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inability to represent and draw well, which cannot be acquired 
without years of study."-Sir Lionel Linday. 

L I 

-The *Brst of these statements was made by Hitler on 
the' opening of the Nazi exhibition of "Degenerate Art" (in 
reality, an exhibition containing the finest works of the last 

. aixty years of German Democratic ar t ) ,  held a t  Munich in 
.July, 1937. The second was made by Sir Lionel Lindsay in 
his recent book, "Addled Art." 

Modern Art is not the only topic on which these two 
gentIemen think alike, as  a further remark of Lindsay's will 
show: "Artists raged, protested, watched the spread of the 

. epidemic (Modern Art) with dismay as  they saw their 
legitimate market invaded by the charlatan sponsored by 
the Jew." 

This statement reflects the main theme of the book; 
Jor the author wouId have us believe that all Modern Art 
is a gigantic hoax, unrelated to traditional European ar t ;  
foisted on the unsuspecting public by the Jew. This cannot 
be taken seriously histokically, but of the philosophy it 
betrays, I wiIl have more to say. I 

Because Lindsay alleges that his book contains a 
criticism of Modern Art, Iet us first examine i t  from that 
sepect. 
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- , m a t  ,does:~hdaa3r. mean -by M O W  Art? Altbtigh 
the term is usually intended to  caver the laat hruldr'ta pat'& 
if European ar t ,  Lindsay cautiously e&cWen: be ZplpreS- , 
#ion&&, and, states that  Vm' Go&, Gaugub and, 6Xzannii ' 

are not Modern artists, but "representational" p8hter-n $f ' 

the 19th century, He does not make any at tem~t  to fuatif~ - 
th% arbitrary division. 

Lindsay soon demonst&g that, in adc 
-vague historian, he is also a very dishonc 
makes incorrect statements which cmld 1 
ignorance by a person of hid experience. 

Presenting his criticism of Matisse, hc 

iitidn'to belng s : 
s t  onq;'for be . 
lot be made in - , 
! qays, ' I .  . . he' 
has copied the started with a sound enough training, and 

. Old Masters in the Louvre ; but he found UUIUCIL UCUI L L A ~  

middle age and unsuccessful. Quick to read the signa of 
the time, he quitted the hard road of good draughtmanspp 

. for  the easy down-hill track of novelty." Having set the 
painter in a discreditable light, Lindsay then criticises his 
work in terms calculated to exploit this implied lack of 
integrity: "glamour of charming colour . . . childish and 
arbitrary." The truth is that Matisse began to p.aint the 
pictures which occasion Lindsay such discomfort when h e  - 
was in his early twenties. "My Room in Ajaccio" was -- 
painted when he was t*enty. 

To Lindsay's accusation that  Modern artists cannot - 
"represent and draw well," the work of artists like Matisse, 
Picasso, Derain, Kisling, Stanley Spencer, Grosz, Segonzac 
and Gropper presents an adequate answer. We are re- 
minded continually of the "distortion" practised by these 
modern painters. Is distortion new to a r t ?  What of t he  
work of such masters as  Goya, El Greco, Bosch, Grunewald, 
Daumier ? 

Lindsay, like all critics who are capable only of slander- 
Ing Modern Art, cannot resist the temptation to sneer at 
the "Crapulous" existence of Modigliani. When we learn' 
that Modigliani was a Socialist, and anti-Imperialist, and 
although dying of consumption and in the direst need, 
consistently resisted attempts by rich collectors to popu- 
larise his work, we understand the basis of Lindsay's dis- 
like for him. Augustps John and Epstein were both great 

' friends of Modigliani, and purchased his work. Epstein 
considers him a master. I do not think i t  is unreasoliable 

Page Forty-elght 

, tir +n@&pt 1 

a ~ ~ p s ,  . - i 
' ' Wndaay's main peme'la Wexaggerate tyd makc &In@- '- 

" hwthe role, of the j e ~  fii 6 f o d ; i  Art. He desies f&e 
Jed8h peapje atkhtic gbility or htegrity, mid stat&   at . 

t!he-k rtfcipatfdh in akt ia due only to love' of mopey, and 
t & "t~.take down ihe Goysbcr." He attempts 

' cover 'his m.acial prejudice v$th 'the @nocent garb of "Je 
fending Bfa art." However, we khow that anti-qemitism i 

., not new* the. Lindsay family, and Linc%Jay' paon teveal 
that he does flot confine his abuse to J e d h  artist& Anti- 

. Semitism is the ball-mark of thp lowest and most bestial 
' 

loeophy that -the world has produced-fascism; and to 
s p t  it any way, is to accept i t  with all its implicatio 
~dsay  cannot shed this re~~onsfbili'ty, on the innocc 
text ahat he is "defending his art." Because of 1 
lowness and the falseness of the charges which 
kes, i t  is nec3ssary to examine this aspect of Lindsay's 
)k in detail. 

. To support-his argument, Lindsay refers to an article - 
by a French critic, Vanderpyl. "Pay a visit to the Louvre," 
says Vanderpyl, "and from the 13th to the 20th century, 
jTou will not find one Jewish painting," except, "if you4 
care," t60 paintings by Camille Pisarro, "connected by - ascent from the Portuguese Jewry." Then . . . "but sud- 
denly Israelite painters swarm." In the "after-the-war 

: /period," the "salons" are filled with the work bf  painters 
with Jewish names. Before going further, I would like to  
point out that there are four Pisarros in the Louvre. 

The passage paraphrased above is uns~rupulously 
. designed to imply that there were no Jew'sh painters before 

the 20th century. This then suits Lindsay's purpose, for 
. he can.attribute the imrease of Jewish a r t  to reasons other 

than artistic impulse. However. the statement is quite - 
untrue. Some of the outstanding artists of the 19th cen-' . 
tury were Jews: Liebermann ( u n d  he was expelled by the 
Nazis, President of the Pruasian Academy) and Lesser Ury - 
in Germany; Josef Israels, the founder of the Efague 
School;, Fisarro in France; and the Russian sculptor, 
Antokolsky. Among the famous miniaturists are the 
Jewish artists Bachi, Fiorini, Polack, Barlin and Ezekiel. 

However, there is a better answer to Lind a 's mis- 
I .  
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, reprd88gar& pidre  e'he-.18t4~cdntun, when the p$rtP ' 
. 5 .  pbyed b y g e m  Art and &her ao~ia l  activitfes bagr~r  b 

" 

heres&, two . factors restric@ the 'number - of &TI&&- 
1' ,@ters; , Overshadowing ail other regums, is the posftim. . , 
, in .aqciety which, the\Jewish people have been forced to 

~ c c u p y  through the centuries, and atill occupy in the f a s c u  
. countries of the world. Confined t o  the ghetto,' and f08- , 

bidden to take part in the normal social life of the dtiea, 
.the opportunity fop Jewish painters to develop was IMted: 
One other influence which played a large part the lack . 
of Jewish visual art, was the religious prohibition again% 

, the  representation of the human figure or of religioue 
aubject? This had the effect of confining Jewish articltic 
inspiration mainly to the a r t  of the decorator, and Jewish + 

artists have been famous as, gem-setters, seal-cutters, etc. 
Some of the most beautiful jewellery of Europe .has Eome 

*from the hands of Jewish artisans. With the disintegration ' 
of the ghettos of Europe, beginning after the French Revo- ' 
lution and the Napoleonic Wars, and the gradual "official" 
emancipation of their people, there was . a  corresponding . 
broadening of religious outlook, which has made i t  possible . , 

. for Jewish artists to use their new freedom unhampered' 
by religious restrictions. Jewish painters, musicians, and' 
men of all arts and professiona began to appear in greater 
numbers in the 19th century. Liebermann, Israels and 
Pisarro provide adequate proof of the artistic talent of the . 
Jewish people. As the century proceeded, this band of, 
artists increased, and we see Picaaso, Chagall, Modigliani, . 
Zadkin, Kisling, Epstein, and many other Jewish painters 
and sculptors, all playing a leading part in European art. 
This is the true story of the sinister "invasion" of the arts , 

which Lindsay so viciously misrepresents. 
,' 

Jewish participation in the life and culture of society 
has increased, but this increase is not confined to art, nor 
did it begin in the 20th century. Lindsay and Vanderpyl 
dishonestly give this date, a s  i t  dovetails their racial pre- 
judice with their respective ideas on art. Both, incapable 
of an objective attack on Modern Art, look for someone on 
whom they may place the blame; and like that other 
"eminent" painter and "leader" of culture-Hitler, they 
blame i t  on the Jews. 
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"' attempt to Bolster tbe %eo& he bas put f o m d ,  - I 
Vaaderpyl agein. dtettort~ hlrrmry: them can be no Jmbh '1  

-painting$ "abce ?t poadewffs nQ prbiWes." As so much . 1 6 I 

' - cif the plriqi~vd ,h&> of E w p e  is aaopymous; how OrUI, 1 
3 .,.' . J7pde@y1.lqi%w that nope. of it is the work of Jews? fn . i 

eay'caee; $hi@- statement ia not .correct, aa there are S e d h  . o r  , 
w t i v e s .  In .  many* of the cities. of Europe, e.g., ~eifn 

c , @, ,and. W catacombs of Rome, h'ave been found th 
remghq of prixrfitiv4 Jewish religious art. In the city of t h  

.Eughratea, -Dura-Europos, #ere has beart, found a well 
a ,. preserve$Jewish Sp-agogue rich ih ornament$ and frescoes. 

I ' Apart from this, there iS little validity .in Vanderpyl'a 1 

. argument. Whx should- there be B school, of Jewish paint- 
fag? The. Jews of +ope were .spread over e y r y  border 5 
and, despite their seeegation, they have Been influenced ' ' 
by the countries in which they Jived, and their ar t  has 

I naturally been expressed in the terms bf the ar t  of their ; 
. environment., Picasso has his roots in Spanish culture, ,: ' Modigliani is considered an Italian artist, Israels is un- . 

deniably a product of Dutch life and painting. 
To e-ose the extent of .Lindsay's an t i -~emi t i ss  and 

, .reaction, and to 'provide an answer to this type of charge ' - 
,against Modern Art, was my main reason for writing this 
article. However, I think that this is a convenient time to 
examine the position which the Lindsay tradition occupies , 

in Australian art. 
' The role of the Lindsays has been that of the provin- 
cial anarchist and exhibitiodst ; disdaining sx i a l  restric- 
tions. The decadence of Petronius, and the reactionary 

- Aryan-myth, "Superhan," aspects of Nietzsche and Wagner 
provided their philosophic background. T h e  quickly be- 

- came a "fashion," and, in time, the spearhead of chauvinism 
, and cultural reaction in Australia. Their assxiation with 

the "Bulletin," and Norman's derisive attacks on those who 
sought to intervene in the first fascist ventures in Spain 
and Abyssinia, indicates their position. Sir Lionel continu- 

. ally deplores the fact that ar t  is getting beyond the control 
of the cultured few; that artists are enlisted "from the 
gutter," and not "from the.artisan and middle classes." 

- 

Sir Lionel accuses Modern artists (we note that he is 
careful not to name any Australian artists) of flight from 
reality. Where in the works of the Lindsays do we find 
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m y  iiteBpt to  eonie U, 'gripe' with tha i ~ e  rud prdhlhe 
b af, th@r own country? Not in Norrnap'e pohog$aphlc 
procession of moronic bl0nde8,~or hi8 cpt-thr'bt pirii,btc9'spd: 

' brigands. Not in Lionel's woodcuts, o r  water ,coIOum of 
Venice. _In their writings we'taee only their .miserably t h b  
and warped conception of '~d iaeva l~sm, ,  , They can&% 

' or depict, i ts life an@ gust, but conceive' i t  an10 in t b r m  oL . 
: vice, decadence and' the exploittition of wamc!A-a tNft 

eatirely consistent with their petty anarch&~m,. The arkietio . 
-bankruptcy of the Lindsay family cannot be ljeIvr,demon- 
strated than by the fact thatl after a lifetime'of work,\ 

- ' they leave no important work of art, aqd they leave no 
important pupils. I suggest tha t  Sfr ~ionek-  hae'no. right . 
' to raue his voice to \save Australia, "in its cu l tmd  1 

water," from the invasion of "foreign" art. \ 

It is  from this-position of reaction that ~ i n d s a y  at1 
Modern Art. One thing that has characterised all 
schools of Modern painting has been the spirit of exar 
tion and criticism with which the artists have worked. ' rvleu 

like Courbet,. Daumier, Van Gogh, Modigliani Picaiso, 
Gropper and Grosz have not-confined their critichm to the 
realms of art. It is not for their "distortjon," 1 that, 
Modigliani is hated and vilified by the reaotionaries,, o r  
that Grosz is the artist most hated by the Nazis. 

It is not coincidence that the fascist propaganda d ~ d g e  
of "blaming it on the Jews" is employed by Lindsay, and 
that to support his contentions he quotes such people a s  
Renan, or the French fasciqt, Camille Mauclair. Whtle 
mentioning Mauclair, i t  is important to observe the 

, similarity of Lindsay's book to  a pamjlhlet frowwhich he 
quotes-"Painting Gone Mad," written by Mauclair and 

, translated into English in 1931. After reading this 
- pamphlet, it is apparent that Lindsay, unable to formulate 

even an abusive attack on Modern Ark, has simply re- 
written Mauclair's pamphlet. 

At a time when complete unity is absolutely essential 
.to Australia, the appearance of Lindsay's book, gchoing a s  , 

' 
it does, not only the whole vile Nazi outlook on ar t  ex- 
pressed by Hitler and Goebbels themselves, but also their 
views on racial discrimination. performs no service to Aus- - 
tralian art, to the unity of our cultural ,workers, or to ' 

. Australia's war'effort a s  a whole. 
< 


