’s finest work. Most remarkable is the trilogy of novels Molloy, Malone rneurt and L’Innommable, translated as Molloy, Malone Dies and The Unnamable. The first two novels explore the difficulty of narrative progression and the impossibility of self-knowledge through a text that is acutely conscious of its own fictionality. Beckett’s narrative, which begins to fragment at the end of Malone Dies, is further destabilized in The Unnamable. Written in the first person, the novel raises questions about the subjectivity of the speaking voice and the paradoxical obligation of speaking in order to be silent. Molloy was translated into English by Patrick Bowles with Beckett’s assistance. Finding it easier to translate alone rather than revise another’s work, Beckett translated Malone Dies and The Unnamable himself, producing versions that are also revisions of the original text. This inaugurated Beckett’s practice of translating all subsequent work so that each work exists in the original in both English and French.

In August 1950 Beckett’s mother died, followed by his brother Frank in September 1954. During this period Beckett wrote his second play, En Attendant Godot (Waiting for Godot): on a spare stage two characters debate the passage of time and the futility of action while waiting for an unknown person who never arrives. It was premiered in Paris in 1953 under the direction of Roger Blin. The play brought Beckett success and security at last. Subsequent plays, Endgame (1957), Krapp’s Last Tape (1958) and Happy Days (1961), explore the ability to endure under hostile circumstances, and the difficulty of self-knowledge. Beckett involved himself increasingly in the production of his work, often directing the plays. He returned to prose with How It Is (1961), a disjointed narrative that explores love, torment and language. These works develop Beckett’s distinctively spare style that strips language to its bare essentials, placing it under stress until form and content fuse. A phrase that Beckett used to describe Joyce’s work becomes just as relevant to his own: ‘form is content, content is form’.

Beckett married his companion Suzanne in a private ceremony in England on 25 March 1961. In 1969 he was awarded the Nobel Prize for Literature ‘for his writing, in which – in new forms for the novel and drama – the destitution of modern man acquires its elevation’. Uncontactable in Tunisia, Beckett retained a low profile, sending his French publisher Jérôme Lindon to Stockholm to accept the award. The secretary of the Swedish academy, Karl Ragnar Gierow, explained how Beckett’s writing ‘rises like a miserere from all mankind, its muffled minor key sounding liberation to the oppressed and comfort to those in need’.

Beckett’s late plays display a minimalism and visuality that strip theatre to the basics of space, sound, bodies and movement. These include Play (1964), Come and Go (1966), Breath (1969), Not I (1973) and Rockaby (1981). His theatre is complemented by plays for radio and television such as All That Fall (1957), Embers (1959) and Eh Joe (1966). His late prose is characterized by a spare and rigorous style, including the evocative The Lost Ones (1970) and the powerful trilogy of short novels Company (1980), Ill Seen Ill Said (1981) and Worstward Ho (1983). Suffering from emphysema, Beckett spent his last years working on translations. His final work, What is the Word? (1988), asks a question that is fundamental to all of Beckett’s writing. A year later, on 17 July, Beckett’s wife Suzanne died. Beckett did not survive her long, dying on 22 December 1989. He is buried in Paris in Montparnasse Cemetery.

Further reading

There are two excellent biographies on Beckett: James Knowlson, Damned to Fame (1997); and Anthony Cronin, Samuel Beckett: The Last Modernist (1999). Jennifer Birkett and Kate Ince, Longman Critical Readers: Samuel Beckett (1999) contains excellent theoretical responses to Beckett’s work, while Lois Oppenheim, Palgrave Advances in Samuel Beckett Studies (2004) contains essays that both review and advance critical approaches to Beckett’s work. See also: Hugh Kenner, Samuel Beckett: A Critical Study (1961); Ludovic Janvier, Beckett par lui-même (1969); A. Alvarez, Beckett (1973); P.J. Murphy (ed.) Critique of Beckett Criticism (1994); R. Begam, Samuel Beckett and the End of Modernity (1996).

DERVAL TUBRIDY

BECKMANN, Max

1884–1950 
German painter

The son of a miller, brought up in Leipzig and Brunswick, Beckmann showed early promise and after three years’ training in Weimar moved to Berlin in 1904, where he exhibited in the Sezession. A series of vast creaking machines brought him fame – The Sinking of the Titanic, The Battle of the Amazons – as well as the doubtful soubriquet of ‘The German Delacroix’. In 1914 he entered the trenches as a medical orderly; within a few months he had suffered a terrible breakdown and by 1916 both his marriage and his career in Berlin as the white hope of the academic cause were broken. Henceforth he would speak in the rougher accents of the outsider. The Night (1918–19) shows him responding to the years of famine and civil war; the meaningless violence of the gang who break into the family, who rape the mother and hang the father. At this point he comes closest to the ‘Neue Sachlichkeit’ of Brecht, the ‘Return to Objectivity’ which reacted against the subjectivity of Expressionism and attempted to harness its emotional force towards social participation. ‘Just now,’ wrote Beckmann in the 1920s, ‘I feel the need to be in the cities among my fellow men. This is where our place is. We must take part in the whole misery that is to come. We must give them a picture of their fate.’

The language of The Night was inherited from the crowded bony scenes of northern altarpieces; from 1925, however, Beckmann and his second wife began to oscillate between Frankfurt and Paris, and his art broadened, taking on something of the monumentality of Léger, the hedonism of Matisse. His themes were now café, party and street, as well as a superb group of self-portraits, aggressive presences often facing us head-on, as in the Self-portrait in Tuxedo (1927). When in 1933 Beckmann was dismissed from his professorship in Frankfurt, he returned to Berlin, where his art entered its decisive phase in Departure, the first of the nine triptychs on which his reputation is centred. In 1937, just before the Degenerate Art campaign began, Beckmann emigrated to Holland; and by 1939 (after a trip to London where he admired Blake’s work and delivered his lecture On My Art) he was in effect a prisoner, cut off in occupied Amsterdam, but completing such masterpieces as Blindrnan’s Buff (1944–5) and his drawings to Goethe’s Faust. When the war ended he was sixty-two; he never returned to Germany but spent his last years teaching in St Louis and New York.

For many artists who have grown up since the 1960s, in reaction against the formal emphasis of the post-war avant-garde, Beckmann has come to seem a central figure. His works are often tangles of myth, allegory and dream with obvious parallels to Hesse and Jung, but Beckmann is less portentous, more astringent. His triptychs have been seen as ‘post-Christian altarpieces’, and in them Beckmann makes explicit his attempt to bring together Nietzsche’s ‘Apollonian’ and ‘Dionysian’. The general scheme of Departure is clear enough; between two panels depicting suffering, the middle opens into a calm sea. The form of the triptych has allowed Beckmann to bring together both the urgent horror of The Night and the sensual pleasures of his Parisian works, and to place them in a dialectical relation. In transcending both Expressionism and Neue Sachlichkeit – the confessional and the societal, fantasy and critique – Beckmann created a visionary synthesis unique in modern times.

Further reading

Beckmann’s lecture On My Art is included in R.L. Herbert (ed.) Modern Artists on Art (1964). Other writings have been published by the Max Beckmann Bund in Munich. For reproductions of his work see: F. Fischer, Max Beckmann (1973); and Max Beckmann, Aquarelle und Zeichnungen (1978). See also: C. Kessler, Max Beckmann’s Triptychs (1970); S. Lackner, Beckmann (1978); Wendy Beckett, Beckmann and the Self (1997).

TIMOTHY HYMAN

BEETON, Samuel and Isabella

(Samuel Orchart BEETON 1831–77; Isabella Mary Mayson BEETON 1836–65) English editor and publisher; English journalist

Illustrated magazines and special interest publications intended for a mass market were a creation of the nineteenth century, and in England no one was more influential in their development than Samuel Beeton. Women’s and juvenile magazines of today are still modelled on the Beeton prototypes which were at once the first and best of their sort, and the part-work and branded reference book industries that he pioneered are flourishing. Yet while Samuel Beeton is not remembered, his wife Isabella Beeton is: and mainly for the cooking recipes that she did not originate.

Born in London and apprenticed there in the printing and paper trade, Samuel Beeton was well placed to respond to the needs of the larger reading public that emerged in mid-nineteenth-century Britain as a result of increased levels of literacy. What this public wanted was material that was cheap, entertaining and ‘improving’, consonant with the general belief in self-help, self-improvement, diligence and industry prevalent at the time. In 1852, at the age of twenty-one, Beeton launched the Englishwoman’s Domestic Magazine. Beeton’s intention, as set out in the preface to the first issue, was to provide a periodical which should ‘tend to the improvement of the intellect’, a radical notion in that pre-feminist era. The tone of the publication was challenging and stimulating, the object being to encourage independence and to teach the reader to think for herself. For a monthly cost of 2d women were presented with a wide range of articles which, in addition to the predictable items on cookery, gardening and child care, included more original features such as problem pages, medical articles, coloured fashion plates and free needlework and dressmaking patterns – items that remain a mainstay of women’s magazines to this day. The Englishwoman’s Domestic Magazine also carried serializations of quality fiction, for example Hawthorne’s Scarlet Letter.

In 1855, Beeton launched the Boy’s Own Magazine, the first magazine for boys. Here his aim was to ‘produce pleasure and convey instruction’, and through its deliberately brisk adult style it heralded a general trend in children’s literature away from cloying sentimentality on the one hand and parental exhortation on the other. As well as adventure stories, Boy’s Own featured essays on sporting subjects, on nature, on travel and on biography.

Acting as editor and publisher Beeton was to launch seven magazines in all, the other five being the Boy’s Own Journal (1856), the Boy’s Penny Magazine (1860), Beeton’s Christmas Annual (1860), The Queen (1861) and The Young Englishwoman, (1864) the first magazine for girls.

In 1856 Beeton married Isabella Mary Mayson, who had grown up literally beneath the grandstand at Epsom racecourse, where her stepfather was clerk of the course. Her education had been completed at Heidelberg, to a high standard unusual for Englishwomen at the time, and within a few months of her marriage she was writing on fashion and domestic subjects for the Englishwoman’s Domestic Magazine.

Reference books and encyclopaedias were becoming one of the mainstays of the popular publishing trade, and in the early 1860s Beeton began work on a series of special interest, female and juvenile reference publications that would ultimately amount to more than a hundred titles covering such diverse subjects as cookery, religion, gardening, natural history, letter-writing, the stock market and public speaking. Some of these works were volumes complete in themselves, others were introduced as related part-works which were finally reissued as one comprehensive volume. By far the most successful of these part-works was Beeton’s Book of Household Management, conceived by Sam and compiled by Isabella, first issued in volume form in 1861.

The Book of Household Management was the first genuinely comprehensive digest of all matters domestic, a work which remains unrivalled for accuracy and scope. Although the cookery chapters were largely composed of recipes gathered from a variety of contemporary sources, Isabella devised a style of cookery writing notable for clarity, simplicity of preparation and emphasis on economy and nutrition that has set the standard for cookery books ever since. Among the other subjects dealt with in the Book of Household Management were the duties of the mistress of the household, etiquette, the arrangement of dinner parties, child and infant care, meticulous descriptions of the duties of household servants and even the buying and selling of houses. Today the Book of Household Management provides historians with a unique social document whose range and detail permit an accurate reconstruction of the life of the time. In a contemporary context, it was notable for its appeal to all classes of society. On the one hand it was an invaluable social guide for the nouveaux riches, but for the poorer classes to whom domestic service provided the only opportunity for advancement, the Book of Household Management purposely set out to provide, in its description of household duties, sufficient information to assist the reader to embark on a career in service. Also, in an era of industrial innovation that saw the introduction of canned foods, packet soups, roller-milled flour, gas cookers and refrigeration, the homely and economical strictures contained in the cookery section – spiced with Isabella’s catchphrases ‘clear as you go’ and ‘a place for everything’ – enabled women of all classes to make the best of the new inventions.

Isabella Beeton was typical of the women for whom her husband published his magazines – a woman of feminine aspect but independent mind, who believed that education and a career could only enhance and enrich her traditional role as wife and mother. She died in 1865, at the age of twenty-nine, of puerperal fever following the birth of her fourth child, the first two having died in infancy. A year later Beeton was obliged to work as a salaried employee of a rival firm, after losing his assets in a banking collapse. He continued to produce a stream of reference books, but never recovered from his bereavement and financial reversals. In his last years he turned to publishing radical attacks on the establishment, arguing for such controversial measures as the abdication of Queen Victoria in favour of the Prince of Wales. He died of tuberculosis at the age of forty-six.

Further reading

See: Nancy Spain, Mrs Beeton and Her Husband (1948); H. Montgomery Hyde, Mr and Mrs Beeton (1951); Sarah Freeman, Isabella and Sam (1977); Kathryn Hughes, The Short Life and Long Times of Mrs Isabella Beeton (2005); Nicola Humble, Culinary Pleasures: A History of Britain through its Cookbooks (2005).

KAORI O’CONNOR

BELL, Alexander Graham

1847–1922 
Scottish/US inventor and entrepreneur

As with the television (see John Logie Baird) there was a certain inevitability about the invention of the telephone. Since the middle of the nineteenth century the telegraph had been transmitting information around the world: famously, the Times correspondent W.H. Russell sent dispatches from the Crimean War of 1853–6 by wire to London. A next step was to transmit the human voice itself, not just electronically encrypted words. It was Alexander Graham Bell who won the inventors’ race, but only by two hours: the interval between his applying for a patent to the US Patent Office, on 14 February 1876, and his closest rival, Elisha Gray, doing the same. Subsequently it emerged that an Italian, Antonio Meucci, had successfully demonstrated a telephone at the Havana Club in Cuba as early as 1849. Meucci, however, was too impoverished to apply for a patent, and had to wait until 2002 before the US Congress passed a resolution affirming his priority – a posthumous victory resented, and sometimes contested, by Bell’s latterday champions.

Bell himself had well-honed business instincts as well as the financial backing of his about-to-be father-in-law, whose deaf daughter Mabel Hubbard he married shortly after his patent was granted (on 7 March 1876). In a bid to improve his own invention he bribed a patents officer to divulge the details of Gray’s application, leading to just one of several hundred lawsuits Bell became embroiled in. But in 1893 no less an authority than the US Supreme Court gave judgment in Bell’s favour in a patent hearing, and thereafter Bell just was the creator of what became the world’s most popular means of communication between individuals separated by distances great and small.

That Bell’s wife was deaf fitted his background. His father, Alexander Melville Bell, was an educationalist who developed a sign system called ‘Visible Speech’ to help deaf-mutes acquire spoken language skills. The younger Bell, born in Edinburgh, taught elocution at the Weston House Academy in Elgin as a sixteen-year-old, before becoming an instructor at Somersetshire College in Bath and spending a year at Edinburgh University. But in 1870 the family, decimated by tuberculosis, moved to Canada, where Bell helped his father set up a Visible Speech centre in Montreal. Then in 1872 Bell transferred to Boston in the United States. A year later he was appointed Professor of Vocal Physiology and Elocution at Boston University. Mabel was one of his students.

Bell worked on telephony at Boston from 1874 onwards. The significant breakthrough came on 10 March 1876, almost a month after he had applied for his patent. Having set up a transmitter and two receivers, Bell heard his assistant, Thomas Watson, shuffling about in an adjoining room when the transmitter was switched off. The magnetic coils inside the receivers turned out to be two-way: not only did they convert electric current into speech, but they converted sound into electric current. At once Bell spoke the celebrated message: ‘Mr Watson, come here: I want you.’ Watson responded, and telephonic communication as a public utility was launched. In 1877 Bell founded the Bell Telephone Company, which after a series of mergers became AT&T (American Telephone and Telegraph Company), and which in time provided Bell with a personal fortune.

Bell worked on many other projects, though with varying success. In 1880 he patented the photophone, that used light beams to transmit non-visual data. The following year, he urgently devised the first metal detector, known as an ‘induction balance’, after an assassin’s bullet lodged in the body of President James Garfield. Bell reckoned without the metal frame of the Garfield’s bed, however, and the president did not survive. In the same year he designed a metal vacuum jacket, a forerunner of the iron lung, after a son died of respiratory disorders. From 1886, acquiring an estate on Cape Breton Island off Nova Scotia (Canada), he spent several years experimenting with sheep, wrongly believing that a ewe’s fertility is proportionate to the number of her teats. In league with Thomas Edison, he invented the wax recording cylinder, fundamental to the phonograph. Then, from around 1895, his interest switched to aeronautics. Although it was the Wright brothers who, in 1903, staged the first manned flight, in 1907 Bell established an Aerial Experiment Association. Among his contributions to aviation were a tricycle undercarriage, and the aileron, an adjustable wing section that acts as a stabilizer during flight. Finally, in 1919, with Casey Baldwin, Bell produced a hydrofoil that attained a water-speed of just over 70 mph – a record not broken for many years.

Bell was far more than an inventor who struck lucky. Like other Victorian entrepreneurs he gladly played the part of philanthropist, helping deaf-mutes especially. Simultaneously he exhibited what later generations regarded as a discordant interest in eugenics. In 1921, as honorary president of the Second International Congress of Eugenics, he advocated the compulsory sterilization of ‘defective varieties’ among the human race, including those born deaf or blind. But there was no malice in this. Rather, he was swept along by the tide of Social Darwinism, as were many others, believing that people as well as machines could be perfected and certain types of misery eradicated.

Further reading

See: The Dispositions of Alexander Dispositions of Alexander Graham Bell (1908); Alvin F. Harlow, Old Wires and New Waves (1936); R.U. Bruce, Alexander Graham Bell and the Conquest of Solitude (1973); Naomi Pasachoff, Alexander Graham Bell: Making Connections (1995); Edwin S. Grosvenor, Alexander Graham Bell (1997); Struan Reid, Alexander Graham Bell (2000).

JUSTIN WINTLE

BELLOW, Saul

1915–2005 
US novelist

Born in Quebec, Canada, of Jewish immigrant parents who moved to Chicago when he was nine, Saul Bellow attended Chicago, Northwestern and Wisconsin Universities. He has been acclaimed as an exponent of the Jewish comic story tradition and his characters seen as schlemiels; as a liberal-humanist; and as a follower of the Naturalist tradition, exploring the social forces impinging on the individual. Undoubtedly, all these are influences, plus the example of Existentialist writers, such as Sartre, especially upon his first novel, Dangling Man (1944). In his hands, however, the central theme is not nihilism versus commitment, but the need to recognize one’s continuity with others and one’s era. His protagonists all believe themselves to be privileged to inhabit a sphere of intellectual and spiritual freedom and regard those who occupy roles or defend boundaries with bewilderment, fascination and contempt. The comedy of Bellow’s writing stems from the ironic contrast between their personalities, usually childish, sulky, ingenuous, and their pretensions to the cherished values of the Western intellectual tradition, that is: detachment from self-interest or worldly ambitions, the pursuit of self-knowledge by introspection, and aesthetic contemplation of the products of both nature and culture.

Bellow’s novels raise no significant episte-mological problems and break no new ground stylistically, being first-person narratives shifting between conversation, narration, journal or letter-writing and inner monologue. It is the juxtaposition of these varying perspectives which reveals the persona of the narrator, his defences and pretences. Usually the protagonists confront not only the conventional but also ‘reality-instructors’, people whose beliefs or behaviour point to those areas forbidden to common sense and rational scepticism. Thus, Allbee in The Victim (1947) confronts Leventhal with the consequences, albeit unintended, of his past actions, by blaming him for his being sacked and made unemployable. This not only challenges Leventhal’s sense of superiority and his innocence, but makes him question the boundaries we normally establish between people and between our motives and our actions. Bellow’s conclusion seems to be that we draw the lines arbitrarily but must take full responsibility for our choice as to where to draw them.

Henderson of Henderson the Rain King (1959), driven by a craving for fulfilment and significance, voyages through a surreal Africa to find a version of himself as saviour, symbol or hero. He wins the title of Rain King with the Wariri, but only slowly realizes what King Dahfu tries to tell him: that, although we choose our roles, we do so totally, for they remake our bodies and our lives. The title carries with it a function and a destiny, to be king and to be slaughtered, and from this fate Henderson flees, but not unchanged by his awareness of the reality of symbols. Similarly, Moses E. Herzog of Herzog (1964) blames his wife, her lover, his producer, the whole twentieth century for the dissatisfactions he feels. He wants to put himself in the position of knowing why our situation is as it is, but such a contemplative, detached awareness, brilliant though it may be, cannot solve the problems of how to act, as he finds out when he tries to murder his wife’s lover. Again, the gulf to be bridged is that between ideas and their embodiment, for in isolation the mind breeds only the delusions of pride, megalomania and embittered impatience.

While Herzog’s answers centred around Romanticism and Existentialism, Sammler of Mr Sammler’s Planet (1970) has the rational humanism and elitism of H.G. Wells and the Bloomsbury Group. Against his experience of Auschwitz or New York in the 1960s such a perspective can only act as a defence until he can be drawn to see the same valuable human reasoning powers operating through the seemingly irrational modes of aggression, display, sexuality and even obsession and impulsiveness. The lesson here is that each intellectual or rational mode of thought must be seen as part of a historical and cultural setting rather than some timeless Platonic realm. Charley Citrine of Humboldt’s Gift (1975) takes up this train of thought for, as a dramatist, he is offended by Humboldt’s fascination with money, politics, power and historical trends, preferring the serene world of Steinerian spirituality. However, it is Humboldt, with all his quirks and failings, who provides the inspiration for Citrine’s art, and he is eventually forced to accept the common origins between art and history.

Bellow won the Nobel Prize for Literature in 1976, yet seems not to have been overwhelmed by the honour. His later novels, beginning with The Dean’s December (1982) – a portrait of a deracinated Chicago academic (Albert Corde) briefly set loose in still communist Romania – are increasingly characterized by authorial misanthropy. As the arteries hardened his defence of traditional Christo-Judaic humanism found expression in attacks on feminism, postmodernism and the ‘politically correct’. In 1987 he caused controversy by asking, in a preface to his friend Allan Bloom’s account of The Closing of the American Mind, ‘Where is the Tolstoy of the Zulus?’ He also became progressively disillusioned with Chicago itself, the city that forms the backdrop of most of his best work, and where he had pursued his other incarnation as an academic. Eventually, in 1993, he upped sticks and transferred to Boston University, accompanied by his fifth wife and former seminar student, Janis Friedman.

Besides the novels, Bellow wrote short stories and two plays. As one of the greatest mid to late twentieth-century American novelists, his consistent thrust was against the atomic individualism of most Western sociological and psychological thought, and to assert the continuity between mind and body, individuals and their forms of expression, whether social, aesthetic or intellectual, and between people themselves, sharing a common condition.

Further reading

Other works include: The Victim (1947); The Adventures of Augie March (1953); Seize the Day (1956); The Last Analysis (1965), a play; To Jerusalem and Back: A Personal Account (1976); More Die of Heartbreak (1986); Something to Remember Me By: Three Tales (1991); It All Adds Up (essays, 1994); The Actual (1997); Ravelstein (2000); The Collected Stories (2001). See: Marcus Klein, After Alienation (1964); Tony Tanner, Saul Bellow (1965); John J. Clayton, Saul Bellow: In Defense of Man (1968); Malcolm Bradbury, Bellow (1982); J. Braham, A Sort of Columbus: The American Voyages of Bellow’s Fiction (1984); James Atlas, Saul Bellow (2000).

DAVID CORKER (REVISED AND UPDATED BY THE EDITOR)

BENENSON, Peter James Henry Solomon

1921–2005 
British humanitarian

Peter Benenson was a British lawyer from a privileged background who, in 1961, gave birth to the first worldwide people’s movement to expose government injustice – Amnesty International. He started a human rights revolution with what some regarded as ‘one of the larger lunacies of our time’, from which emerged the building blocks of modern civil society.

Amnesty’s symbol of a burning candle surrounded by barbed wire became a brand, instantly recognizable as a symbol of hope and freedom, reproduced on posters, T-shirts and postcards around the world. He said: ‘The candle burns not for us, but for all those whom we failed to rescue from prison, who were shot on the way to prison, who were tortured, who were kidnapped, who “disappeared”.’ The concept of ‘prisoner of conscience’ became firmly locked in the consciousness of the liberal West as Amnesty’s letter and postcard campaigns helped free tens of thousands of such prisoners, including South Africa’s Nelson Mandela and, for a while at least, Burma’s Aung San Suu Kyi.

Benenson was born in London in an age when the United Nations was still to be formed, the grandson of a Russian-Jewish banker. His mother brought him up after his British army colonel father died when he was still young. The poet W.H. Auden tutored him privately before he attended Eton College. He went on to study history at Balliol College, Oxford, then joined the British army, where he worked in the Ministry of Information press office. He stayed on in the army after World War II to study law, leaving to become a practising lawyer. He joined the Labour Party and became a leading member of the Society of Labour Lawyers.

His own social conscience had come to the fore at school, where he launched his first campaign, at the age of sixteen, to help republican orphans during the Spanish Civil War. He even ‘adopted’ a baby himself. Still at Eton College, he next raised the money to bring two young German Jews to Britain. After Eton, he continued in this vein, helping his mother find homes for refugee children arriving in London. Later, as a lawyer, he was to gain an international reputation for human rights work and helped form Justice, an international organization aimed at upholding the rule of law.

Amnesty International was formed in the wake of moral outrage sparked, in late 1960, by a newspaper report on two Portuguese students sentenced to seven years in prison for raising their glasses in a toast to freedom. Within months, Benenson’s ‘Appeal for Amnesty’, a call for action, hit the front page of the Observer newspaper. That common action was to write letters of support for the students. The response was overwhelming as the appeal was reprinted in papers across the world and, in 1961, Amnesty International was formally founded in Luxembourg.

It didn’t always get it right in those early days, and was no stranger to controversy. Amnesty actively courted publicity, while sensitivity to press criticism helped form its guiding principles of impartiality, independence and rigorous accuracy. Benenson actively led the young organization until 1967 when he retired over an internal crisis, but his campaigning spirit never diminished. He founded a society for people with coeliac disease, which he himself suffered from. In the 1980s he became the chair of the Association of Christians Against Torture – he’d converted to Catholicism – and was later involved in helping Romanian orphans.

He returned to an active role in Amnesty in 1980, although he by no means always agreed with its policies. By the time he died in Oxford, aged eighty-three, Amnesty International had become the biggest human rights organization in the world, with around two million members in over 150 countries and territories. It had been awarded consultative status by the UN, the Council of Europe and UNESCO. It had won the Nobel Peace Prize in 1977, the UN Human Rights Prize a year later.

Amnesty’s innovative Secret Policeman’s Ball comedy and music events set the scene for the likes of Live Aid and Live8. However, the beginning of the millennium saw Amnesty fighting to keep its place as market leader. Perhaps it’s the role of the trailblazer to fall behind on the journey once the path has been cleared. Certainly, leaner organizations like Human Rights Watch, formed in 1988 out of earlier incarnations, appear to be catching the spirit of the times more effectively. Amnesty finds itself burdened by bureaucracy and a broadly democratic structure, a plodding dinosaur in need of rapid evolution if it’s to keep up with the fleet of foot now muscling in. Nor is it any longer enough to focus on political and civil rights. Economic rights are now understood to be just as important – rights to food, water and housing – which means the line between human rights organization and development agency has to be renegotiated.

In 2001, Benenson received the Mirror’s Pride of Britain Lifetime Achievement Award. If his achievement was to give the world a conscience and a clear goal, Amnesty’s challenge was now to move the goalposts, change its game. The world has the T-shirt now and the answers aren’t just on a postcard.

Further reading

Other works include: Future of Legal Aid (1957); Persecution, 1961 (1961); Free Press (1961). See: David Winner, Peter Benenson: The Lawyer Who Campaigned for Prisoners of Conscience and Created Amnesty International (1991): Jonathan Power, Like Water on Stone: The Story of Amnesty International (2001); Ann Marie Clark, Diplomacy of Conscience: Amnesty International and Changing Human Rights Norms (2001)

JOAN BIRD

BENJAMIN, Walter

1892–1940 
German literary critic and philosopher

Walter Benjamin, considered by many to be the foremost German literary critic of the first half of the twentieth century, was born in Berlin, the son of a well-to-do Jewish art dealer. A sickly child, he was schooled at a humanistic Gymnasium and then studied philosophy and literature in Freiburg-im-Breisgau as well as in his native city, soon becoming an eloquent student leader. During the First World War he made friends with Gershom Scholem, a young Zionist intellectual with anarchist sympathies who interested him in Judaism and the Kabbala; went to study in Munich, where he met Rilke and read Mallarmé; and, having married a former university friend, eventually settled in Bern and became close to Ernst Bloch, the apologist of Utopian thought. In the early 1920s he made half-hearted attempts to establish himself as a critic and academic. His first major essay, on Goethe’s Elective Affinities, was welcomed by a leading literary figure, Hugo von Hofmannsthal, into his magazine; but his unconventional scholarly work on literary history, The Origin of German Tragic Drama (published in book form in 1928, trans. 1977), was rejected by the University of Frankfurt. In the mid-1920s Benjamin, whose family was impoverished by the German inflation of 1923, had to earn his living as a reviewer and translator (notably of Proust), a literary reporter and scriptwriter for radio. Under the influence of Lukács’s History and Class Consciousness, and encouraged by his Latvian mistress, Asja Lacis, an assistant of Brecht (to whom she introduced Benjamin), he moved towards Marxism. The coming of Nazism drove him into exile and put an end to his journalistic activities. Living in Paris, he received a modest scholarship from the Frankfurt Institute for Social Research, then transferred to Columbia University and contributed to its review, the Zeitschrift für Sozialforschung. The invasion of France finally convinced him to try to escape to America through Spain. However, when he reached the border at Port Bou he was refused a pass. Told that he would be delivered to the Gestapo he took his own life. Suicide, he had written previously, was ‘the achievement of modernity in the field of passions’.

A prolific writer, Benjamin was pre-eminently a master of the essay form. His lucid German brought literary criticism to an unheard-of level of thoughtfulness; yet the denser it is, the lighter it becomes to the reader. But the originality of his approach as an essayist was constantly energized by a peculiar pathos, a unique mixture of social criticism and historical nostalgia. Although he very much opposed the dominant gloomy aesthetic and philosophical trends of his lifetime, Expressionism and Existentialism, he may be reckoned himself as one of the greatest (if, by then, quite uninfluential) examples of Kulturpessimismus in most of the inter-war period. He had a keen eye for all that which was thwarted, repressed and frustrated in the course of cultural evolution, for ‘the image of history in its rejects’ – the victims of progress.

Of his neo-Kantian training Benjamin retained an outright distrust of philosophical systems. Unlike the neo-Kantians, however, he also questioned every idealistic standpoint. His Bern dissertation, Der Begriff der Kunstkritik in der deutschen Romantik (‘The Concept of Art Criticism in German Romanticism’, 1919), still accepted the Romantic notion of art as a privileged grasp of being, and of criticism as a ‘fulfilment’ of the artwork; but he suspected concepts such as consciousness and self-reflection of postulating an improbable harmony between subject and object, or spiritual intention and historical reality. Therefore, instead of a new idealism, he tried to devise ‘a science of the origin’, a search for truth as ‘the death of intention’. He transposed Goethe’s vision of an Urphänomenon from nature into history, and came to speak of an Urgeschichte, a primeval archetypal history.

At heart, Benjamin’s ideas belong to his Kabbalistic metaphysics of the noun, to his mystical postulate of an uncanny, primeval link between the word and the world (he thought that meaning was communicated ‘in language, not just through it’). Yet only in epochal moments of time does language recover Adam’s godlike power to create by naming. Thus the quest for Urgeschichte proved to be a kind of secularized herme-neutics of the Holy Writ, a laicization of the idea of the Torah (the Jewish Revelation); and Benjamin’s profound respect for language as ontology also explains his life-long love (shared by the otherwise dissimilar Karl Kraus) for quoting. The ideal piece of criticism was in his eyes a mosaic of quotations. Surprisingly, for all its being steeped in medieval theology and mysticism, this essayism of exegesis by montage ended up in remarkable similarity to the techniques of modern art, from Cubism to Surrealism and the film. The masterpiece of the genre was published by Benjamin in 1928, under the title One-Way Street (trans. 1979).

The dismal temper of Benjamin found an altogether congenial subject-matter in the baroque Trauerspiel, or ‘mourning play’, an intensely saturnine brand of poetical drama. He opposes tragedy, grounded in myth, to the Christian sorrow-play, rooted in history experienced as fate. Instead of the tragic hero, who is ethically superior to the gods, the Trauerspiel gives pride of place to the tyrant and the martyr, often merged into the same person. It sings the mortification of the flesh by presenting characters who on their way to damnation desperately cling to the world, with a passionate sense of both carpe diem and memento mori.

Furthermore, baroque drama is the realm of the allegoric, and allegory is the key concept of Benjaminian aesthetics. ‘Allegories are amidst ideas what ruins are amidst things’: hidden signs of the past, which always say something else in regard to what was meant. As such, baroque allegories connote the alienation of intentional meaning, the sad primacy of things over consciousness. The melancholy hero of the Trauerspiel ‘betrays the world for knowledge’, entangled among objects turned enigmatic and hostile to man. Modern allegory, on the other hand, defines itself by its concentration on the inmost aspects of alienation and de-humanization. It is the emblem of the decay of genuine experience. Its birth dates from the poetry of Baudelaire, which first embodied the ‘fencing’ of lyrics against the repressiveness of urban life. But the allegorical is also the pith and marrow of twentieth-century modernism, as in Proust, Kafka or surrealism. The latter was to Benjamin the epitome of the poetics of allegory in our time, a style made up of ‘profane illuminations’, that is to say of arcane epiphanies, at once fascinated by and deeply at odds with urban life within mass society.

Benjamin’s concern with Baudelaire was just a part of a planned Urgeschichte of modernity, centred in Second Empire Paris as ‘the capital of the nineteenth century’. The greater bulk of this unfinished opus magnum is known as the Passagenarbeit, a study of the arcades of Paris, a focus of city life and hence of its most telling ‘phantasmagoriae’, i.e. the social-grounded self-delusions of the bourgeois mind. Benjamin’s image of Haussmann’s Paris is a highly ambivalent one, torn between the protest against modernization and the loving delight in the humane qualities of the only truly walkable big city in the West, the natural home of the flâneur and the bohemian.

However, some six years before his death, and much under the spell of Brecht’s deal-ienation theatre, he came to envisage an aesthetic Utopia starkly unlike the spiritual martyrdom expressed by modern allegories. In the essay ‘The Work of Art in the Age of its Mechanical Reproduction’, the Chaplin-like film is endowed with a liberating effect and entrusted with the task of voicing a healthy total denial of the ‘aura’ of traditional artistic contemplation. Aura is ‘the unique, unrepeatable experience of distance’. Originally a religious attitude, it dominated the enjoyment of art before the age of widespread reproduction, falling into abeyance since then. Yet most of Benjamin’s criticism of modern letters bespeaks a quite different mood: the mood that led him to celebrate (while writing on Kafka) ‘the purity and beauty of a failure’. Then, he reserves his praise for those who silently rise against ‘myth’ (i.e. power as meaning) by making their works into secret codes of revolt.

Further reading

The complete works of Benjamin are being published by Suhrkamp, in Frankfurt, from 1972. English translations include: Charles Baudelaire: A Lyric Poet in the Era of High Capitalism (1973, with excerpts from the Passagenarbeif); and Illuminations (1968). See: Hannah Arendt, Men in Dark Times (1968); Rolf Tiedemann, Studien zur Philosophie W. Benjamins (1965); Bernd Witte, Walter Benjamins – der Intellektuelle als Kritiker (1976); Graeme Gilloch, Myth and Metropolis: Walter Benjamin and the City (1995); Sigrid Weigel and Georgina Paul (eds) Re-reading Walter Benjamin (1996); Esther Leslie, Walter Benjamin: Overpowering Conformism (2000); Gerhard Richter (ed.) Benjamin’s Ghosts: Interventions in Contemporary Literary and Cultural Theory (2002); David S. Ferris, The Cambridge Companion to Walter Benjamin (2004); Peter Osborne (ed.) Walter Benjamin: Critical Evaluations in Cultural Theory (2004). See the volume Aesthetics and Politics (debates between Bloch, Lukács, Brecht, Benjamin and Adorno), ed. Ronald Taylor (1977).

J.G. MERQUIOR

BENNETT, Alan

1934– 
English playwright, actor, director, diarist

Alan Bennett was born in Leeds to working-class parents, whom he has celebrated in his broadcasts and writings with typically wry affection. A brilliant pupil at Leeds Modern School, he won a scholarship to read history at Exeter College, Oxford, briefly becoming a don before achieving national fame as a member of the satirical revue Beyond the Fringe (1960), with Jonathan Miller, Peter Cook and Dudley Moore. Kenneth Tynan asked in the Observer, ‘Can English satire draw blood?’ and this show did. It launched endless imitators and had much to do with the death of deference. It smashed taboos. One provocative line of dialogue asked which was a worse misfortune, to be born Jewish or a member of the working class.

Bennett has mined his northern heritage to create a host of characters on the working/lower-middle-class borderline with hilarious accuracy; in Green Forms (1987) a clerk instructs her junior that if ‘one’ uses a vulgar idiom it is etiquette to say ‘Pardon my French’. In the actors Thora Hird and Patricia Routledge Bennett found the perfect interpreters of the Yorkshire he wished to project. His television series Talking Heads (1988) revived the dramatic monologue: each comes to a bizarre or shocking conclusion. Among the most poignant is ‘Soldiering On’, in which a plucky widow eventually sees that her son is a ‘wrong ‘un’ who has embezzled her inheritance. In Telling Tales (2000) Bennett wrote and himself performed ten autobiographical monologues, which made him a household name. The combination of polished delivery, provincial vowels, unaffected charm and a tender but unsentimental look at his beginnings caught the wider public’s attention. His collection of diary entries, essays and reviews, Writing Home (1994), was a best-seller.

Forty Years On (1968), exploring the collapsing ethos of an English public school, was his first play to be staged. Bennett, then in his early thirties, casts a beady eye on traditional histories. Getting On (1971) features a disgruntled member of parliament with an Osbornesque invective. The Old Country (1977) and An Englishman Abroad (1983) dealt with the aftermath in Moscow of the spy Guy Burgess’s 1953 defection. A Question of Attribution (1988) was about the treachery of another closet communist, Sir Anthony Blunt, the art historian. Kafka’s Dick (1986) was about academic linguistics. Bennett’s adaptation of Kenneth Grahame’s children’s classic The Wind in the Willows (1990) and The Madness of George III (1991) were hugely successful on both stage and screen, the latter film, starring Nigel Hawthorne, bringing Bennett an international reputation.

His sharp eye for pretence, falsity or cruelty has made him much loved as an entertainer, but his vision is far from cosy. His masterpiece perhaps is Habeas Corpus (1973), a rhyming farce about life, lust and body-snatching in the public health service which is an updated dance of death, a witty memento mori. The Clothes They Stood Up In, first published as a long short story in the London Review of Books in 1996, is, as so often in his work, about a death in hospital. Mortality, of which physical frailty is both symptom and emblem, is a constant theme. Yet despite the publication of his diaries and their apparent frankness, Bennett carefully controls which aspects to reveal. His views on sex and religion he keeps to himself.

Bennett famously allowed a derelict spinster of filthy habits to park her van in the driveway to his house in Camden Town and to impose on his generosity in endless ways over many years. In the introduction to his prose narrative The Lady in the Van (1989) he admits it was hard ‘to do her a good turn without some thoughts of strangulation’. But he extracted from her a unique form of retrorent: after her death he turned her into copy for a true story and later a play starring Maggie Smith, which duly became a West End hit.

Further reading

Other works include A Private function (1986) and Prick Up Your Ears (1987); The Laying On of Hands (2000); Untold Stories (2005). See: P. Wolfe, Understanding Alan Bennett (1999).

VALERIE GROSVENOR MYER

BERG, Alban

1885–1935 
Austrian composer

Born in Vienna, Berg began to compose while still a teenager. From 1904 to 1910 he studied composition with Arnold Schoenberg and his earliest published works date from this period of his life. These early works demonstrate the gradual development of Berg’s musical style from the Schumann, Wolf and, occasionally, Debussy-inspired idiom of the Seven Early Songs (1905–8) to the post-Wagnerian Piano Sonata Op. 1 (1907–8) and thence to the highly chromatic expressionism of the Four Songs Op. 2 (1909–10) and the String Quartet Op. 3 (1910).

By the early 1910s Berg’s music, like that of his teacher Schoenberg and of his fellow pupil and life-long friend Anton von Webern, had reached a point at which traditional tonal criteria no longer operated. The disappearance of the tonal relationships upon which the formal designs of eighteenth-and nineteenth-century music had depended inevitably created acute structural problems. For a period both Schoenberg and Webern attempted to overcome these problems by devoting themselves, almost exclusively, to the composition of short pieces, and something of the influence of his two colleagues can be seen in the miniature forms of Berg’s Altenberg Lieder Op. 4 (1912) and the Four Pieces for clarinet and piano Op. 5 (1913). Berg, however, was never really attracted to the miniature as a form of expression. His greatest and most individual achievements lie in his organizing of large-scale structure and the Three Orchestral Pieces Op. 6 (1914–15), which are Mahlerian in both size and emotional atmosphere, are more characteristic of his work.

In May 1914 Berg attended a performance of Büchner’s Woyzeck and immediately began work on an opera based on the play. First performed under Erich Kleiber in Berlin in December 1925, Wozzeck established Berg as one of the foremost composers of his generation. A ‘free’ atonal work, completed before Schoenberg had evolved his twelve-note system, Wozzeck exhibits the intricate, labyrinthine formal design and that fusion of traditional and radical elements that characterize all Berg’s mature music. Each of the three acts of Wozzeck, and each scene within each act, is designed as a self-contained unit based upon a traditional musical form, usually a form associated with ‘absolute’ instrumental music. Thus Act I sc. 4 is a Passacaglia, Act II sc. 1 a strict Sonata form movement, Act II sc. 2 a Fantasia and Fugue and so on. Within this structure operate both a complex leitmotiv system and a variety of intricate, predetermined compositional schemes. In Wozzeck, as in all Berg’s music, the rigorous and highly calculated compositional techniques give rise to a work of overwhelming, and apparently spontaneous, emotional and dramatic effect. With Wozzeck and his subsequent works Berg, alone among the three composers of the so-called ‘Second Viennese School’, achieved critical and popular success, and from 1926 until 1933, when his music was banned in Germany by the Nazi party, he was able to live on his royalties.

In the last song of the Altenberg Lieder and in sections of Wozzeck Berg had employed a twelve-note theme as the basic structural element. A number of twelve-note themes also appear in the Chamber Concerto (1923–5). It was not until 1925, when writing the Lyric Suite for string quartet, however, that Berg deliberately employed (albeit in only a few of the work’s six movements) Schoenberg’s method of composition with twelve notes for the first time.

Berg’s handling of the twelve-note technique differs radically from that of his colleagues. In the music of Schoenberg and Webern the twelve-note row is defined by interval succession; in Berg’s music the note row is assumed to have other characteristics (such as melodic contour and quasi-tonal connotations) which are regarded as being as important as – and, sometimes, more important than – the interval sequence. Thus, for example, Berg frequently employs within a single work a number of different rows which are related through the common harmonic content of their various segments. Similarly, the interval succession may be modified in order to enhance the melodic or tonal relationship between different row forms.

In 1928 Berg began work on an opera based on Frank Wedekind’s two Lulu plays, Erdgeist (1895) and Die Büchse der Pandora (1904). Work on Lulu was interrupted by the composition of the concert aria Der Wein (1929) and the Violin Concerto (1935), and Berg died having completed the opera in short score but without having finished the orchestration of Act III. The first performance of the work as a three-act opera, with the orchestration of Act III completed by Friedrich Cerha, took place in Paris in February 1979.

More complicated even than Wozzeck in its structural design, Lulu combines the vocal forms of the traditional ‘number opera’ with both a large-scale formal plan, in which each of the three acts is dominated by a single self-contained musical form, and an intricate network of musical, dramatic and textual cross-references. The leitmotiv system of the opera affects not only melodic and harmonic elements but is extended in such a way that it embraces twelve-note rows, rhythms, metres, instrumental colours, production details (such as the casting of performers in specific double and triple roles) and almost every other aspect of the work.

At a time when music was undergoing one of the most profound changes in its history Berg seems to have felt the need to assert the relationship between the new musical language that he and his colleagues were evolving and the great eighteenth and nineteenth-century tradition of Austro-German music. His natural lyricism, his traditional conception of thematic structure and development, his feeling for large-scale theatrical and dramatic gesture and the intense emotional atmosphere of his music all look back to the world of the late Romantics and the Mahlerian symphonic tradition. For many years Berg’s critical standing rested upon the response to these apparently traditional elements and, consequently, fluctuated wildly as critical fashions changed. Thus, for example, the fact that Berg’s twelve-note works employed note rows designed to give rise to melodic and harmonic formations reminiscent of those of tonal music was initially hailed by many commentators as an indication of Berg’s ‘innate musicality’ and his lack of dogma; the same features were subsequently condemned by composers such as Boulez as indicating Berg’s failure to understand, or at least his refusal to accept, the true structural implications of the twelve-note method.

It is now possible to appreciate that Berg’s attitude to the procedures and designs of earlier music was far more ambivalent than is generally recognized and that, alongside its more obviously traditional aspects, Berg’s music demonstrates a number of radical, and, indeed, revolutionary, features. While some of these features – such as his almost obsessional interest in palindromic and other complicated symmetrical structures – seem to have had a deeply personal significance, many are peculiarly relevant to more recent musical developments. Thus one can find in Berg’s music constructive note rows some ten years before Schoenberg developed the twelve-note system, symmetrical arch-forms which predate those of Bartók, systematically applied rhythmic and durational patterns of a kind later associated with Messiaen, metric modulations (Elliott Carter), schematic metronome marks (Stockhausen), superimposed tempi (Stockhausen and Ligeti) and the use of elaborate numerological and other precompositional determinants that look forward to the work of Peter Maxwell Davies and many other contemporary composers.

Further reading

Other works include: eighteen works (although over eighty early songs remain, as yet, unpublished), the most important of which are mentioned above. All Berg’s music is published by Universal Edition. About Berg: H.F. Redlich, Alban Berg (1957); W. Reich, Alban Berg (1957); Mosco Carner, Alban Berg (1975); and Douglas Jarman, The Music of Alban Berg (1979); G. Perle, The Operas of Alban Berg (1980–1985); A. Pople, The Cambridge Companion to Berg (1997). See also: George Perle, Serial Composition and Atonality (1962); and Alban Berg: Letters to His Wife, edited and translated by Bernard Grün (1971).

DOUGLAS JARMAN

BERGMAN, Ernest Ingmar

1918– 
Swedish film, theatre and television director

Ingmar Bergman was the son of a Lutheran clergyman and all his work is marked far more by spiritual anguish than by social or political concern. As a child he was fascinated by the mysterious imaginary worlds opened up by his magic lantern and toy theatre, and later he left the University of Stockholm without completing his degree to become a theatre director, first in Halsingborg, then in Gothenburg.

His work in the cinema began with the script Frenzy in 1944 and he made his debut as a film director with Crisis, released in 1946. In these early films the themes of youthful despair and impotent revolt are already apparent. Bergman has always been a prolific director and he had made nine feature films and scripted five others by the time his first major work, Summer Interlude, appeared in 1951. From the start he shared many of the metaphysical and existentialist concerns of the new writers and artists who emerged in Sweden during the 1940s.

In the early 1950s, while simultaneously working as a stage director in Malmö, Bergman began to attract a wider audience with films like Summer with Monica (1952) and Sawdust and Tinsel (1953). The contrast of these two works – the first a simple, directly told story of a short-lived love affair, the second a complex intermixing of a circus troupe’s hopes, inadequacies and humiliations shot in a totally expressionist style – points to the breadth and versatility of Bergman’s style at this period. His international career began with the award-winning Smiles of a Summer Night (1955), an uncharacteristically light work, reminiscent of Jean Renoir’s La Règie du jeu, which remains his most satisfying comedy. This opened the way to an uneven period of intense creativity, marked by a number of striking and ambitious works of which The Seventh Seal (1956), with its portentous symbolism, and the complexly structured Wild Strawberries (1957) are perhaps the most successful.

In 1961 he embarked on what was to become a major trilogy – Through a Glass Darkly (1961), Winter Light (1962), The Silence (1963) – which gave fresh expression to the themes of solitude, suffering, religious doubt and anxiety which had haunted his work up to this point. Bergman’s developing relationships with his players have always been crucial to his work and, in both theatre and film, he has constantly used the same small group of performers in leading roles. In the 1950s and early 1960s his style continually changed so as to capture the specific qualities of his actors, Gunnar Bjornstrand and Max von Sydow, and, more especially, his actresses: Harriet Anderson, Eva Dahl-beck, Bibi Andersson and Ingrid Thulin. From 1963 to 1966 he deepened his theatrical involvement by taking on the post of head of the Royal Dramatic Theatre in Stockholm. Then, with Persona in 1966, he began a deeply personal exploration of the problems of human communication which, through Hour of the Wolf (1966), The Shame (1967) and A Passion (1969) to Cries and Whispers (1972), featured the Norwegian-born actress Liv Ullman.

Subsequently Bergman turned away to some extent from the mainstream of Swedish cinema – a departure hastened by allegations of tax fraud that encouraged him to move to Munich. Although the allegations proved false, he remained in Germany, where much of his energy was channelled into theatre direction, as well as scriptwriting for other directors. The Magic Flute (1974) is a film version of his own production of the Mozart opera. Equally, he turned towards television. Scenes from a Marriage (1973) and Face to Face (1975) both began life as television dramas, before being re-edited for the cinema. Four German-made features – The Serpent’s Egg (1977), Autumn Sonata (1978), From the Life of the Marionettes (1980) and After Practice (1982) – preceded what Bergman declared would be his last film, the explicitly autobiographical and uncharacteristically tender Fanny and Alexander (1982), which won him an Academy Award for the Best Foreign Language Film. This was followed by further television dramas, including Karen’s Face (1986), In The Presence of a Clown (1997) and Saraband (2003), which in its film version won widespread critical acclaim.

Bergman’s earlier career particularly has been amongst the most significant in modern European cinema. Until the 1970s he resisted the lure of international co-production and rooted his work firmly in the context of Swedish life and culture. In the 1950s and 1960s he established the concept of the filmmaker as a self-conscious artist in quite a new way for a whole generation of critics and film directors. Unsurprisingly, he has been consistently hailed as one of cinema’s premier auteurs. His work has always been deeply personal – reflecting the joys and contradictions of an emotional life marked by no fewer than six marriages. In the 1960s and early 1970s he pioneered a form of intensely, even painfully, direct expression of these themes in a pared-down, brilliantly controlled yet innovative style which confirmed his status as a filmmaker of the very first rank. That Bergman himself has said he is no longer able to watch the films that established his international reputation is testament of their rare capacity to disturb their audiences at the deepest psychological level.

Further reading

Bergman’s other films are: It Rains on Our Love (1946); A Ship to India (1947); Night is My Future (1948); Port of Call (1948); Prison/The Devil’s Wanton (1949); Thirst (1949); To Joy (1950); This Can’t Happen Here (1950); Waiting Women (1952); A Lesson in Lov (1954); Journey into Autumn (1955); So Close to Life (1958); The Face/The Magician (1958); The Virgin Spring (1960); The Devil’s Eye (1960); Now About These Women (1964); one episode in Stimulantia (8); The Rite (1969); Faro Document (1970); The Touch (1970). See also: Bergman on Bergman (1973); Jörn Donner, The Personal Vision of Ingmar Bergman (1964); Robin Wood, Ingmar Bergman (1969); John Simon, Ingmar Bergman Directs (1972); Stuart M. Kaminsky (ed.) Ingmar Bergman: Essays in Criticism; and Ingmar Bergman, Images: My Life in Film, trans. Marianne Ruuth (1994).

ROY ARMES (REVISED AND UPDATED BY THE EDITOR)

BERGSON, Henri Louis

1859–1941 
French philosopher

Bergson was born in Paris, the second son of a gifted Polish-Jewish musician. Although his mother was English, and although he spoke English fluently, his education and the whole of his career took place in France. In 1878 he was admitted to the École Normale Supérieure to study philosophy, and returned there as a lecturer in 1897 before being appointed Professor of Greek and Latin Philosophy at the Collège de France in 1900 – a post he retained until ill-health forced him to retire in 1924. After the First World War, during which he served on diplomatic missions to Spain and the USA, he was appointed chairman of the League of Nations Committee on International Co-operation. In 1928 he was awarded the Nobel Prize for Literature. Although towards the end of his life his thought became increasingly religious in a Catholic direction, when the Second World War broke out he chose not to dissociate himself from his co-religionists and declined exemption from the Nazi Jewish laws. He died in Paris during the darkest hour of the German occupation.

While Bergson described his early thinking as ‘wholly imbued’ with purely mechanistic theories of change, largely derived from a reading of Herbert Spencer, the philosophy of his maturity represents a complete break with the scientific materialism and determinism which prevailed in his youth. Although he did not set out to build a new system of the universe, his treatment of a number of philosophical problems amounted, in the end, to a more or less comprehensive world-view. The most important of these problems were the nature of time and freedom, mind, memory and matter, evolution and morality.

Of these, Bergson insisted that the understanding of time was the key. His first major work, Time and Free Will (Essai sur les donnees immediates de la conscience, 1889, trans. 1910), revealed a sceptical attitude towards the primacy of the intellect as a mode of understanding reality. Our immediate awareness is one of existing in time and space, but time as we perceive it internally, and not as measured by a clock. What he calls real time, or duration, is personal, not abstract; qualitative, not quantitative. States of mind or consciousness are not separated in space like external objects, but merge and interpenetrate. Clock time, though needful for our practical, external purposes, is but a symbolic abstraction borrowed from spatial measurement, and, by analysing that which flows into discrete instants, is false to reality.

From this distinction between time and duration flows another between intellect and intuition. Just as duration is grasped not by the analysing intellect but by a direct awareness of the inner self freed from the tyranny of abstraction, so intuition is the apprehension of reality as change and flow. There are no substances to which change happens; simply, reality is becoming. Intuition is the mode of the internal self, intellect the mode of the external and superficial self. And from this view of reality stems Bergson’s notion of freedom. Once we cease regarding ‘character’, ‘feelings’ and ‘motives’ deterministi-cally, as blocks or entities exerting influence on succeeding separate blocks, the actions which are expressive of the whole personality are undetermined and free. While he does not dispute that some actions are mere responses to physical and social conditions, he says that in order to be free we should pay heed to the inner self, and not to the world of action and convention. To define this freedom further, however, would be impossible without resorting to falsifying analysis.

In his next work, Matter and Memory (Matière et mémoire, 1896, trans. 1911), Bergson considers the relation between mind and body. While the brain is an organ of the material body, esprit (mind or spirit) is not. This distinction is abetted by the identification of two kinds of memory: habit-memory and pure memory. Habit-memory, exemplified by rote learning, is a form of physical action which depends on the brain, and can thus be impaired. Pure memory, or the persisting, integral retention of past experience, is nonfunctional, independent of the brain, and cannot be destroyed. The past is always present to this psychical state, and the brain filters these riches when actions are performed. Pathological conditions of the brain may impede memory’s outward expression, but cannot destroy it.

The book of Bergson’s that most captured the public’s imagination was Creative Evolution (LéÉvolution creatrice, 1907, trans. 1911). Again attacking scientific materialism, he seeks alternatives to both the mechanistic and tele-ological views of evolution. Here his dualism operates between matter and life. In evolutionary change he identifies a creative, organizing, self-realizing aspect which is analogous to the creative aspect of the human mind as we experience it intuitively. Just as the mind is free to initiate novelty, so life is a creative drive towards novel forms, and not the random response to existing forms recognized by Darwin and Spencer. Living beings, individually as well as collectively within their species, transcend mere adaptation to their environment and develop forms expressive of their own individuality. Life requires matter in order to manifest its existence, and in living forms there is an ‘élan vital’ or impulse towards perfectibility. However, that there is no final term in this process Bergson illustrates through his comparison of evolution with an exploding shell whose fragments in turn explode.

All this was apprehended by the intuition rather than comprehended by the intellect. Since the life impulse was constantly creative, Bergson did not posit a creator. However, in a much later work, Two Sources of Morality and Religion (Les Deux Sources de la morale et de la religion, 1932, trans. 1935), he did discuss the universe as being the visible and tangible aspect of a divine need to love. Once again a dualism between the static and the dynamic is discerned, and is used to distinguish between two forms of morality and two forms of religion. Static morality is a mechanical obedience to rules, while dynamic morality is aspirational, relating man to mankind and not just to the closed society of his tribe. Similarly static religion responds to ritual, while dynamic religion is essentially mystical.

Since the 1920s Bergson’s vitalistic doctrines have found scant shelter within any major philosophical movement, either in Europe or in the English-speaking world. While they were overshadowed by the rise of phenomenology and existentialism, they were directly antithetical to the tenets of logical positivism, and of no interest to the school of linguistic philosophy nurtured by Wittgenstein. It has been argued that there is a link between his anti-determinist assertion of man’s fundamental freedom and the personal, creative aspect of moral choice that Sartre and others relate to the notion of authenticity, but the link is at best tenuous. In retrospect the reputation he enjoyed seems almost inexplicable. And yet it is evidenced not only in the work of Santayana and A.N. Whitehead, but far outside the limits of philosophy proper as well: in the work of Gertrude Stein, for example, or Shaw’s ‘Life Force’ as exemplified in Man and Superman and Back to Methuselah. In France Bergsonism entered literature through the Catholic poet and mystic Charles Péguy, and to a lesser extent in the work of Valéry and Proust. Some explanation may be found in his prose, which was largely free of technicalities, and, though often rhetorical, is still dazzling in its illustrative imagery. For those intimidated by the harshness of scientific materialism he provided a sense of optimism, even exaltation. If his philosophy led Bergson himself towards belief, it had the power to lead others with him.

Further reading

Other works include: Laughter: An Essay on the Meaning of the Comic (Le Rire, 1900, trans. 1910); An Introduction to Metaphysics (Introduction a la metaphysique, 1903, trans. 1912). See also: Bertrand Russell, The Philosophy of Bergson (1914); F.C. Coppleston, Bergson and Morality (Proceedings of the British Academy, Vol. 41, 1955); F. Meyer, La Pensee de Bergson (4th edn, 1964); A.E. Pilkington, Bergson and His Influence: A Reassessment (1976); A.R. Lacey, Bergson (1989).

ALAN HAGGER

BERIO, Luciano

1925–2003 
Italian composer

Born in Oneglia, a small port on the Ligurian coast, Luciano Berio was of that generation of Italian artists and intellectuals who emerged from apprenticeship – served in Berio’s case with his choirmaster father, with Ghedini at the Milan Conservatory, and within Dallapiccola’s composition course at Tanglewood, USA – to confront what they perceived as the cultural vacuum left in the wake of Mussolini’s regime. Their response, typified by the work of Berio’s close associates, the semiotician Umberto Eco and the poet Eduardo Sanguinetti, was an ebullient exploration of the more radical intellectual and technical traditions of European modernism, coupled with a vivid awareness of the ideological contradictions that rapid post-war industrialization had brought in its wake. Although Berio was subsequently to spend substantial periods of time outside Italy, due to teaching commitments in a number of American institutions, notably the Juilliard School in New York (1965–71), and then to his work as head of the electro-acoustic section of Pierre Boulez’s IRC AM in Paris, he never lost the omnivorous cultural curiosity and delight in intellectual adventure characteristic of his background. Although the musical substance of his works rests upon a comparatively conservative vision of musical craftsmanship, evidenced in the meticulous handling of instrumentation and texture learnt from such mentors as Stravinsky, and in a traditional fascination with developing extensive and complex musical statements from parsimonious resources, they also incorporate a wide range of external stimuli – notably structural phonetics, folk song and experimental literature in the Joyce/Pound tradition, but also extending to structural anthropology (Sinfonia, 1968) and fictional phonologies (Visage, 1961).

Berio’s initial engagement with electronic resources allowed him to combine his enthusiasm for innovation with his respect for technique. His involvement with electronic music dates from the 1950s when he took up work with the Italian Radio in Milan. There, with Bruno Maderna, he founded the Studio di Fonologia Musicale, of which he became director in 1956. Although the resultant tape pieces form only a small part of his oeuvre, their influence extends into many of his works for large instrumental and vocal groups, where multiple superimpositions produce internally complex, multi-faceted blocks of sound. Electronic resources were only occasionally used in his works of the mid-1960s and early 1970s, but he subsequently reaffirmed his commitment to the medium through his work on computer-aided techniques at IRCAM, and at his own institute, Tempo Reale, at Florence.

The same ready appreciation for the innovatory potential of a specific medium is apparent in his works involving the human voice. Not only is the vocal performer’s repertoire extended to include all possible forms of emission – a feature which, though shared with composers such as Kagel and Schnebel, is developed to an unprecedented degree of virtuosity in those works written for his long-term collaborator, Cathy Berberian, such as Sequenza III (1965) or Visage – but semantic coherence itself becomes moulded into an extraordinarily rich compositional parameter. This is effected by two principal means. First, the phonetic components of his text are accorded an autonomous status. This possibility was first explored in the tape-piece, Omaggio a Joyce (1958), where Berberian’s reading of a text from Ulysses dissolves into an exploration of its acoustic features, and also appeared briefly, but centrally in Circles (1960). Its most systematic use was in Sequenza III and O King (1967), where articulatory features of the phonetic material – the position of the mouth in producing them – became manipulated as structural features in their own right.

In his works for multiple voices, the resultant ebb and flow of coherent language is compounded by the superimposition of disparate verbal fragments. This technique owes much to his collaboration, in Passaggio (1962) and Laborintus II (1965), with Sanguinetti, of whose multi-layered – indeed multi-lingual -style this is but a logical extension. The extraction and juxtaposition of significant fragments that Sanguinetti applies to Dante in Laborintus II is then applied by Berio to Lévi-Strauss in Sinfonia. The third movement of the latter work also provides a musical analogue to this process, using a wide array of quotations from works by other composers as material for a commentary upon the third movement of Mahler’s Second Symphony.

Musical commentary – upon Berio’s own pre-existent works in all save the above example – is another consistent feature, most clearly seen in his extensive Chemins series. Each of these works takes one of the virtuoso Sequenzas for solo instrument and, preserving it intact, superposes upon it a simultaneous commentary from other instruments. This may conserve the large-scale contours of the work as a frame for a more complex and variegated textural dialogue – as in Chemins I (1965) for harp and orchestra, or Chemins IV (1975) for oboe and strings – or, more radically, may partially submerge the original formal characteristics, leaving the accretions to establish their own structural balance, as in Chemins ll (1967), for viola and chamber ensemble, or the Mahler commentary from Sinfonia. The second movement of this latter work provides a more subtle example, enriching O King (1968) by extending the process of harmonic derivation from a pitch series.

This harmonic commentary upon a recurring linear figuration itself became an important feature of such works as Bewegung (1971), Points on the Curve to Find (1973), Calmo (1974) and Ritorno degli snovidenie (1975) – indeed, it underlines a shift in emphasis within Berio’s work from the linear, rhetorically ‘gestural’ writing of the 1950s and 1960s to a rich, flexible harmonic palette, employed either in rotational or permutational form, as in Bewegung, or the Neruda settings from Coro (1976), or else as a process of slow development, as in the middle section of the Concerto for Two Pianos and Orchestra (1972). This recuperation of harmonic gratification – albeit at the cost of the virulent cutting edge that many of his earlier works possessed – marks a further evolution in his most consistent and perennial preoccupation: an intense and delighted exploration of the sensual impact of his sound materials.

The assurance in handling large-scale musical structures that derived from his exploratory work of the 1970s underpinned the remarkable series of full-length theatrical works that run from La vera storia (1977–81), through Un re in ascolto (1979–84) to Outis (1995–6) and Cronaca del luogo (1998–9). The latter two works in particular constitute the most developed examples of Berio’s distinctive conception of musical dramaturgy. Harmonic structure, coupled with a sophisticated sense of the role of the orchestra in musical theatre, holds together a flow of visual and verbal imagery whose often startling juxtapositions set up dense associational resonances, but owe little or nothing to the narrative traditions of traditional opera.

Further reading

Other works include: Alklujah II (1956–1958); Tempi Concertati (1958/9); Epifanie (1961); Opera (1970); A-ronne (1974); Requies (1983–1985); Formazioni (1986); Canticum Novissimi Testamenti (1989); Notturno (III Quartetto) (1993); Stanze (2003). See: David Osmond-Smith, Berio (1991).

DAVID OSMOND-SMITH

BERKELEY, Busby (William Berkeley ENOS)

1895–1976 
US film director and choreographer

Busby Berkeley was the film director and musical choreographer whose name became synonymous with spectacularly extravagant dance productions seen in such acclaimed films as 42nd Street (1933), Footlight Parade (1933) and Gold Diggers of 1933 (1933). His distinctive choreography fills the screen with elaborately synchronized sequences of chorus-line dancers, to produce a kaleidoscope of moving geometric patterns as the dancers go through their intricate routines. The visual spectacle offered to audiences by Berkeley’s large-scale dance sequences is further enhanced in his films by innovative camerawork – for example, overhead shots and unusually long takes – that departed from the conventional repertoire of fast-paced shot/reverse/shot of much of Hollywood’s early cinema, producing a showcase effect that is his hallmark.

Born in Los Angeles, Berkeley came from a theatrical family: his mother was the actress Gertrude Berkeley, and he made his first stage appearance aged five. As a young man he served in the military, but in 1918 returned to the theatre to become a dance director on Broadway. He was first invited to Hollywood by Sam Goldwyn in 1930, and subsequently secured a seven-year contract with Warner Bros, before moving to MGM. Ill-health and a decline in the popularity of film musicals meant a dip in his fortunes after the Second World War; but a retrospective of his work in the 1960s led to a brief revival of his career and a return to theatre. He died in March 1976, in Palm Springs.

Throughout his Hollywood years Berkeley worked primarily in the musical genre, particularly ‘backstage’ dramas with the narrative focused on the ups and downs of the ‘cast’ itself, and featuring stereotypical characters such as the young ingénue about to get her first big break on Broadway. The storylines were moved forward by fast-paced sassy dialogue, and then gloriously interrupted by Berkeley’s big dance numbers. While the visual impact of these provided an immense level of spectacle and glamour for audiences, in the pattern dancing, sets, costumes and frequent close-ups on the physical beauty of the young dancers, his films also recognized the social issues and concerns of the period in which they were made.

Berkeley’s first major work, 42nd Street, was just such a backstage drama. Set in the Depression, it clearly acknowledges the widespread unemployment that followed the Wall Street crash, through its portrayal of the key characters’ desperate attempts to secure a place in a new show which would not only promote their talent but get them off the breadline. There is an earthy realism in the dialogue and wisecracks which embodies the cynicism prevalent during a time of extreme hardship for many people. However, it is perhaps in the words and choreography of the big finale number for Gold Diggers of 1933, that Berkeley best captured contemporaneous feelings of alienation.

‘Remember My Forgotten Man’ opens on a noir setting with the single featured singer, veteran musical star Joan Blondell, silhouetted under the dim light of a lamppost and dressed in the cheap costume of the streetwalker. In the background a down-and-out man is moved on by a police officer. Berkeley’s visual interpretation, along with Al Dubin’s lyrics and Harry Warren’s composition, resonate strikingly with the sense of exclusion affecting both men and women during the Depression.

The same routine also addressed the fate of soldiers returning from war, only to find themselves socially and economically shunned. Berkeley’s mis-en-scène moves quickly from the street, through multiple images of distraught women awaiting the return of their men, and finally to huge military parades which in true Berkeley style fill the screen with columns of silhouetted marching soldiers and their injured comrades traversing the screen as the song reaches its climax in an epic chorus of voices singing ‘Remember my forgotten man!’

It was perhaps incongruous, even disjunctive, that this sort of social concern, suggesting that America was morally as well as economically bankrupt, should present in a big-budget genre more usually associated with escapist fantasy; and Berkeley and his ilk were memorably parodied by Mel Brooks in his film comedy The Producers (1968), with its own musical show-stopper ‘Springtime with Hitler’. But parody only works where real achievement has gone before. If Busby Berkeley’s work only sometimes transcended the showbiz boundaries set by the studios who employed him, as a spectacularist he was one of Hollywood’s finest.

Further reading

Other ‘Busby Berkeley’ films include: Dames (1934); Lady Be Good (1941); Take Me Out to the Ball Game (1949). See: D. Pike and R. Martin, The Genius of Busby Berkeley (1973); T. Thomas and J. Terry, The Busby Berkeley Book (1973); R. Fumento, 42nd Street (1995); R. Barrios, A Song in the Dark: The Birth of Musical Film (1995).

PAT COOK

BERLIN, Irving

1888–1989 
US popular composer

Irving Berlin was a parable of America and seems to span the vast space between pre-modernity and the late twentieth century. Born in the Russian Pale, he began life as a peasant and ended it the multi-milhonaire Sutton Place recluse, his last, possibly misanthropic years thereby casting something of a Citizen Kane question mark over the entire enterprise, although much earlier, when asked what was Berlin’s place in American music, his fellow-songwriter Jerome Kern supposedly replied, ‘Irving Berlin has no place in American music. He is American music’ Berlin’s family left Russia in 1893 for New York, where the father worked as a cantor and in a kosher abbatoir but died in 1901. Young Israel Baline supported the family by selling newspapers and by leaving it early. He soon by transferring his eye for a headline to his way of selling and later composing a song became, by stages and with little education, street busker, singing waiter, staff lyricist with song publisher Ted Snyder, composer and publisher of his own songs, musical theatre impresario, and theatre and publishing company owner.

Berlin epitomizes Tin Pan Alley, the song-plugging place (a music publishers’ section of New York’s 28th Street) and system of the early twentieth century. He helped bring popular song to the point at which brash topicality and chutzpah would subsume Victorian gentility into an irresistible product that on stage or screen in the American musical proved equal to the full range of bourgeois emotion and topic. ‘White Christmas’, first heard by millions as sung by Bing Crosby in the film Holiday Inn in the second year of America’s Second World War, still ranks as the commercially most popular song of all time; Annie Get Your Gun (1946) as the Broadway musical with the greatest number of hit tunes (including ‘You Can’t Get a Man with a Gun’, ‘There’s No Business like Show Business’, ‘Anything You Can Do’); ‘God Bless America’ (1938) as an unofficial national anthem; ‘Alexander’s Ragtime Band’, not a ragtime song (though Berlin wrote plenty), as the emblem of America’s demotic triumph before, during and after the First World War, its catchiness the perfect embodiment of jazz-age compulsion in rhythm and speech, speech which for Berlin had been solely Yiddish until he was five.

It should not be forgotten that Berlin sang as well as wrote, with a small but unmistakably cantorial voice that helps define the popular address in his songs and represents the shift in emotional sensibility that mass immigration afforded urban entertainment. His army shows, Yip, Yip, Yaphank (1918) and 77m is the Army (1942), had him seen and heard in person on the stage, the little man of ordinary America expressing, unlike Chaplin, not bewilderment but good-humoured conviction. ‘Oh, How I Hate to Get Up in the Morning’ penetrated the private’s mindset; its performance could be started solo and finished by thousands as Berlin toured the camps. Berlin never learnt to read music, played the piano apparently only in F sharp major, and had no musical style as such; yet his melodies, instantly memorable, command harmonic depth, just as his songs overall embody a perfect relationship between their vernacular words, notes and scenarios. ‘Cheek to Cheek’, one of his numbers for Top Hat (1935), perhaps the best of the Fred Astaire and Ginger Rogers films, is as glorious a match for their dancing as is ‘A Couple of Swells’ {Easter Parade, 1948) for the vaudeville precision of Astaire and Judy Garland. Altogether, Berlin was one of the most extraordinary twentieth-century artists.

Further reading

A six-volume selection of Berlin’s songs (1991) is usefully divided into ‘Novelty’, ‘Movie’, ‘Broadway’, ‘Patriotic’, ‘Ballad’ and ‘Ragtime and Early’ volumes. The three volumes of collected early songs (1907–1914) in the Music of the United States of America series (MUSA II, 1994) is as important for the editor Charles Hamm’s masterly introduction as for the texts themselves. Annie Get Your Gun is available in piano/vocal score. Robert Kimball has edited The Complete Lyrics of Irving Berlin (2001). For biographies and critical studies see Laurence Bergreen: As Thousands Cheer: The Life of Irving Berlin (1990), Charles Hamm: Early Berlin: Songs from the Melting Pot (1997), Mary Ellin Barrett: Irving Berlin: A Daughter’s Memoir (1994) and Ian Whitcomb: Irving Berlin and Ragtime America (1988).

STEPHEN BANFIELD

BERLIN, Sir Isiaah

1909–97 
English academic intellectual

Isaiah Berlin was the most famous English academic intellectual of the post-Second World War era, an outstanding lecturer, peerless conversationalist and superlative essayist. His career began in pure philosophy but he became interested in the history of ideas, especially those thinkers who claimed – falsely in his view – to offer a comprehensive view of human purposes. He had a genius for expounding empathetically the plausibility of such thinkers, even those he detested, and for evoking the relationship of character to ideas, but always to expose the danger to freedom and human diversity of all ideologists who claim to have, or to lead towards, a single goal or truth. To Berlin the plurality of human beliefs has to be accepted. Philosophy no more than brute force can resolve conflicts of values. His pluralism was not an uncritical exaltation of variety, still less the postmodern cynicism of ‘anything goes’; rather he articulated the recurrent pain, at times the tragedy, of knowing that whatever values we pursue are always at some cost to other values, and often to other people. To be humane and tolerant and to act honourably we must know both our own limitations and appreciate the almost boundless oddity of others.

He was born in Riga, Latvia, the only child of a prosperous timber merchant. His parents were secular but his grandparents were pious Chabad Hasidim. He grew up speaking Russian and German. The family moved in 1915 from Riga to Andreapol, and on to Petrograd in 1917 of which he had vivid memories. In 1921 his parents left for England. He was put to school at St Paul’s, studying classics but picked up French as well, achieving a greater linguistic range and proficiency than most of his Oxford contemporaries. In 1932 he won a prize fellowship to All Souls, and became a fellow of New College in 1938.

His promise as a philosopher was clear in that he became one of a small circle, convened by J.L. Austin which included A J. Ayer who met to discuss the purest problems of the new analytical philosophy. After the war he hinted with good humour that while this activity was probably important and very exhilarating, it was no longer for him. He had become interested in the history of ideas that either shape historical events or how we perceive them.

Even in his Oxford analytical phase, he had written in 1939 a short, lucid and judicious Karl Marx: His Life and Environment (1939). It was the first remotely objective account of what Marx had actually said, who he was, why he said it, his Hegelian roots and his Jewish ethos. The book was, with austere provocation, only about Marx, ignoring Marxism and international Communism. Berlin’s critique of determinism was already clear and firm, but not laboured. He always had the good manners to enjoy unlikely company and to draw out, not to put down or caricature, interesting people, whether living or dead, whose ideas he thought quite wrong-headed.

He spent the war in New York and then at the British Embassy in Washington sending despatches on American opinion, read and much admired by Churchill. And for a few months at the end of 1945 he was in the embassy at Moscow. There he met semi-clandestinely Boris Pasternak and the great poet Anna Akhmatova, and later wrote a memorable account of their conversations about Russian literature and the condition of writers under Stalin. Akhmatova in her isolation was to attach an exalted, almost a crazed significance, to their meeting: art and intelligence could rise above and annul all political oppression universally. The encounter affected Berlin greatly. To his natural gaiety, literary facility, vanity and pyrotechnic intellectuality was added a deep moral seriousness.

When he returned to Oxford he had reread Tolstoy’s War and Peace and plunged deeply into the Russian novelists, poets and social thinkers of the mid-nineteenth century. ‘Their approach seemed to me essentially moral: they were concerned most deeply with what was responsible for injustice, oppression, falsity in human relations, imprisonment whether by stone walls or conformism – unprotesting submission to man-made yokes – moral blindness, egoism, cruelty, humiliation, servility, poverty, helplessness, despair, on the part of so many.’ So he turned his back on analytical philosophy; but with a mind sharpened by those ultra-intelligent mental exercises, he evoked the dilemmas inherent in great or hitherto obscure but interesting figures in the history of ideas.

His inaugural lecture as Chichele Professor of Social and Political Theory, was on ‘Two Concepts of Liberty’. It has provoked lasting debate on both sides of the Atlantic. Many called it at the time, ‘a classic restatement of English liberalism’. But that was only a half-truth. Few recognised the more pessimistic tones of Russian nineteenth century liberalism, quite different to J.S. Mill’s optimistic rationalism. Its manner became the hallmark of all his writing. He could be and was read by both academics and general intellectuals -he joked against himself that he was ‘a general intellectual, by analogy to “general domestic”; will tackle anything’, for he affably ignored the rigid disciplinary boundaries of English academic life. He combined rhetoric with analytical rigor in an unusual but characteristic way

Essays flowed out and honours flowed in thick and fast. He had twenty-three honorary doctorates and in 1971 came the Order of Merit. He willingly served on numerous time-consuming scholarship, fellowship and award committees in Britain, the USA and Israel, enjoying meeting the rising stars of each generation, asking them searching, interesting questions – and often immediately answering them himself.

His bibliography is confused because he rewrote speeches and essays for different occasions, and published some in different collections with varying titles and some repetition and revision. But basically there are four books: Karl Marx; Four Essays on Liberty (1969), Vico and Herder (1976) and The Magus of the North: J. G. Harmann and the Origins of Modern Irrationalism (1993). However more typical and more important are the seven volumes of his widely ranging essays carefully edited by his friend Henry Hardy – history of ideas, political philosophy, Russian thinkers, studies of contemporaries etcetera.

He loved England as often only émigrés can and he appeared so very English, and it was ‘England’ almost too specifically, he never spoke or wrote of Great Britain or the United Kingdom, and had no interest in Scottish, Welsh or Irish literature. He was aware that the Scottish enlightenment of David Hume and Adam Smith was part of the history of British empiricism, but on neither did he write, nor ever on Edmind Burke. Almost too English, in this sense, but also so naturally cosmopolitan, always introducing forgotten or misunderstood continental figures, especially those who had thought on a continental scale.

The speed and restlessness of his thinking made the essay his métier, not the book, never the monograph. He was brilliantly evocative and empathetic, but much of his writing is dramatic evocation, not explanation. The twists and turns of ‘the crooked timber of humanity’, a phrase of Kant he made his own, were not capable of explanation, in any strict sense, only of understanding. He wrote for intellectuals more than for disciplinary scholars. He evoked the plausibility of ideas and the characters of their protagonists, especially those that threaten freedom. He was a humanist who believed that morally the happiness and dignity of individuals counts more than the pride and power of nations or ethnic groups. He was a Zionist, indeed, but not so much because he was Jewish, but because Jews were persecuted and thus needed, contingently not in principle, the protection of a national home. Yet he had a darker view of human nature than liberals who thought that goodwill and the UN could achieve a peaceful coexistence in the Middle East without paying a heavy price. We cannot live without group identities, hence his interest in Herder and the German romantics; but individuals can and sometimes should take on other identities, or challenge dominant beliefs of their group in the name of freedom.

‘Two Concepts of Liberty’ (first published in Four Essays on Liberty, 1969) distinguished between negative and positive liberty, and argued that to seek to go beyond negative liberty – that is freedom from restraint – into positive liberty – that is freedom as achieving some positive good – is politically dangerous, morally dubious and even logically self-contradictory. Positive liberty is when I feel more free when I know the truth (‘the truth shall set you free’) or am serving a just cause. But all such ‘freedoms’ involve direct restrictions on others, a certainty that their values or views are false – as in Rousseau’s ‘forcing people to be free’. There are often good reasons for restricting freedom but let us recognise, he said, that to do so is not to increase freedom. Freedom is a basic human value, but not the only value. It may be right and just that I should be taxed so that you do not starve; but do not say that either of us is then positively free, otherwise the price of restraining freedom is not even recognised.

If he was a libertarian, it was in the sense that the protection of negative freedom is a necessary condition of any just social order; but it is never a sufficient condition, as the market liberals tried to argue. Like Popper, his views on social policy were pragmatic, though both were misrepresented by socialist critics. ‘Where does he stand?’, some asked scathingly. He stood as definitive critic of single-truth systems of thought and systematic ideologies; but with their threat diminished, some of his finest writings may loose the bite of relevance they once had.

Perhaps more lasting will be his understanding of pluralism, but it is not a comfortable one. He was not a relativist. Some values are universal, like freedom and science; and some value systems threaten or distort both. Nonetheless we live in a world of diverse values, not all of them equally pleasing for good reason, but which we can, with knowledge and empathy, understand; and are then able to build tolerant compromises.

Further reading

Other works include: an anthology of ‘the best of Berlin’ see The Proper Study of Mankind ed. Herny Hardy & Roger Hausheer (1997). Michael Ignatieff, Isaiah Berlin: A Life (1999) is both an intimate and brilliant biography. See also: Alan Ryan ed., The Idea of Freedom: essays in honour of Isaiah Berlin (1979); Ramin Jahanbegloo, Conversations with Isaiah Berlin (1992); John Gray, Isaiah Berlin (1995).

BERNARD CRICK

BERLIOZ, Louis-Hector

1803–69 
French composer

Hector Berlioz was the son of a country doctor from La Côte-St-André, between Lyon and Grenoble. He came to Paris at the age of seventeen to attend medical school and made it his home for the rest of his life. He showed early enthusiasm and aptitude for music, greatly magnified by his encounter with Parisian music, especially opera, and he soon gave up medicine for the less certain career of music; he earned his living at first by singing in a theatre chorus and by giving guitar lessons, later by writing criticism, an occupation which he sustained intensively for over thirty years despite his distaste for it, and by conducting.

His teachers in Paris were Lesueur and Reicha, both individualists from whom he learned much, although his obsessive admiration for Gluck and Spontini, later for Weber and Beethoven, provided the greatest stimulus to composition. He entered the Paris Conservatoire in 1826 and won its coveted Prix de Rome in 1830, the year in which his first masterpiece, the Symphonie fantastique, was composed and first performed. It placed him firmly in the forefront of the French Romantics, the group of writers and artists with whom Berlioz shared some social intimacy and a considerable range of tastes, especially for Shakespeare, Goethe and the new favourites of Romantic fashion: Byron, Scott. Coope and Moore.

There followed a period of nearly two years in Italy, not productive in terms of writing music (he greatly disliked the Italian music that he heard) but useful for the maturing of his style. He returned to Paris in 1832 and in the following year he married Harriet Smithson, the Shakespearian actress who had captivated all Paris in 1827 and had already been the subject of the Symphonie fantastique. His compositions flowed steadily; he gave numerous concerts and wrote proli-fically for the press. He received two government commissions but secured no permanent position in Paris. In 1842 he began a series of concert tours to Belgium, Germany and Austria, and for the next twenty years was frequently abroad, travelling many times to Germany, five times to London and twice to Russia. La Damnation de Faust was composed on one such tour in 1845–6. He gradually became disillusioned and embittered about Paris, preferring to give concerts abroad, and frustrated by the general decline of taste in the later part of his life. Once the élan of Romanticism in the 1830s had passed he was subjected to increasing indifference and hostility. The failure of Ben-venuto Cellini at the Opéra in 1838 discouraged him deeply, as did a similar failure of La Damnation de Faust in 1846, and it was only with great reluctance that he embarked on Les Troyens in 1856, a large-scale Virgilian opera of which only a part was performed in his lifetime. His last years passed in deepening despair, especially after the death of his only son in 1867, and he died in 1869. His Memoirs, compiled over a long period, were published in 1870.

Berlioz was no pianist and his facility on flute and guitar was his only instrumental skill. Yet he studied orchestral technique closely and developed an orchestral style of outstanding versatility and brilliance. He published a treatise on the subject in 1844. He was also prominent as a conductor (on which he also wrote a treatise) and he strongly influenced the later course of orchestral development in the hands of Liszt and Wagner; Liszt was for a long period one of his closest friends. He wrote many songs with piano accompaniment, and the better ones were later orchestrated. Six settings of Gautier, published under the title Les Nuits d’été in 1841, illustrate to perfection his sensitive response to poetic feeling and his personal adaptation of formal procedures for expressive ends. Nearly all his music is orchestral, and he chooses combinations of instruments and voices to serve the needs of each subject, since none of his music is abstract or without some indication of its poetic content. Much of it relates to his favourite literature or to personal experience. The Symphonie fantastique and its sequel Lélio (1831) sprang from two love affairs, with copious reference to other passions, particularly Shakespeare, who provided the source for a dramatic overture on The Tempest (1830), another overture on King Lear (1831), various short pieces for Hamlet (1844), the dramatic symphony Roméo et Juliette (1839) and the comic opera Béatrice et Bénédict (1860–62), based on Much Ado About Nothing. Goethe generated the Eight Scenes from Faust (1829) and its fuller working as La Damnation de Faust (1846), a large-scale concert work with chorus and soloists. From Scott came the overtures Waverley (1827) and Rob Roy (1831); Byron – and his own experience in Italy – inspired Harold en Italie (1834).

The Grande Symphonie funèbre et triomphale (1840) is a ceremonial piece for large military band, relating to the stirring outdoor music of the French Revolution. That same tradition lies behind his choral works for large forces on sacred texts, notably the Grande Messe des morts (Requiem) of 1837 and the Te deum of 1849. A choral work of a quite different kind, though still on a sacred subject, is the trilogy L’Enfance du Christ (1850–4) which treats the story of the Holy Family’s flight from Herod in a devotional yet dramatic manner, as a concert work. Although Berlioz strove most of his life to write operas, it was not in his artistic nature to devote himself wholly to a single genre, as Verdi and Wagner more nearly did. He preferred the mixed genre, with heterogeneous elements overlapping: symphony and concerto in Harold en Italie, symphony and opera in Roméo et Juliette, song and declamation in Lélio. In Benvenuto Cellini (1836) comic and serious opera intermingle, for Cellini, the sculptor-hero, is an artist as well as a swashbuckler. The pope, in this opera, is treated in comic style, and despite revision and revival in later years, its mixed nature never disarmed criticism. In Les Troyens (1856–8), his greatest work and the culmination of all strands in his earlier music, there are moments of symphonic utterance amid the familiar outlines of Romantic grand opera, with its heroics, its ballets and its big choral ensembles. What distinguishes it from the genre is its epic span, in both time and space, its intensity of expression and its classical serenity, qualities which Berlioz was proud to interfuse.

Although his early music was revolutionary in almost every aspect, he soon ceased to take an active interest in contemporary composers and his idolization of Gluck drew all his thoughts back to the past. He believed that music was a highly refined art fit only for cultivated minds, and he deplored the easy facility of many composers whose trivial style won them fortune and respectability. He hated the commercialization of music and the vanity of singers, and he felt that the most advanced music, such as Wagner’s, was drawing the art into a world where he did not wish to follow it.

His views were lucidly expressed in his many articles for the press, sometimes with wearying persistence. But the: pervasive irony is leavened by a sharp streak of humour which makes him one of the wittiest and most stylish of music critics. The human comedy of music making and of Parisian society did not escape him. His views were ardently held and expressed. Central to his attitude to music is his belief in expression, the capacity of music to embody images, ideas and feelings. This ranges from the literalness of programme music to the less easily defined area where the music reflects its text or subject with as much veracity as possible. He regarded it as the composer’s duty to convey the expressive content of his subject, a duty far more pressing than considerations of structure or abstract balance although these were not to be neglected. Personal identification with a subject, and the composer’s integrity, were paramount.

His music belongs to the French tradition stemming from Lully and Rameau and therefore sounds strange to ears expecting a style closer to that of Schumann or Chopin. He admired Mozart but did not imitate him; he was impatient with Bach and Handel and had no taste for quaintly medieval styles which pervade the Romantic movement, and he stood aside from the fashionable historical drama of Hugo and Scribe. His Romanticism is expressed in his assumption that the arts spill over one into another and that imagination can override reality. His attitude to women was generally to bestow on them ideal qualities which they never possessed; he saw vividly in his mind’s eye things which usually, call for stage presentation, hence his fondness for concert works which strike less imaginative listeners as excessively theatrical.

His ideas passed on to Liszt and thence to Wagner, and the Russians found Berlioz’s music a source of inspiration, but in France his influence was negligible: neither Gounod, Bizet, Massenet, Franck, Fauré, Debussy nor Ravel reveal any debt to his music. This in part reflects the personal nature of composition, in Berlioz’s view; style could not be transmitted, only a certain ideal of composition. His music only rarely sounds like either Beethoven or Gluck, even though they were the models he most aspired to emulate. His music was for a long period subject to derision, often on technical grounds, and ignorant criticism. Les Troy ens was not staged in full until 1957, at Covent Garden, and the rediscovery of this work in particular has transformed modern attitudes to his achievement, aided by recordings – a medium well suited to his idiosyncratic blend of the seen and the unseen. He is now accepted without question as the leading French composer of the nineteenth century and as a truly representative figure of French Romanticism.

Further reading

Berlioz’s autobiographical Memoirs should be read in David Cairns’s admirable translation (1969). His letters are currently appearing from Flammarion (three volumes since 1972, three to come), and English readers will find a good selection in Humphrey Searle’s collection (1966). Berlioz’s own compilations of his criticism have been published in scholarly editions by Gründ (Paris, 1968–71); their titles are Les Soirées de l’orchestre, Les Grotesques de la musique and A trovers chants. The first and third are found in English translations under various titles. A large anthology of his writings has been published under the title Cauchemars et passions, ed. Gérard Condé (1981). Adolphe Boschot’s three-volume biography (Paris, 1906–1913), with studies by Jullien (1888) and J.G. Prod’homme (1904), laid the groundwork for later writers. Jacques Barzun, Berlioz and the Romantic Century (2 vols, 1950), places Berlioz in his cultural milieu with great insight and breadth. Brian Primmer, The Berlioz Style (1973), embarks on analysis; Hugh Macdonald, Berlioz: Orchestral Music (1969), introduces the symphonies and overtures. D. Cairns, Berlioz (2 vols, 1989–1999) is an acclaimed biography, as is P. Bloom’s The Life of Berlioz (1998).

HUGH MACDONALD

BERNERS-LEE, (Sir) Timothy

1955– 
English computer scientist

Of all the great inventions, intellectual and practical, of the late twentieth century, perhaps none surpass in general application, speed of adoption or influence on how we can think more than the world wide web. The creator of this medium was Tim (now Sir Tim) Berners-Lee. Born in London, he gained his degree in computer science from the University of Oxford in 1976. His parents were pioneers among computer scientists who had worked on the first commercial computer, the Ferranti mark 1, so computing was in his blood.

While working as a computer scientist for CERN (the European Council of Nuclear Research) in 1989, Berners-Lee suggested a simple way of managing and sharing information using computers and the already familiar internet. His proposal was essentially a form of hypertext, not that dissimilar to a proposal of Gordon Licklader (‘Main-Computer Symbiosis’, 1960), Ted Nelson’s project Xanadu and Gordon Pask’s Entailment Meshes for Knowahles. But Berners-Lee’s proposal differed in four respects: he saw this as free (in the hacker tradition), something that would exist democratically, without charge and between all possible machines; he understood that rather than copying material from one machine to another, material should remain resident on one machine only but be viewable to any others; he realized that access had to be from the user’s end, rather than by being sent; and he was a computer scientist who could construct the code to make it work.

Joined in 1990 by Robert Cailliou, he set about constructing a general-purpose set of computer protocols (hypertext transfer protocols – http) and commands (hypertext mark-up language – html) that could be interpreted into a local version suitable for particular computers (or, more exactly, their operating systems). The outcome, first demonstrated in the 1991 CERN telephone directory, was a way of communicating between individual machines over the internet such that material stored on machines located anywhere on the internet could be woven into any web of interconnections the user wanted. Hence, the world wide web – www: a map stored in Helsinki could be called into position by a document being written in Melbourne, made visible through a virtual window looking from Melbourne into the Helsinki computer.

This singular achievement finally freed the computer from its role of super-calculator that Babbage had envisioned to become the sort of communication enhancer early cyberneti-cians and later visionaries in the entertainment world (especially Steve Jobs at Apple) had begun to imagine. The computer becomes ubiquitous and all-pervasive rather than being a specialist piece of equipment. The (world wide) web became, through accident of timing and excellence of implementation, the standard medium for doing almost everything on the internet. Specialized activities, such as email, remained separate, although they could be handled through the world wide web by web-browser. (The first web-browser, Mosaic, was created by Mark Andreesson in 1993.) With the world wide web, the internet became a public forum, a place in which even under-resourced people could gain access to anything placed there.

Berners-Lee’s achievement in creating the web (recognized by a knighthood, and the first Millennium Technology Prize) is remarkable enough. Its effect can be seen not only in its all-pervasiveness and universality, but in how it has entered our consciousness: the web, in the form Berners-Lee made, has enormously expanded the ways we can conceive the world we find ourselves in.

At the most basic level, the web allows access to a vast quantity of knowables (to use Pask’s term). The democratic basis that allows anyone to publish anything without censorship raises difficult questions concerning how we understand the status of the knowable and its relationship to any world we may wish to describe, at least given how we currently think about it. It has allowed enormous industries to grow where previously censorship restrained them (e.g. notably pornography), which infuriates many and may create a shift in morality some welcome and others resist. It has provided a new way of selling. It allows us to visit many places without going there vicariously. And it encourages us to think quite differently about place, space and time – and such social activities as the practice of friendship. It permits us to access the previously inaccessible (driving the Mars rover) and to become part of a massive global computer that can tackle inconceivable problems through borrowing processors on computers that are resting, distributing tasks among them.

The world wide web also requires us to rethink what it means to be a human who knows others and who knows the world: it is an epistemological conundrum. It has changed how we can think of ourselves. Perhaps its most important aspect is what Berners-Lee has done – and not done – with it. In agreement with CERN, the code that makes the web possible was released to anyone who wanted it: it is, in the best hacker tradition, free. Whereas other major programmers such as Bill Gates have fought to keep possession of their code, Berners-Lee has wanted his to belong to everyone. Nor does he want to determine where the web should go, but to protect its openness and free availability to all. The world wide web consortium (W3C, run out of MIT where Berners-Lee is professor), which he chairs, provides guidelines that arise from how the web is being used and what people propose. This is a framework that allows. The consortium tries to keep the intentions clear and clean. It is not always possible, but the web remains a good and free place that stubbornly resists those such as moralizing politicians and self-appointed evangelists who wish to own or otherwise control it. The web is not just a technology that creates opportunities and questions: it is also an example of a deeply held ethical belief in the value of being human and in making what we can, well.

Further reading

See: Tim Berners-Lee, with Michael Fischetti, Weaving the Web (1999)

RANULPH GLANVILLE

BERNSTEIN, Leonard

1918–90 
US conductor and composer

At the time of his death there was reason to call Bernstein the best-known modern musician, for his crossover success between international maestro, mass music educator and composer of perhaps the most iconic musical ever, West Side Story (1957), was on a unique scale, altogether making for a larger and more sustainable public reach than Paderewski’s popular pianism at one end of the century, a pop idol’s media domination at the other, or the liberal obeisance commanded by conductors and composers such as Toscanini, Karajan and Copland in the middle. Since then, while Bernstein’s name and personality may have faded somewhat – posthumous promotion has been modest – it has been less possible than might have been predicted to say that the achievement was shoddy; if anything, his work begs to be taken more seriously.

Darling of the liberal New York establishment, Bernstein and his conquests make for heady columns of addition. The USA, unlike Britain, has never resented the advantages of the best education that money or talent can procure, and the young man’s success as he made his stormy way through Harvard, the Curtis Institute in Philadelphia, and the hair of several senior conductors (Reiner, Koussevitzky, Mitropoulos and Rodzinski) was not to be doubted, in many ways more that of the nineteenth-century Romantic musician than could have been accommodated in twentieth-century Europe. Appointed assistant conductor of the New York Philharmonic Orchestra at the age of twenty-five, he sprang to fame when he deputized for Bruno Walter at short notice in a broadcast concert in November 1943, and as a conductor never once looked back. The NYPO was his for over a decade, and then for life as ‘laureate conductor’; he was the first American to conduct at La Scala (Medea with Maria Callas), found his spiritual home with the Israel Philharmonic and, most extraordinarily for this unexampled Jewish extrovert, was taken to heart by the Vienna Philharmonic with its anti-Semitic legacy. A brilliant pianist, he could join the ranks of executant virtuosi such as Barenboim and Zukerman, yet this talent remained in service to his role as educator, not just before an international public on television but with academic plausibility when he gave the Charles Eliot Norton lectures at Harvard in 1973, published as The Unanswered Question.

As a composer and, indeed, as public figure it would be too easy to write Bernstein off as facile mouthpiece of the Zeitgeist, as the spoilt celebrity consorting with the Black Panthers in radical chic solidarity, flaunting a chaotic personal lifestyle (probably only the exercise of conducting kept him living as long as he did), holding on to superannuated youth with the hippy sensibility of Mass (1971), and charting a course of existentialist angst through his three symphonies, the Jeremiah (1942), The Age of Anxiety (1949) and the Kaddish (1963), this last posthumously dedicated to John F. Kennedy, with whom Bernstein’s charisma was naturally linked. ‘Kennedy was accident-prone,’ wrote Colin Wilson of the Kaddish, ‘but nothing as bad as this happened to him while he was alive.’ Bernstein certainly lacked taste, but much of his output may seem more, not less, palatable as the manners of his time are overlaid with others and his ongoing concerns are appreciated for the personal odyssey that they undoubtedly were. His work for the musical theatre bears closer scrutiny: the miniature opera Trouble in Tahiti (1951) was much later incorporated into the agonized A Quiet Place (1983), that opera’s title epitomizing something of the quest sensed also in West Side Story, the ballets Fancy Free (1944) and Facsimile (1946), and the superb film score for On the Waterfront (1954). Bernstein’s personal style, eclectic though it was, never falters and indeed develops through these works, for all their instability, a challenging monument to a heroic, sometimes tragic muse. Nor should it be forgotten that he knocked the Broadway tradition into a cocked hat with his musicals, never once prey to the conventions of the 32-bar tune throughout On the Town (1944), Wonderful Town (1952), West Side Story and Candide (1956), any more than to the English choral tradition in the Chichester Psalms (Chichester Cathedral, 1965), yet in both cases satisfying his public with little resistance.

Musicals have never been the same since West Side Story. Whether 1600 Pennsylvania Avenue (1976), a soul-searching history of the USA and its presidency misjudged for the bicentennial, will eventually find its place on the American stage is less easy to predict. It is not currently possible for white Jews to speak for black slaves; Bernstein and his librettist Alan Jay Lerner tried to.

Further reading

Most of Bernstein’s musical works are available in score, the theatre pieces not only in the standard piano/vocal format but, unusually, West Side Story and Candide in full orchestral score (Boosey and Hawkes edition, 1994). The most comprehensive biography is Humphrey Burton, Leonard Bernstein (1994); Joan Peyser, Leonard Bernstein (1987), is more sensationalist. There is not yet an authoritative study of his music. Bernstein’s writings, especially The Joy of Music (1954, expanded 1959) and The Unanswered Question (1976), are important. Many of his recordings are still available.

STEPHEN BANFIELD

BERRYMAN, John

1914–72 
US poet

Born in Oklahoma, Berryman attended Columbia College, New York, and Clare College, Cambridge, and subsequently taught at a number of American universities, including Wayne, Harvard, Princeton and finally Minnesota, where he committed suicide.

‘All the way through my work is a tendency to regard the individual human soul under stress,’ Berryman said. ‘I have tried, therefore, to study two souls in my long poems.’ The souls in question are those of Anne Bradstreet in Homage to Mistress Bradstreet (1956) and the persona ‘Henry’ (a version of the poet himself) in The Dream Songs (1969), first published as 11 Dream Songs (1964) and His Toy, His Dream, His Rest (1968). Homage to Mistress Bradstreet, which the critic Edmund Wilson considered ‘the most distinguished long poem by an American since The Waste Land’ (see T.S. Eliot), is a taut narrative in which the disembodied voice of the poet engages in a drama of temptation and rebellion with the first woman poet of the New World. Much critical commentary has assumed that Berryman tried to recover the personality and community of the historical Anne Bradstreet, and has regretted that he deliberately distorted the historical record, even to the point of calumniating his heroine. While the work is certainly freighted with a great deal of historical information, it must be properly estimated as both a personal lyric and a dramatic subterfuge: as the recapitulation and literary purgation of Berryman’s own experiences of adultery. The poem figures Anne Bradstreet as alienated from her culture and personal relationships and provoked to fulfil herself in an adultery with the poet: it deliberately reinterprets Berryman’s personal liaisons, with all their psychological tensions and distress, as a form of metaphysics.

The essential personalism of the poem is prefigured in Berryman’s Sonnets (1967), a sequence of 115 poems mostly written in 1947 (shortly before the poet began work on the fifty-seven tightly and efficiently structured stanzas of Homage to Mistress Bradstreet), in which Berryman’s procedure may be properly described as being to annex the incidents and responses of his own life to a creative pattern. Since the life and writing unfolded in tandem, the moral scheme of the sonnets (which begins in reciprocal passion and ecstasy and leads on to reproach and remorse) was fortuitous, and not a preconceived plot. While suffering and assessing his own emotions and thoughts, the poet does more than record them as a diarist: he formulates them – fabricating a myth of self-in an arrangement of striking attitudes. Although the sequence is doubtlessly a tour de force, it seems likely to prove a lost leader, both for its strained technique and for chance of circumstances. Homage to Mistress Bradstreet is by so much more successful a poem than Berryman’s Sonnets to the degree in which Berryman directs his attention beyond the random application of self-consciousness to a specific location, a conceptual design and a semi-dramatic use of dialogue.

Composed over a period of thirteen years, The Dream Songs, which is arguably Berryman’s finest achievement, is a formal sequence of 385 poems, each of three six-line stanzas. In spite of its vaunted difficulties of syntax, idiom and allusive density, the poem may be happily read as one long poem, if not strictly an epic, which Berryman once whimsically termed the ‘Tragical History of Henry’. It derives its character from the poet’s habit of studying and treating selectively his life, attitudes, reading and concerns (which centrally include Freud, theology and the concepts of death and dread), as a developing and changing pattern of sometimes dire but often funny complexity. The emergence of whatever structure the poem possesses, which is much mooted by the critics, was dependent on Berryman’s own growing ability to define his relationship to his persona.

Love & Fame (1971), a collection of lyrics, is at first blush more accessibly autobiographical, since it largely deploys anecdotes and reflections of the poet’s earlier life. Although the final section of the book contains a sequence which professes an idiosyncratic belief in God and provides the volume with an ironic structure (since it seems to refute the values of earlier poems), the book as a whole does engage fascinating problems of internal irony as well as moral and idiomatic risks.

While Berryman is often associated with other so-called ‘confessional’ poets such as Robert Lowell and Sylvia Plath, and has accordingly been rather facilely placed within the tradition of what the poet Douglas Dunn has called the ‘crazed exposure of the American ego’, the term ‘confessional’ is singularly inadequate to describe his work, which -even when it draws on the poet’s personal life for subject-matter – is at all times concerned not with expressive outpourings but with composing and crafting works of sustained imagination.

Further reading

Other works include: Delusions, Etc. (1972); Henry’s Fate and Other Poems 1967–1972 (1978); The Freedom of the Poet (1977); and Recovery (1973). See also: J.M. Linebarger, John Berryman (1974); Joel Conarroe, John Berryman: An Introduction to the Poetry (1977); John Haffenden, John Berryman: A Critical Commentary (1980); Paul L. Mariani, Dreamsong: The Life of John Berryman (1990); Richard J. Kelly and Alan K. Lathrop, Recovering Berryman: Essays on a Poet (1993).

JOHN HAFFENDEN

BETJEMAN, (Sir) John

1906–84 
English poet

When Betjeman’s first books appeared in the early 1930s, he was known only to a small group of friends as an admirer of unfashionable architecture and the author of eccentric poems about nonconformist chapels and suburban manners. Twenty-five years later, the publication of his Collected Poems (1958) suddenly made him one of the most popular poets of the century, after which his appointment to the Laureateship in 1972 caused no surprise. Yet he had not changed: simply (in Wordsworth’s phrase) created the taste by which he was relished.

As a poet he was completely opposed to his time. His poems owed nothing to the Pound–Eliot revolution; they rhymed and scanned, and were not obscure. Nor were they about the working class or the unconscious; his subjects were children’s parties, handsome tennis-girls, the arrest of Oscar Wilde and church furnishing, mingled with snatches of autobiography and personal statements about death and lust and remorse, with the occasional flight into farce or fantasy. What made them perplexing was their ambivalence (both funny and serious); what made them memorable was the utter sincerity of their feeling and the precise vivacity of their language.

Betjeman’s lifelong interest was not literature but architecture, but for him architecture meant more than antiquarian detail or even fashions in building; it was the record of how people had lived and behaved, and so was instinct with humanity. From this conviction he made what was really a new kind of poetry that dealt with people in terms of places and places in terms of people: Myfanwy and North Oxford, the Anglican nun and Felixstowe, the elderly Oxford dons and their memories of ‘the long-dead generations coming in from Eights’ are all inseparable vignettes of remarkable human and historical clarity, sometimes (as in ‘The Metropolitan Railway’) reaching a conclusion of extreme poignancy:


Cancer has killed him. Heart is killing her. The trees are down. An Odeon flashes fire Where stood their villa by the murmuring fir.


The other side of this vision is Betjeman’s constant warfare with the present. Poems beginning ‘Come, friendly bombs, and fall on Slough’; ‘We plough the fields and scatter/The poison on the ground’; or ‘I am a young executive. No cuffs than mine are cleaner’ are all arraignments of an age in which insensitivity and greed destroy inherited beauty and proportion. If Betjeman seems at times to take up these attitudes too easily, what he is saying has begun increasingly to be echoed by those concerned with the environment and the quality of our life in it.

Betjeman has long been accepted as a writer of original and amusing light verse who is able at times to touch deeper emotions, but the description hardly does justice to the range of his poetry, that takes in uproarious comedy, delicate pathos and brutal honesty with an equally sure touch. Nor does it make clear his crucial position as an alternative to modernist poetry, who by maintaining the older tradition of direct communication in unambiguous language showed that a vast public still exists for it.

Further reading

Other works include: Betjeman’s Collected Poems (1958) has been revised and enlarged over the years, and contains the main body of his verse. Principal prose works include Ghastly Good Taste (1933, revised 1970), An Oxford University Chest (1938), Collins Guide to English Parish Churches (1958), and a selection of essays, First and Last Loves (1952). Summoned by Bells (1960) is a verse autobiography to the age of twenty-one. Bevis Hillier has written Betjeman’s biography in three distinguished volumes: Young Betjeman (1988), John Betjeman: New Fame, New Love (2002), and Betjeman: The Bonus of Laughter (2004). See also: Margaret L. Stapleton, Sir John Betjeman: A Bibliography of Writings By and About Him (1974); Derek Stanford, Sir John Betjeman: A Study (1961); and P. Taylor-Martin, John Betjeman: His Life and Work (1983).

PHILIP LARKIN

BEUYS, Joseph

1921–86 
German sculptor

Like Warhol, Beuys constructed his own legend as his career took shape. Before the 1960s, therefore, the facts of his life are hotly debated. As promulgated by the artist himself, they can be summarized as follows. At the age of seven he moved from Kleve to Rindern but ran away to join a travelling circus, performing as an escapologist. In the Second World War he served first as a radio operator, then a combat pilot, was injured five times and nearly died in 1943 when his plane crashed in the Crimea and he was rescued in a snowstorm after German search parties had given up hope. Tartars took him to their tents, covered his body in fat and wrapped him in felt. Three years later he returned to Kleve and throughout the 1950s worked on a farm there, in a state of profound mental disturbance caused by the war. After working on a zoological film with the naturalist Heinz Sielmann, he enrolled at the Diisseldorf Academy under Ewald Matare, who passed on to him a commission for a church door for Cologne Cathedral.

In 1961 Beuys was appointed Professor of Monumental Sculpture at the Academy, and between 1962 and 1965 was closely involved with Fluxus, a group of international neo-Dadaists dedicated to collective activity. Gradually his work became more overtly political. Teaching and forming groups was important: the German Student Party (1967), the Organization for Direct Democracy (1970), the Organization for Non-Voters and Free Referendum (1970) and the Free University (1977). In 1972, however, he was sacked from his teaching position. A six-year lawsuit followed. At last Beuys won his case for wrongful dismissal against Johannes Rau, Minister for Science and Research for Northern Westphalia. By the end of the 1970s his political aspirations had intensified; in 1979, the year of his great retrospective at the Guggenheim Museum, New York, Beuys stood for election to the European Community Parliament.

Despite the fiasco at Düsseldorf Beuys’s title of ‘monumental sculptor’ describes his achievement well; the balance between ‘public’ issues and more private ‘artistic’ concerns, maintained for twenty-five years, served to sketch a theory of sculpture as activity, demonstration and social comment, with no sacrifice of aesthetic power. His art arises naturally from the testing of his world view and the fictionalization of incidents in his life. Operating in every conceivable mode, he employs an unsystematic personal mythology – rooted in the folkloristic and scientific strains of German Romantic thought – to redress failure of intuition and spiritual awareness in an era of disintegrating capitalist values. If topics of world importance are tackled, they are dealt with obliquely. A felt-covered piano is devised for pieces composed by thalidomide children. He suggested that the Berlin Wall be raised five centimetres ‘for aesthetic reasons’. Beuys’s technique may resemble a more obviously political version of Duchamp’s ready-mades; he creates a bone radio or an earth telephone, or constructs his Fond series, as batteries which do not work. And, like Duchamp, he rises to levels of precarious, perhaps confused, allegory. Invited to design sets for Iphigenie and Titus Andronicus at the Frankfurt Theatre Festival in 1969, Beuys offered to perform them simultaneously instead. On a stage with chalk diagrams and scores for the performance, Beuys, dressed at first in a white fur coat, recited Iphigenie while behind him a white horse stood on a sheet of iron. Over loudspeakers actors recited a montage of both plays, while Beuys repeated a set of gestures, reading lines and moving away, making flying movements, feeding sugar to the horse, crouching, measuring his head in both hands, making animal noises and spitting margarine into an empty area of the stage. In J Like America and America Likes Me Beuys was blindfolded, flown to New York, taken in an ambulance to the gallery and locked in a cage for a week with a wild coyote, armed only with a felt blanket, a stick and a triangle, gloves and, every day, fifty copies of the Wall Street Journal. The coyote, revered by the Red Indian as a shape-changer, was despised by the White Man and reduced to the level of a trickster. By making friends with the coyote and adopting his way of life temporarily Beuys attempted to make contact with what he regarded as an American trauma. In both Aktionen the physical manifestation meshed with Beuys’s own complex theories -explained more directly by the artist in his Energy Plan for Western Man lectures – yet the visual impact was undiminished. Remembering Iphigenie, wrote the playwright Peter Handke, ‘an excited state of stillness comes over me – it activates me; it is so painfully beautiful that it becomes Utopian, and that means political.’

Even without his physical presence Beuys’s sculpture speaks eloquently of the social significance of the act of its making. Tallow, created for an outdoor site in Münster, resulted from filling a huge useless area in a badly designed concrete underpass. A plywood mould was made and twenty tons of mutton fat – plus a little beef fat for firmness – was melted and poured in. It took three months to cool and was cut into five great sections, like icebergs. Honey-Pump at Documenta 6 in Kassel in 1977 was in action for the hundred days of the Free University. Two ships’ engines pumped two tons of honey through plastic pipes connecting every room in the building. Honey, fat, felt – however unfamiliar his strategies, Beuys’s compulsive repetition of materials, his desire to inject significance into every aspect of the surrounding world – even his clothes – are reminiscent of the story of the airman who returned to life. Beuys became a survival artist, intent on showing others how to go on living.

Further reading

See: G. Adriani, W. Konnertz and K. Thomas, Joseph Beuys (1970); Caroline Tisdall, Joseph Beuys (Solomon R. Guggenheim Museum, 1979); H. Szeeman (ed.) Beuys (exhibition catalogue, 1993).

STUART MORGAN

BEVERIDGE, William (Lord)

1879–1963 
English social reformer, civil servant and author

William Beveridge’s reputation rests principally on an official report published in 1942, Social Insurance and Allied Services, of which he was the sole author. This document, customarily known simply as ‘the Beveridge Report’, set the scene for the introduction of the post-war Welfare State in Britain. Yet he himself disliked the term ‘welfare state’ and tried never to use it; he was not a supporter of the Labour Government which had the main responsibility for its introduction, and the 1942 report was only one of eighteen books and other reports that he produced over a long life.

Beveridge’s energy was phenomenal. His biographer Jose Harris estimates that a full bibliography would extend to one thousand items. But energy was only one aspect of his personality. Harris describes a man who was chronically tactless and autocratic, emotionally constipated until his late marriage, had little interest in general philosophical ideas and was largely unconscious of contradictions in his own intellectual positions.

Harris ascribes these characteristics partly to his upbringing. His parents were absent in India for some of his childhood and he had a conventional education, at a dreadful prep school and Charterhouse. But Beveridge did well at Balliol College Oxford and following its tradition of good works went to the Toynbee Hall settlement as sub-warden. There, he became interested in identifying possible solutions to problems of unemployment. Then, in an important change of direction, he went to a Conservative daily newspaper, the Morning Post, as leader writer, thereby extending his skills and range of interests.

In 1909 the young Winston Churchill, then a Liberal minister at the Board of Trade, called upon him to help set up a system of labour exchanges. His success in that role led him to remain in Whitehall, where he rose rapidly in the wartime civil service to become a permanent secretary at only thirty-nine.

In 1919, in another change of direction, Sidney Webb persuaded him to become director of the London School of Economics. This gave him opportunities to pursue an expanding range of interests. During the 1930s he acted as chairman of the Unemployment Insurance Statutory Committee and developed new ideas about the future of the family and population policies.

At the outbreak of the Second World War Beveridge returned to government but the implacable hostility of Ernest Bevin, the Minister of Labour in the wartime coalition, deprived him of the job he wanted – planning manpower policy. Instead, he had to be content with the inquiry into social insurance. Beveridge brought to this job well-developed views and considerable skills as a social analyst and communicator. Although there was much technical detail in the report he used vivid and direct language, exemplified in the Bunyanesque images of the five giants society should seek to slay: want, disease, ignorance, squalor and idleness.

There was not much that was truly original in the resulting product, but Beveridge’s advocacy of the principle of universalism – citizens standing together in facing the common hazards of life – was rhetorically powerful at time of great national peril. So was his insistence that his report be seen as only one element in a range of necessary reforms – a national health service, full employment, family allowances.

Despite the runaway success of the report Beveridge had his critics, both at the time and subsequently. The cost of his proposals was attacked by the Treasury and was later seen as derailing Britain’s post-war recovery. Feminists objected to his apparent endorsement of a dependent role for women. But at the time, Beveridge won the battle of ideas and went on to produce a second and almost equally influential report, Full Employment in a Free Society (1944).

Beveridge expected to play a substantial role in putting in place the reforms for which he had been such an eloquent advocate. He joined the Liberal Party but was defeated at the 1945 general election, and although he went to House of Lords he was little more than an often critical spectator while welfare state legislation went through parliament. One final report, Voluntary Action (1948), represented an important change in his thinking, modifying his belief in an all-powerful and benevolent state in favour of enlarging the space for voluntary effort and philanthropy.

Beveridge’s thinking was full of contradictions, like the man himself. Originally an Edwardian New Liberal, shaped by his experience in the upper ranks of the civil service, he was then much influenced by Keynesian economics, went ‘half way to Moscow’ but returned to liberal individualism in his last phase. The approach in his famous report was caricatured as Utopian ‘New Jerusalemitis’, but his views were in many respects quintessentially British: pragmatic, cautious, based on consent – revolutionary in rhetoric only.

Further reading

Other works by Beveridge include: Unemployment: A Problem of Industry (1909/1930); Pillars of Security (1943); A Defence of Free Learning (1959); Power and Influence (1959). See: Jose Harris: William Beveridge: A Biography (1977, revised 1997); Karel Williams and John Williams, A Beveridge Reader (1987); Correlli Barnett, The Lost Victory (1995).

NICHOLAS DEAKIN

BIERCE, Ambrose

1842–1914? 
US author and satirist

‘Bitter Bierce’ – in that undoubtedly too abrupt phrase Bierce’s dark misanthropic attacks on human pretension were summarized for his late nineteenth-century readers both in America and abroad. From his literary base in San Francisco, in journalism, stories, verse, essays and fragments (enough in all to make a twelve-volume Collected Works in 1912), his laconic wit – on occasion as trenchant as anything in Swift or Wilde or his Baltimore acolyte H.L. Mencken – took aim against a gallery of targets, among them the glorification of war, the Victorian cult of family life, sentimental popular writing, entrepreneurship and Big Business, patriotism and American fads and enthusiasms of almost every variety. As an idealist soured by his grim personal knowledge of the Civil War and of the crass acquisitive ethos and mediocre politics of Gilded Age America, or as a higher species of wise-cracker whose cryptic humour derives from the frontier tall tale, or as a major American black humorist who can claim kin to Poe, the later Melville, the Twain of Pudd’nhead Wilson and Nathanael West, as well as to popular figures like W.C. Fields and latterly Lenny Bruce and Mort Sahl, he deserves more discerning attention than has been customary in the histories of American literature.

His claims are those of a great sardonic stylist, possibly at times too mannered and fitful, who knew as if by instinct how to expose the politician’s cant or the self-serving rhetoric of the petty moralist. He rarely deployed his talents other than to denounce or deflate, especially genteel moral values, a fierce opinionated satiric intelligence unwilling to let dunces hold sway either in literature or life. At times he was drawn to the eccentric rims of human existence – he had a penchant for the world of the spirit-rappers and ESP – but equally he drew upon striking powers of Gothic invention, a marvellous aptitude for bizarrerie and Poe-like fantasy. If at times the epigrammatic wit is simply too acerbic or Bierce’s style too pared down and wooden (he had an influence on Hemingway), his morbidity, as it was popularly thought, was also, as Clifton Fadiman rightly observed in his Bierce anthology of 1946, ‘exceptionally fertile’, the discomforting idiom of a clear-sighted cynic.

Born in Meigs County, Ohio, but raised mainly in Indiana, of mean-spirited. Puritan farmer stock, after some early newspaper work and a spell at the Kentucky Military Institute in 1859 he enlisted as a Union soldier. A man of genuine individual bravery, he fought and was wounded in a number of frontline engagements and participated in the Battle of Shiloh and Sherman’s Atlanta March to the Sea. On demobilization he went west, first as part of a military expedition into Indian country, then to a post in the US Sub-Treasury in San Francisco. There he began his first serious writing, for small-circulation papers like the Californian, the Golden Era and News Letter, of which he became editor in 1868. In 1871, having published his first stories in the Overland Monthly, he married, and in 1872, on a bequest from his father-in-law, arrived in England setting up house basically in Bristol and Bath, but in London honing with journalists like Tom Hood the literary skills which would make him internationally known within the decade. It was in London, too, that his first three books were published, The Fiend’s Delight (1873), Nuggets and Dust (1873) and the delightfully named Cobwebs from an Empty Skull (1874), all of which served notice of his cryptic flair.

By 1875, unhappy in marriage, he was back in San Francisco, working at the US Mint, but again a frequent contributor to the West Coast journals, especially his celebrated ‘Prattle’ columns which appeared in the Argonaut and across several publications and the pieces which eventually became The Devil’s Dictionary. Typical are his definitions of marriage: ‘The state or condition of a community consisting of a master, a mistress and two slaves, making in all, two’; or of a year: ‘A period of three hundred and sixty-five disappointments’; or of a lawyer: ‘One skilled in circumvention of the law’. From 1881 to 1886, he was editor of the Wasp before, in 1887, agreeing to write for William Randolph Hearst’s San Francisco Examiner. Although he thought Hearst essentially a crook, a robber-baron, he was shrewdly allowed his own journalistic head and in the columns of newspapers whose editorial positions he frequently thought infamous he evolved his measure as a master of invective and the devastating satiric jibe. In 1877 he had issued his book-length hoax on the sexual dangers of dancing the waltz, The Dance of Life, and a literal account of one aspect of frontier gold-prospecting, Map of the Black Hills Region. But it was in the 1890s, an era which also was enjoying Mark Twain, Bret Harte and a ‘Western’ school of writing, that Bierce began publishing the books on which his fame has since largely come to rest: The Monk and the Hangman’s Daughter (1891), a collaborative volume which landed him in litigation; In the Midst of Life: Stories of Soldiers and Civilians (1892), his view of the Civil War as cauchemar, bleak, hysterical human madness, and which contains exceptional stories like ‘A Horseman in the Sky’, ‘An Occurrence at Owl Creek Bridge’ and ‘Parker Adderson, Philosopher’; Black Beetles in Amber (1892), his lively satiric verse; Can Such Things Be? (1893), cryptic prose narratives based on war and psychic themes; Fantastic Fables (1899), updated Aesopian fables usually with a timely modern twist; Shapes of Clay (1903), further satiric verse pieces written for his son; and The Cynic’s Word Book (1906), the title given to what is now better known as The Devil’s Dictionary, Bierce’s anthology of droll philosophical definitions. To these should be added other writing from the Collected Works, especially tales like those under the title The Parenticide Club, the best known of which symptomatically begins ‘Early one June morning in 1872 I murdered my father – an event which made a deep impression on me at the time.’

Bierce’s later personal life was almost as bleak as his literary persona. His son Day was killed in a duel in 1899; he divorced his wife Molly in 1905; suffered worsening asthmatic ill-health; and engaged in a run of bad-tempered personal and literary feuds. He also went to Washington DC (1896-1909), writing for the Cosmopolitan and on assignment for the Hearst newspapers. By the end, though he saw his Collected Works through the presses, he felt increasingly unsure of his satiric touch. The old fires were growing exhausted, and in 1913, a testy, uncompanionable figure, he headed towards Mexico seeking, as he said, oblivion, which he most likely found in one of the bitter partisan skirmishes of the revolution. Behind him lay a record of work for which, amid a great deal of dross and journalistic occasional writing, he merits his due esteem as a rare American wit and ironist.

Further reading

See: The Collected Writings of Ambrose Bierce, ed. Clifton Fadiman (1946); Paul Fatout, Ambrose Bierce, The Devil’s Lexicographer (1951); M. C. Grenander, Ambrose Bierce (1970); Roy Morris Jr, Ambrose Bierce: Alone in Bad Company (1995); Robert L. Gale, An Ambrose Bierce Companion (2001).

A. ROBERT LEE

BIN LADEN, Osama

1957– 
Saudi Islamist, leader of AI Qaida

Born in Jiddah, Saudi Arabia, to Muhammad Awad bin Laden – a South Yemeni bricklayer who became Saudi Arabia’s leading construction magnate – and Alia Hamida Ghanoum, Osama bin Laden completed his secondary education at an elite high school in 1974, and graduated in civil engineering four years later.

After visiting Peshawar, Pakistan, in 1980, he successfully raised large donations from his relatives and friends for the anti-Soviet struggle in Afghanistan, and returned to Pakistan with several Afghan and Pakistani employees of the Saudi Binladin Group, owned by his family.
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